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INTRODUCTION

From my photographic beginnings, way back in 1970, | have been fascinated by the
subject of exposure. Despite the massive amount of technology that has influenced
photography over the past 40-plus years, photographers still struggle with exposure. For
many, exposure continues to be al about light and the lack of light. But in my mind, it is
a much deeper topic. While yes, it is of paramount importance that photographers
understand the simple math involved in f-stops, shutter speeds, and 1S0O, it-s also critical
that they understand the difference between a correct exposure and a creatively and thus
deliberately correct exposure.

In this, my latest book on exposure, | present a condensed guide to conquering the most
common exposure problems. These are the confusing situations that my students and
readers have complained about for year§ all clearly explained with easy-to-understand
solutions so that you can impose your creative will on any photographic scenario. As in
many of my other books, |-ve offered numerous before-and-after images that show the
correct exposure compared to the incorrect exposure. What sets this ebook apart from my
previous books, however, is a series of embedded video tutorials. These online videos
show me discussing the problems and demonstrating the solutions. You can witness the
correct exposure solutions unfolding right before your eyes!

| hope you find this book both useful and entertaining. Remember, photography is fun!
You shouldn be intimidated away from pursuing your creative inspiration just because an
exposure situation is alittle tricky. Hopefully, with the help of this book, you can reclaim
your artistic vision and become the photographer you-ve always wanted to be, regardiess
of the exposure situation thrown at you.



70 200mm lens, f/11 for 4 seconds



16 35mmlens, f/22 for 1/15 sec.









for photo enthusiasts is the
difference between a quantitatively correct exposure and a creatively correct exposure.
You might think that as long as your light meter indicates a correct exposure at a certain
exposure setting, then you+e in good shape. And on one level, you-d be correct. Your
light meter tells you the correct quantitative value for a properly exposed image.
Technically, a correct exposure is nothing more than the quantitative value of an aperture
and shutter speed working together within the confines of a specific 1SO. This is the case
whether you—+e in Program mode, Shutter Priority mode, Aperture Priority mode, or even
manual mode. However, if you blindly follow your light meter-s advice, you+e giving up
creative control over your image. Maybe you want to emphasize a certain part of the
composition and blur out the rest. Maybe you want to express a sense of motion. Maybe
you want to capture a fun lighting effect. Maybe you want to expand your depth of field
for a dramatic sense of place. The options are nearly endless if you consider the creatively
correct exposure.

A creatively correct exposure is the ideal combination of aperture and shutter speed for the
artistic effect you want to produce. Most picture-taking situations have at least six
combinations of f-stops and shutter speeds that will yield a quantitatively correct
exposure. But typically, only one or two of these combinations will give you a creatively
correct exposure. This entire book is about choosing the creatively correct exposure for
different shooting scenarios. In this opening section, we-l start with the two most basic
approaches to setting up a composition: storytelling exposures (deep depth of field) and
single-theme exposures (shallow depth of field). You can apply many of the principles of
these two exposure types to all of the other special effects you- learn later in the book.

16 35mmlens, f/22 for 1/250 sec., Nikon SB-900 flash






HOW TO MASTER DEEP DEPTH-OF-FIELD IMAGES



In my other books, |-ve discussed what | call —storytelling exposures.ll Storytelling
exposures are, quite simply, images that tell a story. Like all good stories, these images
have a beginning (the foreground subject), a middle (the middle-ground subject), and an
end (the background subject). To bring all these elements into your composition, you want
the maximum possible depth of field so that everything in your frame is in sharp focus.
Storytelling exposures are basic building blocks of good narrative photography, but they
confound many people who are unsure where to place emphasis within the composition.
You might also wonder where to place your focus to achieve this effect.



When using a digital camera with a full-frame sensor, most experienced photographers
choose wide-angle zoom lenses (14 24mm, 16 35mm, 17 35mm) to shoot storytelling
compositions. If using a digital camera with a partial-frame sensor, try the 11 17mm
range. Wide-angle zooms are popular because they typically include the full range of focal
lengths you+l need for a storytelling image. Occasionally, you might want to try a
moderate telephoto (75 120mm) or one of the —mormalll focal lengths (45 60mm),
depending on what you want to feature in your image. But regardless of the lens choice,
there is one constant when making a storytelling composition: a very small aperture of
/22, or even f/32.

Now, there may be naysayers out there who will insist that using a small aperture is a bad
idea. They believe that shooting at these small apertures costs you sharpness, contrast,
even color. However, I-m joined by an army of experienced photographers urging you to
turn a deaf ear to these protests. If you do, you will create some of the most intimate
landscapes and cityscapes you can imagine. You-l also experience the joy of sharpness
from the up-close-and-personal distance of 14 inches all the way to infinity!

When you insist on not using small apertures yet still attempt to record intimate
landscapes, your storytelling composition will lose the vital —beginningll of your story
thanks to a lack of sharpness in your foreground. It-s like a story without an opening
paragraph. You will never record a depth of field from 14 inches to infinity at f/8 or f/11
when using a 12 16mm crop factor wide-angle lens, or if using a focal length from 17 to
24mm with a full-frame camera. Let me repeat that: You will never accomplish a depth of
field from 14 inchesto infinity at f/8 or f/11 with any DSLR!

The next important question is, where the heck do you focus? Let-s say you are
photographing a pastoral scene of a barn in a wheat field. If you focus on the stalks of
wheat in the foreground, the barn (middle ground) and sky (background) will be out of
focus. If you focus on the barn and sky, the wheat stalks will be out of focus. The solution
Is simple: don+ focus on anything in your composition. That-s right: don- focus. Instead,
preset the focus via the depth-of-field scale or distance settings on your lens (see below for
explanations of these lens settings). Now, when | say —don- focus,ll what | mean is, don+
compose your scene and then focus on a point within the composition. For a storytelling
exposure with maximum depth of field, you want to set your aperture first, then reference
the corresponding distance indicated by your depth-of-field scale or distance setting. With
a small aperture (big f-stop number) like /22, your area of sharp focus will extend from a
near point to infinity, so theress no need to focus on anything else in your composition.
You just need to set your focus for that near point, and it will extend indefinitely. Then
simply recompose with your preset focal range, and shoot!

So how do you use a depth-of-field scale, or distance settings? Single-focal-length lenses
have a depth-of-field scale that makes it easy to preset your focus for a given scene. A
depth-of-field scale has your lens apertures on the bottom and a series of distances, given
in feet and meters, on the top, including a symbol for infinity. Simply select an aperture,
then look at the corresponding distance marks on the scale. There are two marks for every



aperture, which line up with two distances on the top of the scal§ a near point and a far
point. These near and far points are your range of focus, or depth of field. Everything
between these distances will be in sharp focus. Everything outside them will be blurry. For
example, an aperture of /22 might line up with 3 feet (1 meter) on one side and infinity on
the other, meaning your depth of field will reach from 3 feet on the close end to infinity on
the far end. Theress no need to focus on anything within this range because it will all be
sharp. This depth of field isideal for a storytelling image.

These days, however, most photographers skip the single-focal-length lenses in favor of
wide-angle zoom lenses. Zooms offer great quality and a bigger bang for your buck, but
there is a trade-off: they don+ have depth-of-field scales. They do, however, have distance
settings, which, similar to depth-of-field scales, allow you to preset the depth of field
before taking your shot. Since storytelling compositions rely on maximum depth of field,
set your aperture to f/22 and then align a specific distancd 3 feet (1 meter) or 6 feet (2
meters), depending on the focal length you are using. Youd! find these numbers above the
distance-setting mark on your lens. At this aperture, if you set your focus to the near point
(either 3 feet or 6 feet, as mentioned above), your depth of field will extend from that
point all the way to infinity. So, again, theress no need to focus on anything in your
composition. Everything between your near point (3 or 6 feet) and infinity will be tack
sharp.

With all of this in mind, here is my foolproof formula for setting up storytelling
compositions with a wide-angle zoom lens when you want as much front-to-back
sharpness as possible.

Your first step: Turn off autofocus!

If you~+e using a camera with a —erop factorll and a lens with a 75-degree angle of view
(18mm on a digital 18 55mm zoom lens), set the aperture to f/22 and then focus on
something approximately 6 feet (2 meters) from the lens. Resist the temptation to focus
toward infinity and leave your focus set to that 3- or 6-foot mark recommended above.
Trust me, everything within this focus range will be sharp.

