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Introduction
Walk into any bookseller, go to the photography section, and you will see countless books 

on the subject of photography. Look a little further and you will locate the camera-specific 

books. It is this divide between the camera-specific and the instructional photography 

books that inspired me to write this book. What I was seeing in the store was a lot of books 

that were just sort of missing the mark—especially when it came to using a specific brand 

and model of camera along with actual photographic instruction. So with that, I set about 

to write this book on the Canon 50D, not as a rehash of the owner’s manual but as a 

resource to teach photography with the wonderful technology present in the 50D. I have 

put together a short Q&A to help you get a better understanding of just what it is that 

you can expect from this book.

q: is every camera Feature going to Be covereD?

A: Nope, just the ones I felt you need to know about in order to start taking great photos. 

Believe it or not, you already own a great resource that covers every feature of your 

camera: the owner’s manual. Writing a book that just repeats this information would have 

been a waste of my time and your money. What I did want to write about was how to 

harness certain camera features to the benefit of your photography. As you read through 

the book, you will also see callouts that point you to specific pages in your owner’s manual 

that are related to the topic being discussed. For example, in Chapter 5 I cover continuous 

shooting modes for sports and action photography. Well, instead of listing all the frame 

rates (how many pictures per second) the camera can take, I added a manual callout that 

points you to a chart that lists them all. 

q: so iF i alreaDy own the manual, why Do i neeD this Book?

A: The manual does a pretty good job of telling you how to use a feature or turn it on in 

the menus, but it doesn’t necessarily tell you why and when you should use it. If you really 

want to improve your photography, you need to know the whys and whens to put all of 

those great camera features to use at the right time. To that extent, the manual just isn’t 

going to cut it. It is, however, a great resource on the camera’s features, and it is for that 

reason that I treat it like a companion to this book. You already own it, so why not get 

something of value from it?

q: what can i expect to learn From this Book?

A: Hopefully, you will learn how to take great photographs. My goal, and the reason the 

book is laid out the way it is, is to guide you through the basics of photography as they 

relate to different situations and scenarios. By using the features of your 50D and this 

book, you will learn about aperture, shutter speed, ISO, lens selection, depth of field, and 
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many other photographic concepts. You will also find plenty of large full-page photos 

that include captions, shooting data, and callouts so you can see how all of the photog-

raphy fundamentals come together to make great images. All the while, you will be 

learning how your camera works and how to apply its functions and features to your 

photography.

q: what are the assignments all aBout?

A: At the end of most of the chapters, you will find shooting assignments, where I give 

you some suggestions as to how you can apply the lessons of the chapter to help reinforce 

everything you just learned. Let’s face it—using the camera is much more fun than read-

ing about it, so the assignments are a way of taking a little break after each chapter and 

having some fun. 

q: shoulD i reaD the Book straight through or can i skip arounD  
From chapter to chapter?

A: Here’s the easy answer: yes and no. No, because the first four chapters give you the 

basic information that you need to know about your camera. These are the building 

blocks for using the camera. After that, yes, you can move around the book as you see  

fit because those chapters are written to stand on their own as guides to specific types of 

photography or shooting situations. So you can bounce from shooting portraits to land-

scapes and then maybe to a little action photography. It’s all about your needs and how 

you want to address them. Or, you can read it straight through. The choice is up to you.

q: is there anything else i shoulD know BeFore getting starteD?

A: In order to keep the book short and focused, I had to be pretty selective about what 

I put in the book. The problem is that there is a little more information that might 

come in handy after you’ve gone through all the chapters. So as an added value for 

you, I have written a bonus chapter called “Pimp My Ride.” It’s full of information on 

photo accessories that will assist you in making better photographs. In it, you will find 

my recommendation for things like filters, tripods, and much more. To access the bonus 

chapter, just register your book (it’s free) at peachpit.com/Canon50D.

q: is that it?

A: One last thought before you dive into the first chapter. My goal in writing this book has  

been to give you a resource that you can turn to for creating great photographs with your 

Canon 50D. Take some time to learn the basics and then put them to use. Photography, 

like most things, takes time to master and requires practice. I have been a photographer 

for 25 years and I’m still learning. Always remember, it’s not the camera but the person 

using it who makes beautiful photographs. Have fun, make mistakes, and then learn from  

them. In no time, I’m sure you will transition from a person who takes snapshots to a 

photographer who makes great shots.

xi
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ISO 100
1/320 sec.
f/9 
34mm lens



Landscape 
Photography

Tips, Tools, and Techniques  
To geT The mosT ouT of your  
landscape phoTography

There has always been something about shooting landscapes that has 

brought a sense of joy to my photography. It might have something to  

do with being outdoors and working at the mercy of Mother Nature. 

Maybe it’s the way it challenges me to visualize the landscape and try to 

capture it with my camera. It truly is a celebration of light, composition, 

and the world we live in. 

In this chapter, we will explore some of the features of the 50D that not  

only improve the look of your landscape photography, but also make it  

easier to take great shots. We will also explore some typical scenarios and 

discuss methods to bring out the best in your landscape photography.

161
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poring over The picTure

Driving toward the town of Page, Arizona, with my buddies Scott and Dave,  

I saw this fantastic sky, complete with a building storm, drifting over the power 

plant. The late afternoon sun was beautifully illuminating the landscape and 

contrasted nicely with the clouds.

ISO 100
1/350 sec.
f/10
24mm lens

 
 
The horizon was 
set low in the frame 
to emphasize the 
stormy sky.
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A small aperture 
ensured that the 
power plant and 
clouds were sharp 
and in focus. 

 
I used the rule of 
thirds in placing the 
power plant in the 
lower-right portion 
of the frame.