Next, if you+e in manual exposure mode, adjust your shutter speed until a correct
exposure isindicated. Then shoot. If you+e in Aperture Priority mode, simply shoot, since
the camera will set the shutter speed for you. Your resulting depth of field will extend
from about 3 feet (1 meter) to infinity. Now you-e ready to shoot!

If you+e using a 12 24mm digital wide-angle zoom lens and a focal length between
12mm and 16mm, set the lens to /22, focus on something 3 feet (1 meter) away, and
repeat the final step mentioned above. Your resulting depth of field will be approximately
14 inchesto infinity.

For those of you shooting with full-frame digital sensors and a focal length between 14
and 24mm, simply focus on something 3 feet (1 meter) away, set your aperture to f/22, and
proceed as above. The resulting depth of field will again be 14 inchesto infinity.

If you~+e shooting with afocal length of 25mm to 28mm on a full-frame camera, you must
set the focus distance to 6 feet (2 meters). This will yield a depth of field from 3 feet to
infinity.






—Fhereisvideo content at this location that is not currently supported for your
eReading device. The caption for this content is displayed below.ll

These three images were all shot with the same lens, from the same point of view, and at
the same exposure in terms of quantitative value, but with different apertures and focusing
distances.

In the first image, | focused closely on the starfish and used an aperture of f/11. This
exposure does not render a sharp background; the lighthouse and rocky bluff are out of
focus. In the second image, | kept the aperture at f/11 but focused on the lighthouse,
causing the foreground starfish to be out of focus. Only the third image renders both the
starfish and the lighthouse completely sharp because | shot at f/22 with the focus preset to
3 feet (1 meter). And therein lies the key to effective storytelling compositions!



Herethe background is out of focus.
17 35mm lens at 20mm, f/11 for 1/125 sec., focused at 2 feet



Thistimethe starfish is out of focus.
17 35mmlens at 20mm, f/11 for 1/125 sec., focused at infinity



At /22, the entire sceneis sharply in focus.
17 35mmlens at 20mm, f/22 for 1/30 sec., focused at 3 feet



Fortunately, this well-lit ramp, which leads one from the large mosgue back toward the
city of Doha, Qatar, was free of traffic when | made this photograph. As a result, | was
able to set the camera and tripod low to the ground, placing emphasis on one of the many
domed lights protruding from the ramp. The repeating pattern of lights suggests depth, and
the resulting line leads the eye toward the distant city skyline. Compositions of this type
need a deep depth of field and, as such, an aperture of f/22 was vital.

16 35mm lens, f/22 for 8 seconds






HOW TO GET MAXIMUM DEPTH OF FIELD WITH A
TELEPHOTO LENS



When shooting with a telephoto lens, many photographers are confounded by the
challenge of achieving a deep depth of field. A telephoto lens by its very design cannot
encompass both an extreme foreground and an infinite background in the same
composition. This is because the lens has a narrower angle of view when compared to a
wide-angle lens. But great photo opportunities don+ just adapt themselves to the lens you
happen to have with you. If you~+e out with only your telephoto and a striking landscape
image unfolds before you, you probably want to capture it with as much depth of field
as possible. You may wonder if there is afoolproof formula for getting maximum front-to-
back sharpness when using a telephoto lens.



After composing a telephoto scene, stop the lens down to /22 (or /32 if your lens allows
it). As you look through the viewfinder, adjust your focus until you have focused on a
point about one-third of the way into the scene (autofocus must be turned off). Then you
are ready to shoot.

Just so thereis no confusion, | want to stress what is meant by a—deep depth of fieldll with
a moderate telephoto lens, such as a 100mm lens. This focal length is capable of
delivering a depth of field of approximately 30 feet to infinity when shot at the small
aperture of f/32. Obvioudly, this is a far cry from the 3 feet to infinity you can achieve
with a wide-angle lens. Also, telephotos don+ offer the wide and sweeping —isionll of
wide-angle lenses, about 75 to 104 degrees. Your 100mm lens offers a much narrower, 22-
degree angle of view.



Audio element not supported.

Imagine my surprise when | came upon this field of poppies in Bavaria, Germany, several
years ago. Although | did not see any cows nearby, it was obvious which side of the fence
the cows were allowed to graze. My attraction to this landscape was, of course, the
contrast between the two field§ the explosion of poppies in the one field and the bare
green, low-growing grass in the other. The meandering line of the fence also emphasizes
the whimsical nature of this composition. Since | wanted to record sharpness front to back,
| needed the smallest of apertures, which is /32 on the Nikkor 70 300mm lens | was
using.

With my camera and lens on a tripod, and after turning off autofocus, | manually
prefocused the lens roughly one-third of the way into the scene. With my aperture set to
/32, and while framing the scene you see here, | adjusted my shutter speed until 1/15 sec.
indicated a correct exposure. Fortunately, the air was still, so | did not have to wait for any
breeze to die down. With the aid of my cable release, | fired off several frames. At /32,
the front-to-back sharpnessis perfect.

70 300mm lens, /32 for 1/15 sec.









HOW TO MASTER SHALLOW DEPTH-OF-FIELD
IMAGES



In singular-theme compositions, the goal isto limit your area of sharp focus to a particular
part of the frame, letting all other portions of the composition fade to soft focus. When
you selectively focus on one subject, the blurry background and/or foreground calls
further attention to the in-focus subject. This is a standard visual law often referred to as
visual weight: whatever isin focus is understood by the brain to be of greatest importance.

People portraits are good candidates for singular-theme compositions, as are flowers or
any other subject you-d like to single out from the rest of the scene. The principle here is
called selective focus, and its entirely dependent on your aperture choice. While these
types of exposures aren+ difficult, the proper application of selective focus can be
challenging because you have only a narrow depth of field to work with. If you place your
sharp focus in the wrong part of the composition, you completely change the impact of the
image, and manipulating that narrow range of focus can take practice. Also, many
photographers have been stumped because they tried to combine the wrong lens with the
wrong aperture, making the task nearly impossible.



Producing a strong singular-theme composition is as simple as choosing the right lens,
selecting the right aperture, and focusing on the right part of the composition. Since
telephoto lenses have a narrow angle of view and inherently shallow depth of field, they
are often the lens of choice for singular-theme compositions. When you use a large
aperture (f/2.8, f/4, or f/5.6) with a telephoto lens, you get an especially shallow depth of
field.

The key is to understand your limited depth of field. Unlike the storytelling compositions
shown here, singular-theme compositions don+ have an area of sharp focus that extends
from afew feet to infinity. The larger your aperture (smaller f-stop number), the narrower
your depth of field. In a singular-theme composition taken with a large aperture on a
telephoto lens, your entire span of sharp focus can be as small as a few inches, though in
most cases it will be afew feet deep. The trick is placing this area of sharp focus exactly
where you want it. To do this, adjust your focus back and forth until you-ve placed the
depth of field in the ideal location. As you twist your focus ring, areas of your frame will
aternately go blurry and sharp. When that area of sharp focus lands on your intended spot,
you-e ready to click the shutter.

As you become more aware of your lenss ability to emphasize a subject-s importance
through selective focus, start seeking out backgrounds of color blocks, like a wall of
graffiti, that when rendered out of focus will further emphasize the in-focus subject. As a
genera rule, when shooting a ssmple portrait against a background such as a colorful wall
of graffiti, I bring my in-focus subject at least 20 feet away from the wall when using a
200mm focal length and at least 15 feet away when using a 300mm focal length. At this
distance, the background quickly becomes muted and out of focus when shot at apertures
of /2.8 to /5.6. It-s also important to note that both your focused subject and the
background need to be under the same lighting conditions (overcast, frontlight, sidelight,
and so on) to capture both under the same exposure value.

Selective focus can also be useful when you want to blur out distracting background
elements for a cleaner overall composition. Let-s say you+e making a portrait of your
daughter, but you+e faced with less-than-ideal background elements. Don+ let this stop
you! Affix your telephoto lens, open up your aperture, focus precisely on your daughter,
and let everything else go blurry. Colors and objects will blend into one another, much like
a painted backdrop, giving you an attractive, clean canvas for your portrait.



Selective focus keepsthe emphasis on your subject rather than on the background.
70 300mm lens, /6.3 for 1/500 sec.

Let-s look at these two portraits of Sharon, a young woman | photographed in Old San
Juan, Puerto Rico. Both of these exposures are quantitatively correct, yet there is a clear
visual difference in the background. In the first example, note the distracting wires behind
Sharon-s right shoulder. In the second example, the wires have magically disappeared. Did
| clone them out with the aid of Photoshop? Of course not! | simply used a different
combination of aperture and shutter speed that resulted in a vastly reduced depth of field. |
shot the first photo at f/16 for 1/60 sec. and the second at f/4 for 1/1000 sec. Both
exposures are the same in terms of their quantitative value but vastly different, as we can
clearly see, in their visual weight.



An aperture of /16 left a distracting background.
70 300mm lens, /16 for 1/60 sec.

At f/4, the blurred background keepsthe focus on the subj ect.
70 300mm lens, f/4 for 1/1000 sec.



| once heard that if you pour beer instead of water into the base of a hollyhock flower, it
will grow an additional 12 inches overnight. | have never tried this, but judging by the
height of this particular hollyhock, found in a small village in France, it must have
received an entire six-pack the night before! Fortunately for me, this 12-foot high
hollyhock was growing right next to a small flight of stairs. | climbed almost to the top of
the plant and used my Nikkor 24 85mm lens to frame it against a house in the
background. To isolate the flower, | combined a close-focus point of view with alarge lens
opening.

24 85mmlens, /4 for 1/500 sec.






—Fhereisvideo content at thislocation that is not currently supported for your
eReading device. The caption for this content is displayed below.ll






HOW TO USE THE DEPTH-OF-FIELD PREVIEW
BUTTON



The depth-of-field preview button can be invaluable when determining the best aperture
choice for singular-theme compositions. It offers you a preview of the depth of field you
can expect based on the aperture you-ve selected. Simply select an aperture and then press
the depth-of-field preview button.

But isit that simple? Although the depth-of-field preview button is ostensibly easy to use,

it can be initially confusing. Have you tried pressing the button and everything just goes
dark?



To understand the depth-of-field preview button, try this exercise:
1. Attach a 70mm or longer lensto your camera.
2. Set your aperture to the smallest possible f-stop (f/2.8, /3.5, or /4, for example).

3. Focus on an object close to you, leaving enough room around it so that an
unfocused background remains visible in the composition.

4. Press the depth-of-field preview button while looking through the viewfinder. Note
that nothing happens.

5. Now decrease the aperture to f/8, press the button again, and take another look.
Pay special attention to the out-of- focus background. You probably noticed the
viewfinder getting darker because you shrank the lens opening, alowing in less
light, but did you also notice the background becoming more defined? If not, set
the aperture to f/16 and press the button again, paying specia attention to the
background. The viewfinder will get even darker, but that once-blurry background
should be razor sharp. You+e seeing the impact of aperture. Each time the aperture
gets smaller, objects in front of and behind your focal point become more defined.
In other words, the area of sharpness (the depth of field) extends.

If there is one bit of advice that bears constant repeating, it is this: Pay close attention to
your aperture choice! Many times, the wrong aperture has ruined an otherwise wonderful
exposure. Let-s say you were after a striking image of alone tulip against a background of
out-of-focus tones, shapes, and colors, as in the second image here. Thisis what each and
every one of uswould see if we stood in this spot and shot with our 70 200mm zoom lens
at the 200mm focal length with the aid of a small extension tube (a metal tube fixed
between the camera body and lens to improve macro photography capabilities). However,
just because this is what we would see as we looked through the viewfinder, there-s no
guarantee that thisiswhat we will record on our image sensors.

If in your excitement of framing up a shot like this, you fail to notice that you are using an
aperture of /16, you will definitely record the image of this same tulip, but with a much
busier background, as shown in the first image.

Fortunately, most of us have depth-of-field preview buttons on our cameras. In this
scenario, | depressed my depth-of-field preview and could see right away that f/16 was
offering too much depth of field. While still pressing the depth-of-field button, | increased
my aperture while looking through the viewfinder, watching as the once-busy background
slowly faded to blurry tones. At /5.6, | felt the background was reduced to the softer,
blurrier tones | was seeking.



My first attempt offered too much depth of field.
70 200mm lens, f/16 for 1/10 sec.

As| shifted to f/5.6, the background faded to a blur.
70 200mm lens, /5.6 for 1/100 sec.
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Capttiing Lariscapes L




Is an almost universally popular pastime among
photographers. And no wondetf there are so many photo opportunities in nature, it-s hard
not to spend every waking moment seeking them out. Cityscapes, too, offer opportunities
to photograph the fascinating mix of natural and artificial light, man-made and natural
structures.

Unfortunately, these beautiful nature scenes don+ always occur in ideal conditions, and
there are certain frustrating situations | hear students talk about year after year. There is
the difficult backlight from a setting or rising sun and the challenge of maintaining color
in a sunset while still properly exposing the foreground. Glare is a frequent problem, as
are high-contrast snow and beach scenes with an abundance of white.

Fortunately, there are not only correct exposure solutions for these circumstances but
creatively correct solutions. By following a few easy steps, you- soon be able to master
every situation Mother Nature throws at you.

12 24mmlens, /8 for 1/320 sec.






HOW TO EXPOSE SPECTACULAR SUNSETS (AND
OTHER BACKLIT LANDSCAPES)



What do you do when confronted with a gorgeous sunset over a beautiful landscape? If
you expose for the brighter sky, the landscape in the foreground will go excessively dark.
If you expose for the landscape, the sky will be overexposed and lose its beautiful colors.
Exposure 101 states that no camera on the market today can record within a single
exposure the vast range of light and dark that exists in a backlit scene. In the old days,

photographers had to —grin and bear it,I overexposing the backlight to bring up the
foreground. Now, however, there is an easy solution.



Someone had the brilliant idea to make a lens filter that would reduce the exposure of just
the backlight (sky) by severa stops, thus making the background much closer to the same
exposure required for the foreground. Graduated neutral-density (ND) filters have been
around for years now, and they make a world of difference in compositions with strong
backlighting. Yes, Photoshop also promises to correct this type of exposure problem with
a built-in graduated ND filter, in Adobe Bridge, but it can make the correction only after
you return home or to the studio. | subscribe to the belief that doing it in camera, if
possible, is always the better solution.

So what do you do when you set an exposure for a backlit landscape and you don+ want
the foreground to go excessively dark? First, select a storytelling aperture of /22 for a
deep depth of field. Then expose for the foreground, adjusting the shutter speed until a
correct exposure is indicated. Reach for your graduated ND filter, and slide the filter down
into the holder on the front of your lens until the area of density covers the area from the
top of the frame to the horizon line. Recompose and shoot. You will record a correct
exposure of the foreground as well as the distant sun and horizon.

With my 12 24mm lens and camera on a tripod, | chose a low viewpoint to capture the
texture on the sandy beach. This was going to be a storytelling image, so | set the aperture
to f/22. | pointed the camera down to the sandy area and adjusted my shutter speed until
1/8 sec. indicated a correct exposure. When | recomposed to include the setting sun, the
meter reading changed to indicate that a shutter speed of 1/125 sec. would be correct. |
chose to ignore this new meter reading and instead placed a 4-stop graduated ND filter on
the lens. The first example shows the image taken without the filter; note how the sun and
background sky are blown out. As the second image shows, the filter made all the
difference.
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Theimage without thefilter.
12 24mm lens, /22 for 1/8 sec.



The sameimage with a 4-stop graduated ND filter.
12 24mm lens, /22 for 1/8 sec. with 4-stop graduated ND filter




The sun was setting quickly over the Greek island of Santorini, and | wanted to capture
both the beautiful sunset and some detail in the hillside homes. If |-d exposed for the sky,
which called for an exposure of f/11 for 1/250 sec., the houses would have gone too dark. |
wanted to show the houses in full detail, so | tilted the camera down and took a reading
without the sky, filling the frame with the hillside of homes. As you can see in my first
exposure of f/11 for 1/30 sec., | did get the detail of the homes, but | also lost the sunset
sky to a 3-stop overexposure. The solution? | placed a 3-stop graduated ND filter on the
lens and dlid it down until the ND portion of the filter covered the sky area. As the next
image shows, | got the best of both worlds: a correct sky and a correct hillside. Talk about
having your cake and eating it, too!

Without thefilter, the sky is overexposed.
17 55mm lens, f/11 for 1/30 sec.



With thefilter, | got the best of both worlds.
17 55mm lens, f/11 for 1/30 sec. with 3-stop graduated ND filter

You might think that | am a teacher, but truth be told, | am a perpetua student. | enjoy
learning as much as most of you. During the same trip to Santorini when | captured the
previous images, my good friend Chris Hurtt, who was serving as my photo assistant,
made me aware of something that is still quite memorable.