 
 
A wide-angle  
lens was used to 
capture more of  
the storm clouds. 
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poring over The picTure

Great Falls is a waterfall system on the Potomac River. I have taken many a 

picture there, but on this particular day I decided to climb down to the water’s 

level for a different perspective of the falls. With my camera gear in a back-

pack and my tripod slung over my shoulder, I climbed down the rocky gorge 

and found a great spot to set up. I knew I wanted to get a long exposure to 

smooth out the water so I set the camera ISO as low as it would go, and with 

the camera set to Av, I stopped the lens down to f/22. Still unsatisfied with the 

shutter speed, I screwed a polarizing filter on the front of the lens, which let 

me finally get the slow shutter speed I was after.

 
A small aperture 
gave maximum 
depth of field and 
as well as a longer 
shutter speed. 
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ISO 100
1/2 sec.
f/22
55mm lens

 
 
The long shutter 
speed created a 
silky look to the 
waterfalls. 

 
 
The polarizer  
darkened the  
blue skies and 
added two stops  
of exposure.



166 c a n o n  5 0 d :  f r o m  s n a p s h o T s  T o  g r e aT  s h o T s

sharp and in focus: using Tripods
Throughout the previous chapters we have concentrated on using the camera to create  

great images. We will continue that trend through this chapter, but there is one 

additional piece of equipment that is crucial in the world of landscape shooting: the 

tripod. Tripods are critical to your landscape work for a couple of reasons. The first 

relates to the time of day that you will be working. For reasons that will be explained 

later, the best light for most landscape work happens at sunrise and just before sunset.  

While this is the best time to shoot, it’s also kind of dark. That means you’ll be work-

ing with slow shutter speeds. Slow shutter speeds mean camera shake. Camera shake 

equals bad photos. 

The second reason is also related to the amount of light that you’re gathering with 

your camera. When taking landscape photos, you will usually want to be working 

with very small apertures, as they give you lots of depth of field (DOF). This also 

means that, once again, you will be working with slower-than-normal shutter speeds. 

Slow shutter = camera shake = bad photos. 

Do you see the pattern here? The one tool in your arsenal to truly defeat the camera 

shake issue and ensure tack-sharp photos is a good tripod (Figure 7.1). 

So what should you look for in a tripod? Well, first make sure it is sturdy enough to 

support your camera and any lens that you might want to use. Next, check the 

ISO 100
1/2 sec.
f/8
12mm lens

FIgure 7.1
A sturdy tripod is 
the key to sharp 
landscape photos. 
(Photo by Scott 
Kelby)
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height of the tripod. There is nothing worse than having to bend over all day to look 

through your viewfinder. Finally, think about getting a tripod that utilizes a quick-

release head. This usually employs a plate that screws into the bottom of the camera 

and then quickly snaps into place on the tripod. This will be especially handy if you 

are going to move between shooting by hand and using the tripod. There's more 

about tripods in the bonus chapter.

Tripod sTabiliTy

Most tripods have a center column that allows the user to extend the height of the camera 
above the point where the tripod legs join together. This might seem like a great idea, but 
the reality is that the further you raise that column, the less stable your tripod becomes. 
Think of a tall building that sways near the top. To get the most solid base for your camera, 
always try to use it with the center column at its lowest point so that your camera is right 
at the apex of the tripod legs.

is lenses and Tripods don’T mix

If you are using image stabilization (IS) lenses on your camera, remember to turn this 
feature off when you use a tripod (Figure 7.2). This is because the image stabilization can, 
while trying to minimize camera movement, actually create movement when the camera is 
already stable. To turn off the IS feature, just slide the Stabilizer selector switch on the side 
of the lens to the Off position.

FIgure 7.2
Turn off the  
Image Stabilization 
feature when using 
a tripod.



168 c a n o n  5 0 d :  f r o m  s n a p s h o T s  T o  g r e aT  s h o T s

using a-dep To maximize depTh of field

 As discussed in Chapter 4, A-DEP is what I would refer to as an advanced 

automatic mode. The camera evaluates the distance of objects in the 

viewfinder and then determines the proper aperture setting to render 

everything in focus. It is automatic because it requires no input from the camera 

operator, but it is advanced because it is not just trying to select the maximum 

aperture as with the Landscape mode in the Basic zone. 

Take a look at Figure 7.3 and let’s see what A-DEP is thinking. 

There were two main subjects in the image of the Golden Gate Bridge. The bridge is 

the main character, but the trees on the hillside are of equal importance to me. There 

was quite a bit of distance between these two subjects, so a lot of depth of field was 

necessary to give sharp focus to each of them. 

Using the A-DEP mode, the camera utilizes the autofocus information to evaluate 

the distance of the trees and the bridge. While it is checking the subjects’ distances, 

it is also gathering information on the available light levels. Based on all of this data, 

it determines that an exposure of f/32 at 1/40 of a second with an ISO of 200 is the 

proper setting to make all of the subjects appear in focus. 

ISO 200
1/40 sec.
f/32
100mm lens

FIgure 7.3
A-DeP is looking 
at the trees and 
the distant bridge 
and picking a small 
aperture to give 
enough depth of 
field to keep them 
both looking sharp 
and in focus. 
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The problem with A-DEP is the control factor: you really have none. If the mode calls 

for an exposure of more than 30 seconds, you have no choice except to raise your 

ISO. If the shutter speed selected is greater than 1/8000 of a second, then you have to 

lower the ISO. Considering the limitations of this mode, it might best be used as an 

evaluation of the scene and exposure. Think of it as asking the camera for its opinion. 

selecTing The proper iso
One of the downfalls of A-DEP mode is the use of ISO to change exposure settings. 