As | was shooting through this open window that showed a cruise ship in the distance and
a nice reflection of the hillssde homes on Santorini, | complained about the overall
exposure. As shown in the first image, when | exposed for the darker hillside in the
reflection, at f/22 for 1/30 sec., the distant cruise ship, water, and sky were overexposed.

At this point Chris spoke up. “Why don+ you take your 3-stop graduated ND filter and
turn it sideways?l he asked. What a great ideal And sure enough, it worked. As you can
see in the second photograph, when | tilted the filter sideways so that the ND portion of it
covered the distant sea, cruise ship, and sky, | got a perfect exposure with the same
settings.



Without thefilter, the left side was over exposed.
12 24mm lens, f/22 for 1/30 sec.

With thefilter, everything came together.
12 24mmlens, f/22 for 1/30 sec. with 3-stop graduated ND filter turned sideways
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HOW TO CAPTURE STUNNING COLOR IN
LANDSCAPESAND CITYSCAPES



Have you ever admired those brilliantly colored postcards of famous natural landmarks or
iconic cityscapes? Did you ever wonder why your pictures of the same scenes look drab
by comparison? If you+e shooting at dawn or dusk, there is also the problem of low light.
When you expose for the darkened landscape, you often blow out the sky, losing the
stunning colors. But if you expose for the sky, the landscape becomes a silhouette. There-s
also the issue of maintaining sharpness during longer exposures necessitated by the low
ambient light.



The first thing you might need to change is what time of day you-e shooting. Landscapes
and cityscapes generally display more abundant color at dawn or dusk not during the full
light of day or the darkness of night. They also tend to exhibit the best natural contrast
during these times. And contrary to a popular misconception, getting your exposures right
in the narrow window of —magic lightll at dawn and dusk is not hard at al!

In all my years of photographing at dawn and dusk, I-ve found there-s no betterf or more
consistentf approach than taking meter readings off the sky. This holds true whether [-m
shooting backlight, frontlight, sidelight, sunrise, or sunset. If | want a great storytelling
depth of field, | set the lens (a wide-angle lens for storytelling) to /16 or /22, raise my
camera to the sky above the scene, adjust the shutter speed for a correct exposure,
recompose with my ideal composition in view, and press the shutter release. And if depth
of field isnot a concern, | set the aperture to /8 or /11 and again take a meter reading off
of the sky, recompose, and shoot. WWhen shooting city scenes at dusk or dawn, | rarely
even take a meter reading anymore since most city scenes have proven to require the same
exposure (when using 1SO 200): f/8 for 1 second, f/11 for 2 seconds, /16 for 4 seconds, or
f/22 for 8 seconds.

Of course, for al of these longer exposures | use atripod. Thisis essential. Often, |- also
employ a cable release or set the cameras automatic timer, just to make sure |-m not
shaking the camera during an exposure that goes on for several seconds. | prefer the self-
timer for longer exposures so that | avoid any contact with the camera. Note that your
cameras default for the self-timer is usually a 10-second delay. | strongly recommend
changing this to a 2-second delay for this type of photograph. Waiting 10 seconds between
shots can mean missing the perfect shot entirely.

While were talking about minimizing camera shake, | should note that the newest
generation of super-high-resolution digital cameras employ a mirror lock-up feature to
further minimize vibration. The cameras mirror flips up and out of the way when you
press the shutter release, causing aminimal vibration that won- impact most images taken
by most cameras. However, when dealing with the super-megapixel cameras, even
minimal vibration will be magnified by the extremely high resolution. This mirror lock-up
feature will likely become standard on high-end capture devices, and it-s something to
look for if you+e shopping in that mega-megapixel range.



Audio element not supported.

One of the many suspension bridges in Lyon, France, has a large red metal strut at each
end. On the east end, you can look to the west and frame the Basilica of Notre-Dame de
Fourviaee atop Old Lyon through the struts. |-ve seen countless tourists make this shot
throughout the day, but | have yet to see anyone do it at dusk. Perhaps the great restaurants
of Lyon keep the tourists off the streets at dusk, but while they were dining, | was making
this image, which turned out much better than the daytime shot.

With my camera on atripod, | set my aperture to /22, and with the lens pointed toward
the dusky blue sky, | adjusted my shutter speed until 8 seconds indicated a correct
exposure. Then | recomposed the scene and set up the cameras self-timer to trigger the
shutter release. (The reason | use the self-timer with long exposuresis to avoid any contact
with the camera during the exposure time. | don+ want to risk any camera shake, since
sharpness is paramount for this type of an exposure.) The long, storytelling exposure
based off the meter reading from the sky produced an exposure that highlighted the rich
dusk colors both in the sky and the cityscape.



Most peopletakethis shot during the day.
35 70mmlens, f/22 for 1/60 sec.



The colorsare so much richer at dusk.
35 70mm lens, f/22 for 8 seconds




About 30 minutes before sunrise, the first hints of the dusky blue light make their presence
known in the eastern sky. Thus begins a short-lived but memorable 10-minute window of
blue sky where the quality of light is so magical that one can+ help but come away with a
compelling image. When shooting at this time of morning, natural light and artificial light
are compatible, so you needn+ worry about blown-out highlights.

At the Sheikh Zayed Mosque in Abu Dhabi, clear, dusky blue morning skies are the norm
since it seldom rains. About 20 minutes before sunrise, the well-lit mosque and the sky are
equal in exposure value. One could make the argument to shoot in Aperture Priority mode,
and | would agree. However, being an old-school guy | chose to shoot in manual exposure
mode, using f/22 since | wanted front-to-back sharpness. | simply aimed the camera at the
dusky blue sky above and then adjusted my shutter speed until 8 seconds indicated a
correct exposure. With my camera mounted on a tripod, | made the colorful exposure.
When compared to the more common image taken by tourists around ten am., the colors
In my dawn shot made getting up early well worth it.
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The mid-morning shot many touriststake.
16 35mm lens, f/22 for 1/60 sec.
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Shooting just before dawn makes all the difference.
16 35mm lens, f/22 for 8 seconds

Beginning about 15 minutes after sunset and lasting for about 10 minutes, the dusky blue
sky has the same exposure value as a cityscape in front of it. After this brief window, the
sky goes black. Shooting city scenes against a black sky still seems to be the norm for
many shooters, but the downside to photographing at night is that the dark sky does not
offer any contrast or color separation.

Shooting the Singapore skyline from the balcony of my hotel room during the 10-minute
window of dusky blue sky made for a far more compelling image when compared to the
same shot done against a dark black sky. Because depth of field was not a concern
(everything is at the same focused distance), | chose to shoot at f/11. With my camera
pointed toward the sky, | registered a meter reading of 4 seconds as a correct exposure.
Mounting my cameraand 24 85mm lens on atripod, | captured the sunset image.

Note that in the other exposure, taken 20 minutes later, also shot at f/11 for 4 seconds, the
sky had gone black. There is not nearly the same separation or contrast between the
buildings and the sky as seen in the blue-sky image. In the dark-sky image, portions of the
skyscrapers merge into the black sky, upsetting the balance of the overall composition.
The comparison of these two images makes a strong argument for shooting city skylines
only until about 20 25 minutes after sunset.

A black nighttime sky offerslittle contrast or color separation.
24 85mm lens, f/11 for 4 seconds



The same shot taken at dusk isclearly better.
24 85mm lens, f/11 for 4 seconds






HOW TO REDUCE REFLECTED GLARE ON SUNNY
AND CLOUDY DAY S



Many of us have learned to avoid shooting in bright sunlight at midday, since the light is
so harsh. This aversion to midday light usually comes on the heels of shooting in early-
morning or late-afternoon light, when the light is much warmer and more appealing.
However, sometimes we must shoot at midday.

This frustrating light strikes reflective surfaces and bounces back up, producing distracting
hot spots all over our compositions. Reflected glare also drowns out pleasing colors; your
Image can become grayish or washed out, with little flares around any reflective surface,
including glass and metal. This problem of glare is magnified on days of heavy overcast
and rain; everywhere you turn, the wet streets, sidewalks, buildings, cars, flora, and fauna
are covered in adull gray glare caused by the reflection of the dull gray sky overhead.



Of the many filters on the market today, a polarizing filter is one that every photographer
should have. Its primary purpose is to reduce glare from reflective surfaces, such as glass,
metal, and water. On sunny days, a polarizer is most effective when you are shooting at a
90-degree angle to the sun (when the sun hits your left or right shoulder from the side). If
the sunisat your back or in front of you, the polarizer will do you no good at all.