When shooting most landscape scenes, the ISO is the one factor that should only be 

changed as a last resort. While it is easy to select a higher ISO to get a smaller aperture, 

the noise that it can introduce into your images can be quite harmful (Figures 7.4 and 

7.5). The noise is not only visible as large grainy artifacts, it can also be multicolored, 

ISO 1600
2 sec.
f/22
24mm lens

FIgure 7.4
A high ISO setting 
created a lot of 
digital noise in the 
shadows.
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which further degrades the image quality. Take a look at the image in Figure 7.4, 

which was taken with an ISO of 1600. The purpose was to shorten the shutter speed 

and still use a small aperture setting of f/22. The problem is that the noise level is so 

high that, in addition to being distracting, it is obscuring fine details in the canyon wall.

Now check out another image that was taken in the same canyon light but with 

a much lower ISO setting (Figures 7.6 and 7.7). As you can see, the noise levels are 

much lower, which means that my blacks look black, and the fine details are beauti-

fully captured. 

When shooting landscapes, set your ISO to the lowest possible setting at all times. 

Between the use of image stabilization lenses (if you are shooting handheld) and 

a good tripod, there should be few circumstances where you would need to shoot 

landscapes with anything above an ISO of 400.

FIgure 7.5
When the image 
is enlarged, the 
noise is even more 
apparent.
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using noise reducTion
Both canyon images were taken with a tripod, but the image set to an ISO of 100 

required four times the shutter speed (30 seconds at ISO 100) of the high ISO image 

(2 seconds at ISO 1600). The temptation to use higher ISOs should always be avoided, 

as the end result will be more image noise and less detail. 

ISO 100
30 sec.
f/22
24mm lens

FIgure 7.6
By lowering the ISO to 100, I was able 
to avoid the noise and capture a clean 
image.

FIgure 7.7
Zooming in shows that the noise 
levels for this image are almost 
nonexistent.
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There can be an issue when using a low ISO setting: the sometimes lengthy shutter 

speeds can also introduce noise. This noise is a result of the heating of the camera 

sensor as it is being exposed to light. This 

effect is not visible in short exposures, but 

as you start shooting with shutter speeds 

that exceed one second, the level of image 

noise can increase. Your camera has a couple  

of features that you can turn on to combat 

noise from long exposures and high ISOs.

seTTing up noise reducTion 

Press the Menu button, then use 1. 
the Main dial to get to the Custom 
Functions menu (second from the right).

Using the Quick Control dial, select C. 2. 
Fn II: Image, and then press the Set 
button (A). This menu section contains 
four custom settings.

The first selection is called Long  3. 
exposure noise reduction. Press the  
Set button to change the options. 
Select Auto with the Quick Control 
dial, and then press Set to lock in your 
change (B).

Now turn the Quick Control dial to get 4. 
to the second setting, High ISO speed 
noise reduction. Set this to Standard 
for normal shooting or Strong for 
instances where you have to signifi-
cantly raise your ISO (C).

n

selecTing a whiTe balance
This probably seems like a no-brainer. If it’s sunny, select Daylight. If it’s overcast, 

choose the Shade or Cloudy setting. Those choices wouldn’t be wrong for those 

circumstances, but why limit yourself? Sometimes you can change the mood of the 

photo by selecting a white balance that doesn’t quite fit the light for the scene that 

you are shooting.

Figure 7.8 is an example of a correct white balance. It was late afternoon and the sun 

was starting to move low in the sky, giving everything that warm afternoon glow. 

The white balance for this image was set to Daylight. 

A

B

C
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But what if I want to make the scene look like it was shot in the early morning hours? 

Simple; I just change the white balance to Fluorescent, which is a much cooler setting 

(Figure 7.9).

ISO 100
1/6 sec.
f/29
40mm lens

FIgure 7.8
using the “proper” 
white balance 
yields predictable 
results.

ISO 100
1/6 sec.
f/29
40mm lens

FIgure 7.9
Changing the  
white balance to 
Fluorescent gives 
the impression that 
the picture was 
taken at a different 
time of day than it 
really was.
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You can select the most appropriate white balance for your shooting conditions in 

a couple of ways. The first is to just take a shot, review it on the LCD, and keep the 

one you like. Of course, you would need to take one for each white balance setting, 

which means that you will have to take about seven different shots to see which is 

most pleasing. 

The second method, and my personal favorite, doesn’t require taking a single shot. 

Instead, it uses Live View to get perfectly selected white balances. Live View gives 

instant feedback as you scroll through all of the white balance settings and displays 

them for you right on the LCD. Even better, you can choose a custom setting that will 

let you dial in exactly the right look for your image.

To use Live View, you must first activate it in the menu system (as described in 

Chapter 6).

using live view To preview differenT whiTe balance seTTings

Press the Live View button located to the left of the camera eyepiece.1. 

With Live View activated, press the WB button on top of the camera, which will 2. 
bring up the white balance symbols on the LCD screen.

Use the Quick Control dial on the back of the camera to select among the dif-3. 
ferent white balance choices.

To dial in a specific white balance temperature, move the selector to the K 4. 
symbol and then rotate the Main Dial to change the white balance temperature 
(you can choose from a very cool 2500 to a very warm 10000).

To lock in your change, just press the WB button a second time and then press 5. 
the Live View button to exit Live View mode.

n
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using The landscape picTure sTyle
When shooting landscapes, I always look for 

great color and contrast. This is one of the rea-

sons that so many landscape shots are taken in 

the early morning or during sunset. The light is 

much more vibrant and colorful at these times 

of day and adds a sense of drama to an image. 

You can help boost this effect, especially in the 

less-than-golden hours of the day, by using the 

Landscape picture style (Figure 7.10). Just as in 

the Landscape mode found in the Basic zone, 

you can set up your landscape shooting so that 

you capture images with increased sharpness 

and a slight boost in blues and greens. This style will add some pop to your landscapes 

without the need for additional processing in any software.