If you need to make images at midday, a polarizer can help no matter what direction
youfe facing because the sun is directly overhead. It-s at a 90-degree angle to you
whether you are facing north, south, east, or west.

If you+e working in early-morning or late-afternoon light, use the polarizing filter
whenever you shoot facing to the north or soutli in other words, when you+e at a 90-
degree angle to the sun. As you rotate the polarizing filter on your lens, you- clearly see
the transformation; a blue sky and puffy white clouds will —-popll with much deeper color
and contrast.

Why is this? Light waves move in all sorts of direction§ up, down, sideways, and all
angles in between. The greatest glare comes from vertical light waves, and the glare is
most intense when the sun itself is at a 90-degree angle to you. The polarizing filter is
designed to block out vertical light, allowing only the more pleasing, saturated colors
created by horizontal light to record on your film or digital sensor.

Note that if you shift your location so that youre at a 30- or 45-degree angle to the sun,
rather than a 90-degree angle, the polarizing effect will be seen on only one-half or one-
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 aready seen this effect in some of your
landscapes. Now you know why.

First, place your polarizer on your lens and rotate the outer ring of the filter until you see
the polarization effect. On clear days, you should see deeper blue skies; on overcast days,
most of the gray glare should be removed. A polarizing filter cuts down the light by 2
stops, by the way, but you don+ need to worry about this since your camera has through-
the-lens (TTL) metering. This means that your cameras light meter knows that something
dark, in this case your polarizer, has been placed in front of the lens, so the metering will
ask for a shutter speed 2 stops slower than the normal exposure to compensate for the
reduced light. Depending on your 1SO, the time of day, and even the weather, the slower
shutter speed may necessitate atripod and either a cable release or the cameras self-timer.

Since my point of view was at a 90-degree angle to the early morning light, which hit on
the scene from my right, this image of the small town of Puimisson in Provence, France,
offered a great opportunity to use my polarizing filter. In the first example, | didn+ use the
filter, and you can see the overall haze, the lack of blue sky, the absence of detail in the
sky, and the somewhat flat greens of the trees and bushes. In the second image, with the
polarizing filter, the difference is clear. The once flat sky became a vivid blue and the
colorsin thefield, trees, and bushes are more brilliant.



Without thefilter, glareleavesthe colorsflat.
24 85mm lens, f/16 for 1/125 sec.



With thefilter, theimage become more vivid.
24 85mmlens, f/16 for 1/30 sec.




Is the use of polarizing filters limited to sunny days? Definitely not! In fact, on cloudy or
rainy days, theres just as much vertical light and glare as on sunny days. All this vertical
light casts a dull, reflective glare on wet streets, metal, glass surfaces, wet foliage, and the
surfaces of bodies of water, including streams and rivers.

A polarizing filter gets rid of this dull gray glare and is a must-have item in my camera
bag more on rainy days than sunny ones. It-s the one tool that will save you each and
every time you shoot in the woods on arainy day. It can remove the glare from your rainy-
day compositions better than Photoshop ever will! In the first image, shot without the
polarizing filter, note the glare on the wet leaves, rocks, moss, and water. These surfaces
are reflecting the dull, gray, rainy sky overhead. But as you can see in the second image,
made with the filter, the scene becomes a colorful world that only seconds ago was awash
inglare.

Because the polarizing filter had cut down the light by 2 stops, | found myself using a
shutter speed that was 2 stops slower. This reduction in the light was of course picked up
by the in-camera meter, and | simply adjusted my shutter speed until a correct exposure
was indicated. With a shutter speed of 1 second, | needed a tripod to brace the camera. |
also used the cameras self-timer to fire the shutter release without risking any camera
movement.



Noticethe glare on the wet leaves, rocks, and water.
24mm lens, f/22 for 1/4 sec.



Thefilter reduces glare for a more colorful image.
24mm lens, f/22 for 1 second






HOW TO EXPOSE HIGH-CONTRAST SCENES



Your cameras light meter (regardiess of the setting) does not —seell the world in either
living color or black and white, but rather as a neutral gray. Because of this, it always
prefers to offer up exposure combinations that result in neutral-gray exposures. Why is
that? It is because your camerass light meter was calibrated by the camera manufacturer to
make calculations based on two factors: (1) the world is neutral gray, and (2) all subjects
reflect back approximately 18% of the light illuminating them.

This sounds simple enough, and it works about 90% of the time, since most of the world is
neutral gray in terms of its reflectance. However, this same reflectance of light (or absence
of reflected light) can also create a bad exposure when you try to photograph high-contrast
scenes. When presented with either a white or a black subject, the light meter freaks out.
Sound the alarm! We-ve got a problem! White and black violate everything the meter was
—taughtll at the camerafactory. If we think of gray as the middle of a metering scale, white
and black are at opposite ends. In response to excessively bright (white) or excessively
dark (black) subjects, the meter offers an exposure that | promise will result in that black
cat becoming gray (overexposed) or the white wall becoming gray (underexposed).
Neither result is surprising since, as | mentioned, the meter is just doing its job, making
sure everything in the world does, in fact, record as gray.

Unless you take charge of your light meter and override the meter reading, you will
forever be frustrated with —darkll exposures of white snow, brides, and white sandy
beaches, and —brightll exposures of black dogs and dark-skinned subjects.



To successfully meter white and black subjects, treat them as if they were neutral gray,
even though their reflectance indicates otherwise. In other words, meter a white wall that
reflects 36% of the light falling on it asif it reflected the normal 18%. Similarly, meter a
black cat that reflects only 9% of the light falling on it asif it reflected 18%. So how do
you do that, exactly?

L et-s say, for example, your cameras meter offers an exposure of f/11 for 1/250 sec. for a
white wall (36% reflectance). Before shooting, slow down the shutter speed to 1/125 sec.
 asif it were reflecting only 18% of the light. This extra shutter speed stop will allow in
more light to record the wall as white instead of gray (as it would have at 1/250 sec.).
Likewise, when metering a portrait of your black Labrador retriever, let-s say you get an
initial meter reading of f/11 for 1/60 sec. (9% reflectance). Before you shoot, quicken the
shutter speed to 1/125 secf as if it were reflecting 18% of the light. This will allow in
less light and record the dog as black instead of the gray it would have been at 1/60 sec.
S0, as a genera rule, when faced with white subjects, increase your exposure by 1 stop.
When faced with really dark or black subjects, decrease your exposure by 1 stop.



If you+e shooting on a clear day, perhaps the simplest way to approach a high-contrast
scene is to take a meter reading from a blue sky, which almost always reflects back 18%
of the light. The built-in light meter found in most cameras will either set an exposure or
recommend an exposure based on the light reflecting off any subject. It assumes that all
subjects reflect about 18% of the light that hits them. Besides a gray card, a clear, blue,
frontlit sky almost always measures an 18% reflectance when metered about 30 degrees
above the horizon. So if awhite subject or dark subject isin that same frontlight, you can
safely meter off of the blue sky and use that same exposure setting for the white or dark
subject nearby.



When | first learned about 18% reflectance, it took me a while to catch on. One tool that
enabled me to understand it was a gray card. Sold by most camera stores, gray cards come
in handy when you shoot bright and dark subjects, such as white sandy beaches, snow-
covered fields, black animals, black shiny cars, and dark-skinned subjects. Rather than
pointing your camera at the subject, simply hold a gray card in front of your len§ making
sure the light falling on the card is the same light that falls on the subjectf and set your
exposure for the light reflecting off the card.

If you—+e shooting in an autoexposure mode such as Program, Shutter Priority, or Aperture
Priority, you must take one extra step before putting the gray card away. After you take the
reading from the gray card, note the exposure. Let-s say the meter indicated f/16 for 1/100
sec. for a bright snow scene. In Aperture Priority mode, chances are that the meter reads
f/16 for 1/200 sec. In Shutter Priority mode, the meter may read f/22 for 1/100 sec. In
either case, the meter is now —effll 1 stop from the correct meter reading taken from the
gray card. You need to recover that 1 stop by using your autoexposure overrides.

Depending on your camera, these overrides are designated as follows: +2, +1, 0,] 1, and |
2; or 2X, 1X, 0, 1/2X, and 1/4X. So, for example, to provide 1 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, to stop
the exposure down, such as when shooting a black cat or dog, you-d set the autoexposure
overrideto| 1 (1/2X).