Manual Callout
On pages 65–70, your owner’s 
manual has a complete section on 
using and customizing picture styles. 
There, you will find out what the four 
symbols are next to each style setting, 
how to customize them, and how to 
save them as user-defined styles.

ISO 100
1/350 sec.
f/10
24mm lens

FIgure 7.10
using the  
Landscape picture 
style can add 
sharpness and 
more vivid color 
to skies and 
vegetation.
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seTTing up The landscape  
picTure sTyle

Press your Menu button, and then 1. 
rotate the Main dial to the second 
shooting menu.

Use the Quick Control dial to navigate 2. 
down the menu list until you get  
to Picture Style, then press the Set  
button (A).

Rotate the Quick Control dial to high-3. 
light the Landscape setting and then 
press the Set button to lock in your 
changes (B).

n

 
 
 
Taming brighT skies wiTh  
exposure compensaTion
Balancing exposure in scenes that have a wide contrast in tonal ranges can be 

extremely challenging. The one thing you should never do is overexpose your skies 

to the point of blowing out your highlights (unless, of course, that is the look you 

are going for). It’s one thing to have white clouds, but it’s a completely different, 

and bad, thing to have no detail at all in those clouds. This usually happens when 

the camera is trying to gain exposure in the darker areas of the image (Figure 

7.11). The one way to tell if you have blown out your highlights is to turn on the 

Highlight Alert, or “blinkies,” feature on your camera (see the “How I Shoot” section 

in Chapter 4). When you take a shot where the highlights are exposed beyond the 

point of having any detail, that area will blink in your LCD display. It is up to you to 

determine if that particular area is important enough to regain detail by altering 

your exposure. If the answer is yes, then the easiest way to go about it is to use some 

exposure compensation.

A

B
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With this feature, you can force your camera to choose an exposure that ranges, in 

1/3-stop increments, from two stops over to two stops under the metered exposure 

(Figure 7.12). 

ISO 800
1/1250 sec.
f/4.2
44mm lens

FIgure 7.11
The walls and 
underside of the 
tin roof are well 
exposed, but parts 
of the building in 
the sun has no 
detail whatsoever.

ISO 800
1/5000 sec.
f/4.2
44mm lens

FIgure 7.12
A compensation of 
two stops of under-
exposure brought 
back the detail in 
the highlights.
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high-key and low-key images

When you hear someone refer to a subject as being high key, it usually means that the 
entire image is composed of a very bright subject with very few shadow areas—think  
snow or beach. It makes sense, then, that a low-key subject has very few highlight areas  
and a predominance of shadow areas. Think of a cityscape at night as an example of a 
low-key photo.

using exposure compensaTion To regain deTail in highlighTs

Activate the camera meter by lightly pressing the shutter release button.1. 

Using your thumb, rotate the Quick Control dial to change the over-/under-2. 
exposure setting (you must have the camera power switch in the Quick Control 
On position).

Rotate the Quick Control dial counterclockwise one click and take another  3. 
picture (each click of the Quick Control dial is a 1/3-stop change). 

If the blinkies are gone, you are good to go. If not, keep subtracting from your 4. 
exposure by 1/3 of a stop until you have a good exposure in the highlights.

n

I generally keep my camera set to –1/3 stop for most of my landscape work unless I 

am working with a location that is very dark or low key.

shooTing beauTiful black and whiTe 
landscapes
There is nothing as timeless as a beautiful black and white landscape photo. For 

many, it is the purest form of photography. The genre conjures up thoughts of Ansel 

Adams out in Yosemite Valley, capturing stunning monoliths with his 8x10 view 

camera. Well, just because you are shooting with a digital camera doesn’t mean you 

can’t create your own stunning photos using the power of the Monochrome picture 

style. (See the “Classic Black and White Portraits” section of Chapter 6 for instructions 

on setting up this feature.) Not only can you shoot in black and white, you can also 

apply built-in filters to lighten or darken different elements within your scene, as 

well as add contrast and definition. 
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The four filter colors are red, yellow, green, and orange. The most typically used 

filters in black and white photography are red and yellow. This is because the color 

of the filter will darken opposite colors and lighten similar colors. So if you want to 

darken a blue sky, you would use a yellow filter because blue is the opposite of yellow. 

To darken green foliage, you would use a red filter. Check out the series of shots in 

Figure 7.13 with different filters applied. 

You can see that there is no real difference in contrast between the color and the 

black and white image with no filter. The green filter has the effect of darkening the 

skies slightly and giving a significantly darker look to the buttes, which are orange 

in color. Using the Orange filter makes the buttes very light but dramatically darkens 

the sky. For this particular shot, I much prefer the look of the darkened skies. 

Other options in the Monochrome picture style enable you to adjust the sharpness, 

contrast, and even add some color toning to the final image. This information is also in  

the “Classic Black and White Portraits” section of Chapter 6. I like to have Sharpness 

set to 5 and Contrast set to +1 for my landscape images. This gives an overall look 

to the black and white image that is reminiscent of the classic black and white films. 

Experiment with the various settings to find the combination that is most pleasing  

to you.

FIgure 7.13
Adding color filter settings to the Monochrome picture style allows you to brighten or darken elements in your scene.  
The top right image has no filter applied to it. The bottom left has a green filter, and the bottom right has an orange filter.

ISO 100
1/60 sec.
f/8
24mm lens
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The golden lighT
If you ask any professional landscape photographer what their favorite time of day 

to shoot is, chances are they will tell you it’s the hours surrounding daybreak and sun-

set (Figures 7.14 and 7.15). The reason for this is that the light is coming from a very 

low angle to the landscape, which creates shadows and gives depth and character. 

There is also a quality to the light that seems cleaner and is more colorful than the 

light you get when shooting at midday. One thing that can dramatically improve any 

morning or evening shot is the presence of clouds. The sun will fill the underside of 

the clouds with a palette of colors and add drama to your skies.

ISO 100
1/3 sec.
f/9
24mm lens

warm and cool color TemperaTures

These two terms are used to describe the overall colorcast of an image. Reds and yellows 
are said to be warm, which is usually the look that you get from the late afternoon sun. 
Blue is usually the predominant color when talking about a cool cast.

FIgure 7.14
The few minutes 
just prior to sunrise 
can add great 
colors to a partly 
cloudy sky.
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ISO 100
1/125 sec.
f5/6
12mm lens

FIgure 7.15
Late afternoon sun 
is usually warmer 
and adds drama 
and warmth to the 
clouds.
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where To focus
Large landscape scenes are great fun to photograph, but they can present a problem: 

where exactly do you focus when you want everything to be sharp? Since our goal is 

to create a great landscape photo, we will need to concentrate on how to best create 

an image that is tack sharp, with a depth of field that renders great focus throughout 

the scene.

I have already stressed the importance of a good tripod when shooting landscapes. 

The tripod lets you concentrate on the aperture portion of the exposure without 

worrying how long your shutter will be open. This is because the tripod provides the 

stability to handle any shutter speed you might need when shooting at small aper-

tures. I find that for most of my landscape work I set my camera to Aperture Priority 

mode and the ISO to 100 (for a clean, noise-free image). 

However, shooting with the smallest aperture on your lens doesn’t necessarily 

mean that you will get the proper sharpness throughout your image. The real key 

is knowing where in the scene to focus your lens to maximize the depth of field for 

your chosen aperture. To do this, you must utilize something called the “hyper focal 

distance” of your lens. 

Hyper focal distance, also referred to as HFD, is the point of focus that will give you 

the greatest acceptable sharpness from a point near your camera all the way out to 

infinity. If you combine good HFD practice in combination with a small aperture, you 

will get images that are sharp to infinity.

There are a couple of ways to do this, and the one that is probably the easiest, as you 

might guess, is the one that is most widely used by working pros. When you have 

your shot all set up and composed, focus on an object that is about one-third of the 

distance into your frame (Figure 7.16). It is usually pretty close to the proper distance 

and will render favorable results. When you have the focus set, use your Depth of 

Tack sharp

Here’s one of those terms that photographers like to throw around. Tack sharp refers not 
only to the focus of an image but also the overall sharpness of the image. This usually 
means that there is excellent depth of field in terms of sharp focus for all elements in the 
image. It also means that there is no sign of camera shake, which can give soft edges to 
subjects that should look nice and crisp. To get your images tack sharp, use a small depth 
of field, don’t forget your tripod, use the self-timer to activate the shutter if no cable release 
is handy, and practice achieving good hyper focal distance (HFD) when picking your point 
of focus.
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Field preview button to check the sharpness of all the objects in your scene. The 

button is located just under the lens release button and is activated once you have 

depressed the shutter button partway (Figure 7.17). 

ISO 100
1/8 sec.
f/16
12mm lens

FIgure 7.16
To get maximum 
focus from near to 
far, the focus was 
set one-third of the 
way into the pool 
of water, about 
where you see the 
reflection of the 
clouds in the water. 
l then recomposed 
before taking the 
picture. using this 
point of focus with 
an aperture of f/16 
gave me a sharply 
focused image all 
the way back to the 
distant rocks. This 
is another excellent 
place to use the 
One Shot focus 
mode as well.

FIgure 7.17
using the Depth 
of Field preview 
button can help 
you ensure that the 
image is sharp.
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When the Depth of Field preview button is depressed, it will cause the lens to 

stop down to the selected aperture and let you preview the depth of field directly 

through your viewfinder. You can also use this feature during Live View mode to see 

the depth of field directly on your LCD display.

One thing to remember is that as your lens gets wider in focal length, your HFD will 

be closer to the camera position. This is because the wider the lens, the greater depth 

of field you can achieve. This is yet another reason why a good wide angle lens is 

indispensable to the landscape shooter. 

easier focusing
There’s no denying that the automatic focus features on the 50D are great, but some-

times it just pays to turn them off and go manual. This is especially true if you are 

shooting on a tripod: once you have your shot composed in the viewfinder and you 

are ready to focus, chances are that the area you want to focus on is not going to be 

in the area of one of the focus points. Often this is the case when you have a fore-

ground element that is fairly low in the frame. You could use a single focus point set 

low in your viewfinder and then pan the camera down until it rests on your subject. 

But then you would have to press the shutter button halfway to focus the camera 

and then try to recompose and lock down the tripod. It’s no easy task. 

But you can have the best of both worlds by having the camera focus for you, then 

switching to manual focus to comfortably recompose your shot (Figure 7.18).

geTTing focused while using 
a Tripod

Set up your shot and find the area 1. 
that you want to focus on. 

Pan your tripod head so that your 2. 
active focus point is on that spot. 

Press the shutter button halfway 3. 
to focus the camera. 

Switch the camera to manual focus 4. 
by sliding the switch on the lens 
barrel from AF to MF. 

Recompose the composition on 5. 
the tripod and then take the shot. 

n

The camera will fire without trying to refocus the lens. This works especially well for 

wide-angle lenses, which can be difficult to focus in manual mode.
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ISO 100
1/50 sec.
f/22
12mm lens

FIgure 7.18
using the DOF one-
third rule, I focused 
on the rock bed in 
front of the boulder, 
then switched the 
lens to manual 
focus before recom-
posing for the final 
shot.
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making waTer fluid
There’s nothing quite as satisfying for the landscape shooter as capturing a silky 

waterfall shot. Creating the smooth-flowing effect is as simple as adjusting your shut-

ter speed to allow the water to be in motion while the shutter is open. The key is to 

have your camera on a stable platform (such as a tripod) so that you can use a shutter 

speed that’s long enough to work (Figure 7.19). To achieve a great effect, use a shut-

ter speed that is at least 1/15 of a second or longer.

seTTing up for a waTerfall shoT

Attach the camera to your tripod, then compose and focus your shot.1. 