One of the simplest ways to arrive at a correct exposure for any subjectf white, black, or
even grayl isto take a meter reading from the palm of your hand. YouHl still need a gray
card at the very start, to calibrate your palm, but once you-ve done that, you can leave the
gray card at home. To calibrate your palm, take your gray card and camera into full sun
and set your aperture to f/8. Fill the frame with the gray card (it doesn+ have to be in
focus), and adjust your shutter speed until a correct exposure is indicated by the cameras
light meter. Now, hold the palm of your hand in front of your lens. The cameras meter
should read that you are about +2/3 to 1 stop overexposed. Make a note of this. Then take
the gray card into open shade. Set your camera to an aperture of f/8 and again adjust the
shutter speed until a correct exposure is indicated. Then, as before, meter your palm and
you should see that the meter now reads +2/3 to 1 stop overexposed. No matter what
lighting conditions you do this process under, your palm will consistently read about +2/3
to 1 stop overexposed from the reading of a gray card. (If your pam meters a 2-, 3-, or 4-
stop difference from the scene in front of you, you—e either taking a reading off the palm
of your hand in sunlight, having forgotten to take into account that your subject isin open
shade, or you forgot to take off your white gloves.)

Once your palm is calibrated, you can use it to set the exposure of any scene, sun or shade.
Just hold your pam out in front of your camera, in the same light as your subject, and
meter off of your palm. Then use your overrides (as explained here) to add +1 stop of
exposure or, if in manual exposure mode, add +1 either via shutter speed or aperture. Then
fire away! Remember, for most of us, our pams when metered at +1 equal a gray card-s
18% reflectance.

Handholding my camera and using manual exposure mode, | framed up thisidyllic winter
scene just off Chicago-s Lakeshore Drive. After choosing /22, | adjusted my meter until
1/200 sec. indicated a correct exposure. Not surprisingly, my photograph showed gray
snow, as you can seein the first example. | would have gotten gray snow even if | had shot
in Aperture Priority mode. The light meter was simply doing its job, making excessively
bright (white) subjects gray.

But if you have any intention of recording pure white snow, you need to perform an
—nterventionll and use the blue sky as a metering target. With afocal length of 14mm and
a storytelling aperture of /22, | pointed the camera to the blue sky above and then
adjusted my shutter speed until the cameras meter indicated a correct exposure at 1/60
sec. Then | recomposed my original composition and voilB | got my white snow. Of
course, after | metered the blue sky and recomposed the snow scene before me, the LEDS
of my light meter were screaming that my settings were wrong. Just like when a two-year-
old throws atantrum, | ssmply ignored the screaming.



Note how gray the snow looks here.
12 24mm lens, f/22 for 1/200 sec.

By overriding the camer a-s setting, | was able to record white snow.
12 24mm lens, f/22 for 1/60 sec.



Just like many brides on their wedding day, many lighthouses —wearll white, and this can
spell trouble. Unless you want to record gray brides and lighthouses, you need to take
charge of your exposure. When | ssimply aimed, focused, and set my exposure using the
cameras light meter (f/11 for 1/500 sec.), it was severely underexposed. The excessive
brightness of the white lighthouse freaked out the light meter and caused it to generate an
exposure that turned white to gray. With my hand extended in front of the camera, |
metered off of my palm and set my exposure to +1 from the light reflecting off of my palm
(f/11 for /200 sec.). When | photographed again using these settings, | got my pure white
lighthouse.

H I hy

The camera automatically turned the white lighthouse gr ay.
17 35mmlens, f/11 for 1/500 sec.



Tofix this, | metered off of the palm of my hand.

At my new, slower shutter speed, the lighthouse is white.
17 35mmlens, f/11 for 1/200 sec.
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ALMOST EVERY MOMENT, no matter how big or small, occurs in a state of
motion. All of this motion translates into energy, and a well-executed photograph that
conveys this energy is filled with what | call e-motion. This e-motion appeals to our
psychological need for movement under our feet. Perhaps that is why on-the-go
photographers enjoy such great mental health! We are pushed to record and create, and no
other image is more life-affirming than one filled with e-motion. These are the images that
validate —Hfe on the movell with the greatest of exclamations.

There are many ways to impart the energy of motion into your photographs, each with its
own unique challenges. Here are the ones I-ve found most likely to be stumbling blocks,
with tips on making them work for you.

70 300mm lens, /32 for 1/15 sec.






HOW TO CAPTURE SUPER-SHARPACTION SHOTS



THE CHALLENGE

There is, perhaps, nothing more satisfying than an image of action frozen in crisp, sharp
detail, allowing us the time to scrutinize and analyze every nuance, down to the smallest
speck. The chalenge, of course, is freezing that action in the crispest detail while still
maintaining a good overall exposure. Photographers commonly misudge the shutter
speeds needed for sharp, action-stopping shots. If you use one that is too fast, you+ be
forced to use a larger-than-necessary aperture, compromising the depth of field and
possibly sacrificing sharp detail. If you use a shutter speed that is too slow, you+l cause
blurring in the subject.



THE SOLUTION

The key to sharp action shots is shutter speed. If | came to your house and chatted with
you for a whopping 1/100 sec., you would no doubt say, “Well, he was here, but he was
gonein the blink of an eyelll And why not, since 1/100 sec. is pretty darn quick? Just how
fast is 1/100 sec.? Believe it or not, it is ten times faster than the blink of an eye, which
averages around 1/10 sec. So you-d think that 1/100 sec. would be plenty fast enough to
freeze action, but you-d be wrong.

On the other side of the coin, there is a widely held belief that extremely fast speeds
1/2000 to 1/4000 sec] are needed to capture outdoor sports, but that is not true either.
During the late 1960s and most of the 1970s, SLR cameras had a maximum shutter speed
of 1/1000 sec. Yet rarely did anyone hear a Spoorts Illustrated photographer complain that
he missed a shot because 1/1000 sec. wasn+ fast enough.

Most outdoor sports action shots can easily be recorded at shutter speeds of 1/250 to
1/1000 sec. And for many experienced shooters, the key to getting good exposures at
1/250 or 1/1000 sec. is the direct result of using the right 1SO. High |SOs make it easier to
employ action-freezing shutter speeds. Also, with the higher ISOs you can use smaller
lens openings for a greater depth of field. The greater your depth of field, the larger your
area of sharp focus and the easier it is to maintain tack-sharp focus on your subjects as
they move around. However, with today-s advanced autofocus features, keeping them in
focus is rarely the problem. That extra depth of field might not be necessary, so shutter
speed remains the primary exposure concern.

Another consideration is distance. Heres an easy way to tell if you+e close enough: Is
your frame at least 75% filled with the subject? If not, get closer.

The next consideration is the direction of the action. Is it coming toward you? Is it moving
side to side? Or isit traveling up or down? When action is coming toward you or moving
away from you, you can get away with a shutter speed of 1/250 sec. When the action is
moving side to side, your shutter speed should be faster, between 1/500 and 1/1000 sec.

While shutter speed is the crucial element for a good stop-action exposure, whether or not
you capture the desired action has more to do with timing than shutter speed. As such,
your most useful tool is a motor drive. Some cameras come with built-in motor drives
(also known as Burst mode or Continuous Shooting mode), which automaticaly fire a
rapid succession of exposures as long as you depress the shutter release button. This gives
you a better chance of capturing that peak moment. You can begin firing the shutter
several seconds ahead of the peak action and continue until a second or two after the
action has stopped. It-s a safe bet that one, if not several, exposures will be successful.
Without a motor drive, it can be hit or miss as you try to anticipate the exact moment to
shoot.

While at the dive shop across from our hotel on Maui, Hawaii, | overheard a couple of
—dudesll talking about —some big swells coming in on the North Shore tomorrow.ll | asked
If that meant the surfers would be out, and they both enthusiastically responded, —-©h
yeah!|l



Arising early the next morning, | found the perfect shooting location. Within 30 minutes,
several surfers had arrived along with 20- to 30-foot waves. Soon, more than 20 surfers
had accepted the challenge offered up by these thunderous and sometimes unforgiving
waves. There was a fluid poetry to their moves, a rhythm that seldom struck the wrong
chord.

With my camera and 200 400mm Nikkor zoom lens mounted on a monopod, and my SO
set to 100, | set my shutter speed to 1/1000 sec. Pointing my camera up at the blue sky;, |
adjusted the aperture until /5.6 indicated a correct exposure. A clear blue sky is a great
place to take a meter reading when shooting high- contrast, frontlit scenes like this, with
so much white in the waves. White is akiller when it comes to exposure, as it reads far too
bright for most light meters to measure properly, resulting in an exposure that looks more
gray than white. To avoid this, | take a reading from the blue sky, about 30 degrees above
the horizon, since it-s neutral insofar as not being too dark or too light. (For more about
this, see How to Expose High-Contrast Scenes.)