Make sure the ISO is set to 100.2. 

Using Av mode, set your aperture to the smallest opening (such as f/22 or f/36).3. 

Press the shutter button halfway so the camera takes a meter reading.4. 

Check to see if the shutter speed is 1/15 or slower.5. 

Take a photo and then check the image on the LCD.6. 

n

If the water is blinking on the LCD, indicating a loss of detail in the highlights, then 

use the Exposure Compensation feature (as discussed earlier in this chapter) to bring 

details back into the waterfall. You will need to have the Highlight Alert feature 

turned on to check for overexposure (see “How I Shoot” in Chapter 4). 

ISO 100
1/3 sec.
f/36
120mm lens

FIgure 7.19
I used a tripod and 
a long exposure 
time to give the 
double waterfall  
its silky look.
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ISO 100
1/2 sec.
f/22
55mm lens

FIgure 7.20
I used a polarizing 
filter to add two 
stops of exposure, 
thus allowing for 
a longer exposure 
time under the  
midday sun. I got 
the added benefit  
of darkening the 
blue sky.

There is a possibility that you will not be able to have a shutter speed that is long 

enough to capture a smooth, silky effect, especially if you are shooting in bright day-

light conditions. To overcome this obstacle, you need a filter for your lens—either a 

polarizing filter or a neutral density filter. The polarizing filter redirects wavelengths 

of light to create more vibrant colors, reduce reflections, and darken blue skies. It is 

a handy filter for landscape work (Figure 7.20). The neutral density filter is typically 

just a dark piece of glass that serves to darken the scene by one, two, or three stops. 

This allows you to use slower shutter speeds during bright conditions. Think of it as 

sunglasses for your camera lens. You will find more discussion on filters in the bonus 

chapter.

direcTing The viewer:  
a word abouT composiTion
As a photographer, it’s your job to lead the viewer through your image. You accom-

plish this by utilizing the principles of composition, which is the arrangement of 

elements in the scene that draws the viewer’s eye through your image and holds 

their attention. As the director of this viewing, you need to understand how people 

see, and then use that information to focus their attention on the most important 

elements in your image.



188 c a n o n  5 0 d :  f r o m  s n a p s h o T s  T o  g r e aT  s h o T s

ISO 100
1/40 sec.
f/11
24mm lens

FIgure 7.21
The composition of 
the elements pulls 
the viewer’s eyes 
around the image, 
leading from one 
element to the 
next in a circular 
pattern.
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There is a general order at which we look at elements in a photograph. The first is 

brightness. The eye wants to travel to the brightest object within a scene. So if you 

have a bright sky, it’s probably the first place the eye will travel to. The second order 

of attention is sharpness. Sharp, detailed elements will get more attention than soft, 

blurry areas. Finally, the eye will move to vivid colors while leaving the dull, flat col-

ors for last. It is important to know these essentials in order to grab—and keep—the 

viewer’s attention and then direct them through the frame.

In Figure 7.21, the eye is drawn to the bright white cloud in the middle of the frame. 

From there, it is pulled toward the sharpness and color of the large boulder that is 

anchoring the lower-left portion of the image. The eye moves around the curved  

section of stone at the bottom of the frame, where it is then lifted back up to the  

sky and clouds, right back to the beginning. The elements within the image all help 

to keep the eye moving but never leave the frame.

rule of Thirds
There are, in fact, quite a few philosophies concerning composition. The easiest one 

to begin with is known as the “rule of thirds.” Using this principle, you simply divide 

your viewfinder into thirds by imagining two horizontal and two vertical lines that 

divide the frame equally.

The key to using this method of composition is to have your main subject located at 

or near one of the intersecting points (Figure 7.22). 

ISO 100
1/60 sec.
f/16
100mm lens

FIgure 7.22
Placing the small 
shrub in the upper-
left portion of the 
image creates a 
much more inter-
esting composition 
than having it dead 
center in the frame.
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ISO 400
1/250 sec.
f/6.3
200mm lens

By placing your subject near these intersecting lines, you are giving the viewer space 

to move within the frame. The one thing you don’t want to do is place your subject 

smack dab in the middle of the frame. This is sometimes referred to as “bull’s eye” 

composition, and it requires the right subject matter for it to work. It’s not always 

wrong, but it will usually be less appealing and may not hold the viewer’s focus. 

Speaking of the middle of the frame: the other general rule of thirds deals with 

horizon lines. Generally speaking, you should position the horizon one third of the 

way up or down in the frame. Splitting the frame in half by placing your horizon in 

the middle of the picture is akin to placing the subject in the middle of the frame; it 

doesn’t lend a sense of importance to either the sky or the ground.

In Figure 7.23, I incorporated the rule of thirds by aligning my horizon in the bottom 

third of the frame and the mountains near the top third. I have also placed the large 

tree in the foreground at one of the intersecting lines and the peak of one of the 

mountains in another. I achieved this by choosing the right focal length (in this case, 

it was 200mm) and by moving my camera position until I had all of the key elements 

in the right place.

creaTing depTh
Because a photograph is a flat, two-dimensional space, you need to create a sense  

of depth by using the elements in the scene to create a three-dimensional feel.  

This is accomplished by including different and distinct spaces for the eye to travel:  

FIgure 7.23
Placing the horizon 
of this image at 
the bottom third of 
the frame places 
emphasis on the 
subjects above it-
the large tree and 
the mountains.
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a foreground, middle ground, and background. By using these three spaces, you 

draw the viewer in and render depth to your image.