With the surfers moving at such a frantic pace, | switched my autofocus mode to AF-
Servo mode, which meant that my Nikon camera would continuously keep my subjects in
focus as | tracked them inside my viewfinder, and fired in Burst mode at roughly six
frames per second. Although | was shooting for less than an hour, | managed to record a
number of exciting images, with most of the credit going to the surfers for providing such
spectacular action.

A shutter speed of 1/1000 sec. froze these surfersin action.
200 400mm lens, /15 for 1/1000 sec.



Although it took some negotiating (translation: ice cream), my daughter Chloé indulged
my request to throw her head back several times so that | could photographically freeze
the action of her long, wet hair flipping backward with water flying off.

Because | wanted an action-stopping shutter speed of 1/800 sec. and a medium depth-of -
field aperture of f/11, | had to raise my SO to 400. Telling her to stay in the same spot and
not move her feet when she came up from underwater allowed me to prefocus as well as
precompose the shot. (The medium depth of field increased the area of sharpness,
covering me if she moved a few inches closer to or away from my point of prefocus.) On
the count of three, | was ready, and this is the result: an action-stopping, sharply focused
Image of aday at the pool.



A higher 1SO helped me freeze this motion.
80 200mm lens, f/11 for 1/800 sec.




| saw them from a distance, a group of kids jumping off a large wooden box near
downtown Doha, Qatar. After being informed that jumping off boxes was a new art form, |
crouched down near the base of the box and looked up through my wide-angle lens at the
jumpers. Because of my close proximity to the action and the erratic movements of the
jumpers, | needed a shutter speed of at least 1/1000 sec. (Shutter speeds of 1/500 sec. or
slower would have recorded some degree of blurring owing to the high rate of speed with
which they were launching off the box and my close proximity to their antics.) With my
camera set to 1/1000 sec. in Shutter Priority, | framed the frontlit box and blue sky
overhead. Over the course of the next 15 minutes, half a dozen courageous young men
leaped and spun and flipped and turned their bodies into a number of surprising
contortions.



My close proximity to this subject required a very fast shutter speed.
16 35mm lens, /8 for 1/1000 sec.










VIDEO: FREEZING ACTION

—Fhereisvideo content at thislocation that is not currently supported for your
eReading device. The caption for this content is displayed below.ll

Watch as | use fast shutter speedsto freeze various subjects in midair. (3:56)






HOW TO FREEZE ACTION IN LOW LIGHT



THE CHALLENGE

Freezing action in low light is an ongoing challenge for many photographers. How can
you get a fast enough shutter speed to freeze action without underexposing the image or
having to use such a wide aperture that you lose all depth of field? And what about flash?
A flash burst will freeze action, but is it effective for a subject that-s more than a few feet
away?



THE SOLUTION

Lets say you~e at a basketball game in a high school gym. There would be no point to
using aflash. You simply wouldn+ have enough light power to illuminate your subject and
the surrounding scene. Instead, shoot with ahigh 1SO and available light.

If you use a modern DSLR with 1SO 3200 and your white balance on automatic, the
standard exposure to use is f/4 for 1/250 sec] no flash required. Granted, f/4 will not get
you much depth of field, but in these situations, aperture needs to take a backseat to
shutter speed, since it is the shutter speed that freezes the action. Also, 1/250 sec. is the
minimum choice for freezing action. If you have a lens that offers /2.8, consider this
wider aperture, asit will kick up your shutter speed a whole stop to 1/500 sec.

By the end of the game, not only will you have captured some great action shots, but
they-l also have a fine grain due to the low-noise capabilities of most modern DSLRs.
Most gyms and stages are lit well enough that recording acceptable handheld exposuresis
possible. It-s as if the camera manufacturers are in a constant race to see who can deliver
the highest 1SO without a truly noticeable drop-off in overall color, contrast, and
distracting digital noise. Nikon had been leading the ISO charge, but recently the likes of
Canon, Pentax, Sony, Panasonic, and Olympus have caught up with and in some respects
even surpassed Nikon.

Taking advantage of these low-noise, high-1SO capabilities is certainly not limited to the
gymnasium. Any indoor scene with moving subjects can benefit from this shooting
technique. Next time you~+e hosting an indoor birthday party, turn up the lights in your
house, set your camera to SO 3200 and your white balance to automatic, and, with your
lens aperture set at or near wide open, shoot away! This gives you a better chance of
capturing that peak moment. You can begin firing the shutter several seconds ahead of the
peak action and continue until a second or two after the action has stopped. It-s a safe bet
that one, if not several, exposures will be successful. Without a motor drive, it can be hit
or miss as you try to anticipate the exact moment to shoot.

TIP: WHEN TO USE HIGH 1SO VERSUS FLASH?

The high 1SOs found in many cameras today suggest that you no longer need to use flash,
because the high 1SOs allow you to handhold your camera, even in low light, for properly
exposed images with low noise. This is all great but has left many photographers
confused. When is it better to use a high 1SO with natural light, and when should you use
aflash?

It-s important to understand that the low-noise, high-ISO approach deals only with
brightness levels. It provides little help for poor-quality lighting. If the ambient light is not
flattering on your subjects, a higher 1SO can+ help you. Then it-s time to use the flash. For
example, if you-ve ever tried to take a portrait outside at high noon, you know that the
direct overhead sunlight creates dark under-eye shadows (aka —accoon eyesll). This effect
can also occur indoors when the light source is straight above the subject. In both of these
situations, you-d want to use fill flash to provide supplemental light on the faces and
eliminate the raccoon eyes. (More on using fill flash here.)






AUDIO TIP: USING FLASH TO FREEZE ACTION

Audio element not supported.

Another way to freeze action in low light is by using your flash.

Like many parents today, | am faced with photographic challenges that revolve around
indoor sports activities, many of which involve freezing motion in low-light situations.
When it comes to indoor volleyball and basketball, | prefer to use the highest ISO in lieu
of aflash. In the photograph you see here, | was at one of my daughter Sophie-s volleyball
games. Handholding my Nikon D300S with my ISO set to 6400, | easily shot correct
exposures at f/4 for 1/320 sec. with my 16 35mm Nikkor zoom lens. A no-brainer! Had |
tried to light up the entire gym with my single Nikon SB-900 flash, | would have been
assured of recording very cave-like exposures thanks to the inverse square law.



A high I SO froze the action in thisdimly lit gym.
16 35mm lens, f/4 for 1/320 sec., SO 6400



TIP: UNDERSTANDING THE INVERSE SQUARE LAW

As it relates to photography and lighting, the inverse square law states that an object twice
as far from a source of light will recelve a quarter of the illumination. So if youe
shooting your daughter-s basketball game or your sons high school play, when the
distance between your flash and the subject doubles, that subject receives only a quarter of
the light, not half. If your hoop-playing daughter moves from 12 feet to 24 feet away, you
will need four times the light to achieve a good exposure at the same camera settings. The
light falloff around the subject will also be more severe, creating a cave-like look where
the subject is illuminated but the surrounding scene looks like a dark cave. With the math
and adjustments involved in good flash photography of moving subjects indoors, you can
see why shooting with ahigh SO versus flash isalot easier and more effective.

| found myself in Doha, Qatar, shooting the Arab League Games in December 2011. | am
not a sports photographer, yet there | was shooting sport§ indoors. Fortunately, it was a
well-lit arena. With my Nikon D3X and Nikkor 200 400mm Iens mounted on a monopod,
and with my SO set to 1600, | switched the camera to Shutter Priority, chose a shutter
speed of 1/500 sec., and fired awayf trying, of course, to anticipate the next takedown.

This endeavor was made more challenging by the D3X-s slow burst rate. When shooting
In raw format, the camera can shoot successive frames about as fast as a tortoise crossing
the street. As great as the camera is overall, it was not the right choice for shooting fast-
moving sports. Still, al things considered, |-m happy that | captured this action shot.

Switching to a high 1 SO was crucial for freezing this moment.
200 400mm lens, /6.3 for 1/500 sec., |SO 1600









HOW TO IMPLY MOTION WITH SLOW SHUTTER
SPEEDS



THE CHALLENGE

When the camera remains stationaryl usually on a firm support, such as a tripod and
there are moving subjects inside the composition, you have an excellent opportunity to
imply motion. The resulting image shows the moving subject as a blur, while stationary
objects remain in sharp detail.

Your options for motion-filled images are many: waterfalls, streams, crashing surf, planes,
trains, automobiles, pedestrians, joggers the list goes on. Some of the not-so-obvious
motion-filled opportunities include a hammer striking a nail, toast popping out of the
toaster, hands knitting a sweater, coffee being poured from the pot, a ceiling fan, a merry-
go-round, ateeter-totter, a dog shaking itself dry after adip in the lake, wind blowing long
hair, even the wind whistling through a field of wildflowers.

Choosing the right shutter speed for a motion-filled image is often a matter of trial and
error. This can be frustrating, especialy if the motion you—+e photographing is not
repetitive. There are also challenges associated with your shutter speed choice. If you opt
for a too-slow shutter speed, you risk overexposing your image. A quicker shutter speed
could mean a better-exposed image but alack of fluid motion in your subject.



THE SOLUTION

Here are some general guidelines to follow when creating motion-filled images. These
should provide a good starting point when you—e setting up your shot.

" A 1/2-sec. exposure will produce a smooth, cottony look in waterfalls and streams.

* A 1/4-sec. exposure will make hands knitting a sweater appear as if they were
moving at a very high rate of speed.

A 30-mph wind moving through a stand of trees coupled with a 1-second exposure
will usually render a composition of sharply focused trunks and branches, while
the leaves appear wispy, fluttering, and overlapping.

In order to use these slow shutter speeds while maintaining a correct exposure, you will
likely end up using the lowest 1SO number and the smallest lens opening your camera
offers. Essentially, you are trying to limit the amount of light hitting your sensor so that
you can leave the shutter open for alonger period of time without overexposing the image.
You also may need to call on a polarizing filter and/or a neutral-density filter for the same
purpose; both reduce the amount of light hitting the sensor.

TIP: SLOWING YOUR SHUTTER SPEED WITH POLARIZING
VERSUSNEUTRAL-DENSITY FILTERS

Polarizing filters can reduce your exposure by only 2 stops, while neutral-density (ND)
filters are available in 1- to 12- stop increments. There is also the —al-in-onell Tiffen 2- to
8-stop ND filter that changes density from 2 to 8 stops as you rotate the outer ring.
Personally, | use the Tiffen a great deal, far more often than the polarizing filter when my
sole aim isto slow shutter speeds.

Waterfalls are great subjects for photographers first discovering the magic of slow shutter
speeds. When it comes to implying the smooth, cotton-candy motion of faling water, a
slow shutter speed of at least 1/4 sec. is necessary.

It was arainy, overcast day when | captured this scene, which made my life easier because
| wanted to use a slow shutter speed. To limit the light hitting the sensor, and because |
wanted a great depth of field, | chose an aperture of /22 and an 1SO of 100. In addition, |
placed my polarizing filter on the lens to reduce, if not eliminate, the gray glare from the
dull sky overhead. Without the filter, that glare would have reflected off the wet leaves and
rocks (see adso How to Reduce Reflected Glare on Sunny and Cloudy Days). | then
adjusted my shutter speed until 1/2 sec. indicated a correct exposure.




A slow shutter speed recordsthe motion of the waterfall.
12 24mmlens, f/22 for 1/2 sec.

Fortunately, a low tide along Oregon-s beautiful coastline, near Lincoln City, coincided
with this sunset. | had no trouble finding some exposed rocks to climb on top of for an
elevated position. | wanted to convey the energy of the incoming surf. The only way to do
that was by selecting the right shutter speed.

With my cameraand 12 24mm lens mounted to atripod, | selected a shutter speed of 1/15
sec., slow enough to render the wave as a subtle blur, and adjusted my aperture until /8
indicated a correct exposure. Then | played the waiting game, watching for a wave that
had enough energy to flow into the entire frame, top to bottom. Within a couple of
minutes, | saw my wave and captured it in the first image.

A few seconds later, | shifted gears, choosing now to convey the mighty ocean as a cam
and tranquil landscape. With the aid of my Tiffen variable 2- to 8-stop ND filter set at a 5-
stop reduction, | then decreased my aperture to f/22. This gave me a total of 8 stops of
reduced light, and if we do the math, it is no surprise that | ended up with a 15-second
exposure (1/8 sec. to 1/4 sec. to 1/2 sec. to 1 second to 2 seconds to 4 seconds to 8 seconds
and finally to 15 seconds). Clearly, the message of this second image is radically altered,
from —a force to be reckoned withll to something far more docile. Both images are
effective, but by deliberately manipulating the shutter speed (and using an ND filter), |
changed the feel of the composition completely.



A shutter speed of 1/15 sec. conveysthe power of the ocean.
12 24mmlens, f/8 for 1/15 sec.

By slowing the shutter speed further, | shifted the image-stone dramatically.
12 24mmlens, f/22 for 15 seconds with 2- to 8-stop ND filter set to 5-stop reduction






VIDEO: CAPTURING MOTION

—Fhereisvideo content at this location that is not currently supported for your
eReading device. The caption for this content is displayed below.ll

Join me as| use a slow shutter speed to blur the motion of rushing water. (1:18)

For some years now, Lyon, France, has been holding a Féte des Lumiéres (Festival of
Lights) every December, partly in honor of the Lumiaee brothers, who invented the
cinematograph and are responsible for the birth of film. One staple of the festival is the
arrival from Germany of the largest Ferris wheel in continental Europe. Situated at Lyon-s
Place Bellecour for more than a month, it offers numerous opportunities for motion-filled
images, including one showing this lone-rider statue against the background of the
moving, illuminated whesl.

With my tripod-mounted camera and 70 200mm lens set to /11, and with my SO at 100,
| chose a-Who cares?ll aperture of f/11. | pointed my lens at the dusky blue sky and took
a meter reading, adjusting my shutter speed until 4 seconds indicated a correct exposure.

A 4-second exposure capturesthe motion of a Ferriswhesl.
70 300mm lens, f/11 for 4 seconds









HOW TO CAPTURE MOVING TRAFFIC IN LOW
LIGHT



THE CHALLENGE

Capturing cityscapes and landscapes in low light with those long, blurred light trails from
passing cars may seem tricky. After al, you—+e dealing with dim light, long exposures, and
moving subjects, not to mention a narrow window of ideal shooting times that varies
throughout the year. Theres also the issue of where to meter to achieve the best exposure
for the ambient light in the scene, as well as the best time of day and even time of year. If
the combination of exposure, composition, and timing isn+ right, the scene will look more
like a simple traffic shot with some blurry cars, rather than a dramatic image of light in
motion.



THE SOLUTION

Shooting moving traffic against the backdrop of a city skylineisasimple exposure as long
as you have a tripod. The highly sensitive light meters in today-s cameras make the job of
establishing a correct exposure easy, even in very dim light. You just need to know where
to take your meter reading. In my many years of making these images, the correct option
Isamost always the sky.

Here is how to capture stunning images of moving traffic in low light:
" Attach your camerato a sturdy tripod.
" Meter off of the sky, and then recompose to find your ideal composition.

* The speed and volume of the traffic will dictate shutter speed, but youH want a
minimum of 2 seconds to blur out the individual cars and create the long light trails
from their headlights and taillights. If necessary, lower your 1SO to force the
slower shutter speed.

* If you want great storytelling depth of field, use a wide-angle lens set to f/16 or
f/22.

“ If sky will be part of your composition, stage your shoot during the dusky blue
period just after sundown, before the sky fades to black, or just after sunrise, while
the morning light is still awarm glow.

* If the sky will not be part of the composition, you can shoot at any time of night.
Just remember that the best traffic for this type of image occurs during the morning
and evening commutes.

TIP: THE BEST TIMESTO CAPTURE MOVING TRAFFIC

The best traffic shots take place when the traffic flow is at its peak (typically Monday
through Friday during the morning and evening commutes) and when there is soft light
from a dawn or dusk sky to provide nice contrast. The time of year also plays an important
role. The odds of combining a dawn or dusk sky with heavy traffic flows increases
substantially during the late fall, winter, and early spring, because the sunrise and sunset
times are closer to the heaviest commuting times. Plus, most of a city-s skyline will still be
well lit during those times since they are closer to the actual work hours. These realities
explain why the weekend photographer often comes up empty when trying for moving
traffic shots with city skylines, since the interior office lights of the city skylines are often
turned off and there is seldom a rush hour on Saturdays and Sundays.

When shooting this ssimple composition of an S-curve on Interstate 5 approaching
downtown Seattle, | saw six possible options for recording a correct exposure, the two
most extreme shown here. In terms of their quantitative value, both images are exactly the