The hilly scene in northern California, shown in Figure 7.24, illustrates this well. The 

tree strongly defines the foreground area. The shadowy hills help separate the tree 

from the middle ground, and the sky gives a great blue background that contrasts 

with the warm tones of the late afternoon sun.

ISO 100
f/8
1/60 sec.
90mm lens

FIgure 7.24
The tree, shadow, 
sloping hills, and 
sky all add to the 
feeling of depth in 
the image.
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advanced Techniques To explore
This section comes with a warning attached. All of the techniques and topics up to 

this point have been centered on your camera. The following two sections, covering 

panoramas and high dynamic range (HDR) images, require you to use image-process-

ing software to complete the photograph. They are, however, important enough that 

you should know how to correctly shoot for success, should you choose to explore 

these two popular techniques.

shooTing panoramas
If you have ever visited the Grand Canyon, you know just how large and wide open 

it truly is—so much so that it would be difficult to capture its splendor in just one 

frame. The same can be said for a mountain range, or a cityscape, or any extremely 

wide vista. There are two methods that you can use to capture the feeling of this 

type of scene.

The “fake” panorama

The first method is to shoot as wide as you can, and then crop out the top and bot-

tom portion of the frame. Panoramic images are generally two or three times wider 

than a normal image.

creaTing a fake panorama 

To create the look of the panorama, find your widest lens focal length. In my 1. 
case, it would be the 18mm setting on the 18–200mm EF-S kit lens. 

Using the guidelines discussed earlier in the chapter, compose and focus your 2. 
scene, and select the smallest aperture possible.

Shoot your image. That’s all there is to it, from a photography standpoint.3. 

Then, open the image in your favorite image-processing software and crop the 4. 
extraneous foreground and sky from the image, leaving you with a wide pan-
orama of the scene.

n
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Figure 7.25 shows an example using a photo taken in the Tonto National Forest, just 

outside of Phoenix, Arizona. 

As you can see, the image was shot with a very wide perspective, using an 18mm lens. 

While it is not a bad photo, it lacks impact and suffers from poor composition. This 

isn’t a problem, though, because it was shot for the express purpose of creating a 

“fake” panorama. Now look at the same image, cropped for panoramic view (Figure 

7.26). As you can see, it makes a huge difference in the image and gives much higher 

visual impact by reducing the uninteresting foreground and sky, drawing your eyes 

across the length of the horizon.

ISO 100
1/160 sec.
f/6.3
24mm lens

FIgure 7.25
This is a nice image 
but it lacks visual 
impact.

FIgure 7.26
Cropping gives  
the feeling of a 
sweeping vista and 
makes the shot 
visually appealing. 
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The mulTiple-image panorama

The reason the previous method is sometimes referred to as a “fake” panorama is 

because it is made with a standard-size frame and then cropped down to a narrow 

perspective. To shoot a true panorama, you need to use either a special panorama 

camera that shoots a very wide frame, or the following method, which requires the 

combining of multiple frames.

The multiple-image pano has gained in popularity in the past few years; this is 

principally due to advances in image-processing software. Many software options 

FIgure 7.27
Here you see  
the makings of a 
panorama, with 
eight shots over-
lapping by about 30 
percent from frame 
to frame.

FIgure 7.28
I used Adobe  
Photoshop to 
combine all of the 
exposures into one 
large panoramic 
image.

ISO 100
1/60 sec.
f/6.3
50mm lens
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are available now that will take multiple images, align them, and then “stitch” them 

into a single panoramic image. The real key to shooting a multiple-image pano is to 

overlap your shots by about 30 percent from one frame to the next (Figures 7.27 and 

7.28). It is possible to handhold the camera while capturing your images, but the best 

method for capturing great panoramic images is to use a tripod. 

Now that you have your series of overlapping images, you can import them into  

your image-processing software to stitch them together and create a single pan-

oramic image. 
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shooTing properly for a mulTiple-image panorama

Mount your camera on your tripod and make sure it is level.1. 

Choose a focal length for your lens that is somewhere between 35mm and 50mm.2. 

In Av mode, use a very small aperture for the greatest depth of field. Take a 3. 
meter reading of a bright part of the scene, and make note of it.

Now change your camera to Manual mode (M), and dial in the aperture and 4. 
shutter speed that you obtained in the previous step.

Set your lens to manual focus, and then focus your lens for the area of interest 5. 
using the HFD method of finding a point one-third of the way into the scene. (If 
you use the autofocus, you risk getting different points of focus from image to 
image, which will make the image stitching more difficult for the software.) 

While carefully panning your camera, shoot your images to cover the entire 6. 
area of the scene from one end to the other, leaving a 30 percent overlap from 
one frame to the next.

n

shooTing high dynamic range (hdr) images
One of the more recent trends in digital photography is the use of high dynamic 

range (HDR) to capture the full range of tonal values in your final image. Typically, 

when you photograph a scene that has a wide range of tones from shadows to 

highlights, you have to make a decision regarding which tonal values you are going 

to emphasize, and then adjust your exposure accordingly. This is because your camera 

has a limited dynamic range, at least as compared to the human eye. HDR photog-

raphy allows you to capture multiple exposures for the highlights, shadows, and 

midtones, and then combine them into a single image using software (Figures  

7.29–7.32). A number of software applications allow you to combine the images 

and then perform a process called “tonemapping,” whereby the complete range of 

exposures is represented in a single image. I will not be covering the software appli-

cations, but I will explore the process of shooting a scene to help you render properly 

captured images for the HDR process. Note that using a tripod is absolutely necessary 

for this technique, since you need to have perfect alignment of each image when 

they are combined.
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ISO 100
1/800 sec.
f/9
19mm lens

FIgure 7.29
underexposing two stops will render more detail  
in the highlight areas of the clouds.

FIgure 7.31
Overexposing by two stops ensures that the darker 
areas are exposed for detail in the shadows.

FIgure 7.30
This is the normal exposure as dictated by the 
camera meter.

FIgure 7.32
This is the final HDr image that was rendered from 
the three other exposures you see here.

ISO 100
1/200 sec.
f/9
19mm lens

ISO 100
1/50 sec.
f/9
19mm lens
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seTTing up for shooTing an hdr image

Set your ISO to 100 to ensure clean, noise-free images. 1. 

Set your program mode to Av. During the shooting process, you will be taking 2. 
three shots of the same scene, creating an overexposed image, an underex-
posed image, and a normal exposure. Since the camera is going to be adjusting 
the exposure, you want it to make changes to the shutter speed, not the aper-
ture, so that your depth of field is consistent.

Set your camera file format to RAW. This is extremely important because the 3. 
RAW format contains a much larger range of exposure values than a JPEG file, 
and this information is needed by the HDR software.

Change your shooting mode to Low-speed continuous. This will allow you to 4. 
capture your exposures quickly. Even though you will be using a tripod, there is 
always a chance that something within your scene will be moving (like clouds 
or leaves). Shooting in the Low-speed continuous mode minimizes any subject 
movement between frames. 

Adjust the auto exposure bracket (AEB) 5. 
mode to shoot three exposures in two-
stop increments. To do this, press the 
Menu button and navigate to the second 
shooting screen. Rotate the Quick Control 
dial to highlight the Expo.comp./AEB set-
ting and press the Set button. Now turn 
the Quick Control dial to the right until 
the AEB indicators move all the way out  
to –2 and +2. Press the Set button to lock  
in your changes.

sorTing your shoTs for The mulTi-image panorama

If you shoot more than one series of shots for your panoramas, it can sometimes be dif-
ficult to know when one series of images ends and the other begins. Here is a quick tip for 
separating your images.

Set up your camera using the steps listed here. Now, before you take your first good expo-
sure in the series, hold up one finger in front of the camera and take a shot. Now move 
your hand away and begin taking your overlapping images. When you have taken your last 
shot, hold two fingers in front of the camera and take another shot. 

Now, when you go to review your images, use the series of shots that falls between the 
frames with one and two fingers in them. Then just repeat the process for your next  
panorama series.
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Focus the camera using the manual focus method discussed earlier in the chap-6. 
ter, compose your shot, secure the tripod, and hold down the shutter button 
until the camera has fired three consecutive times.

n

A software program, such as Adobe Photoshop or Photomatix Pro, can now process 

your exposure-bracketed images into a single HDR file. You can find more informa-

tion on HDR photography and creating HDR images in the Tutorials section at www.

photowalkpro.com.

brackeTing your exposures

In HDR, bracketing is the process of capturing a series of exposures at different stop inter-
vals. You can bracket your exposures even if you aren’t going to be using HDR. Sometimes 
this is helpful when you have a tricky lighting situation and you want to ensure that you 
have just the right exposure to capture the look you’re after. In HDR, you bracket to the 
plus and minus side of a “normal” exposure, but you can also bracket all of your exposures 
to the over or under side of normal. It all depends on what you are after. If you aren’t sure 
whether you are getting enough shadow detail, you can bracket a little toward the overex-
posed side. The same is true for highlights. You can bracket in increments as small as a 
third of a stop. This means that you can capture several images with very subtle exposure 
variances and then decide later which one is best. 
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 Chapter 7 Assignments
We’ve covered a lot of ground in this chapter, so it’s definitely time to put this knowledge to 
work in order to get familiar with these new camera settings and techniques.

A-DEP vs. Aperture Priority 

To find which mode you prefer when shooting landscapes, it is probably a good idea to do some 
comparison work. For this assignment, you need to find a location that has clearly defined 
subjects at different distances. This could be as simple as a car in a driveway with a house in the 
background or a field of flowers in a meadow with mountains behind them. 

Take a photograph using the A-DEP mode and note the settings the camera chose for that 
circumstance. Switch to Av mode and start working with various aperture settings. This will get 
you comfortable with choosing a particular aperture for the given amount of depth of field that 
you want in the scene.

Comparing depth of field: Wide-angle vs. telephoto

Speaking of depth of field, you should also practice using the hyper focal distance of your lens 
to maximize the depth of field. You can do this by picking a focal length to work with on your lens. 

If you have a zoom lens, try using the longest length. Compose your image and find an object to 
focus on. Set your aperture to f/22 and take a photo. 

Now do the same thing with the zoom lens at its widest focal length. Use the same aperture and 
focus point.

Review the images and compare the depth of field when using wide angle as opposed to a tele-
photo lens. Try this again with a large aperture as well.

Applying hyper focal distance to your landscapes 

Pick a scene that once again has objects that are near the camera position and something that 
is clearly defined in the background. Try using a wide to medium wide focal length for this 
(18–35mm). Use a small aperture and focus on the object in the foreground; then recompose 
and take a shot.

Without moving the camera position, use the object in the background as your point of focus 
and take another shot.

Finally, find a point that is one-third of the way into the frame from near to far and use that as 
the focus point. 

Compare all of the images to see which method delivered the greatest range of depth of field 
from near to infinity.
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Using Live View and the rule of thirds

Now let’s get some practice using the rule of thirds for improving composition. To do this, 
you need to employ Live View with the grid overlay turned on for a little visual assistance. 

Using the Live View grid, practice shooting while placing your main subject in one of the 
intersecting line locations. Take some comparison shots with the subject at one of the inter-
secting locations and then shoot the same subject in the middle of the frame. 

Placing your horizons

Finally, find a location with a defined horizon and, using the Live View grid, shoot the hori-
zon along the top third of the frame, in the middle of the frame, and along the bottom third 
of the frame.




