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I dedicate this book to the guy who said, “You need 

to go back and read your manual so you know how 

to operate your camera properly,” and the man who 

told me, “Your compositions aren’t too bad, but your 

exposures are way off,” and the gentleman who 

admitted, “You’re a wonderful photographer, and 

I’m so proud of you.” That guy, that man, and that 

gentleman is my husband, Andy Dunaway.
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There’s a lot I wasn’t taught in the  
military or college regarding the business 
of photojournalism. As a young combat 
photographer, I had no field guide like 
this to help steer me through the daily 
minutia of the photojournalism profession, 
including the nonphotographic challenges. 
The training I received was often on the 
job or passed down from photographer  
to photographer, hands-on. I was given 

volumes of reading material issued to  
all Air Force photographers that had little 
to do with my specialty job as a combat 
photographer, so the only time I ever  
read it was when promotion time rolled 
around and I was required to. To be  
honest, I gained more insight through 
shadowing other, more experienced  
military photojournalists and simple  
trial and error in shooting. 

Introduction

In the Trenches

ix

This is an image taken of me during a combat patrol in Kahlis, Iraq. (Photo by Andy Dunaway)

Lens (mm): 55, ISO: 200, Aperture: 4, Shutter: 1/180, Program: Aperture Priority



Speaking from Experience
It’s logical to question how someone like me, relatively young, has enough knowledge 
to sit down and write a book about photojournalism. Well, I guess the answer is 
I got an early start and haven’t stopped since. Plus I’ve been lucky enough to gain 
worldly experience in a relatively short period of time. I’ve compiled all I’ve learned 
and experienced on domestic and international assignments and have translated 
these experiences into the valuable information found on these pages. 

Starting somewhere
When I was 17, I never imagined where I’d be today. I was naive, energetic, and  
optimistic about my future. I lacked the talent of numbers and science, but I excelled 
at the arts. I studied my options and even looked at several art schools before deciding 
on the military as my career, which came as no surprise to my family because the 
majority of them served in one branch of service or another. 

I enlisted in the U.S. Air Force as a basic still photographer. I went to basic training,  
also known as boot camp, and then to the Defense Information School (DINFOS).  
The brief photography course taught me how to process film of all types, black and  
white, C-41 and E-6. I learned to read light using a handheld meter and make a manual  
exposure with my Nikon camera. After studying the basics of camera operations,  
I learned the concepts of composition, content, and storytelling. The classes lasted 
6 months, including a brief course on how to process U-2 reconnaissance aircraft 
large-format camera film. I loved the photography classes, but the film processing… 
not so much. 

As luck would have it, the Air Force sent me to the Joint Intelligence Center 
to process thousands of feet of infrared spy plane film. As if that torture weren’t 
enough, I had a follow-up assignment at the Joint Analysis Center for more darkroom 
shenanigans. Needless to say, I spent 4 years tucked away in a vault, within a vault, 
within another vault. For me, it was prison.

I knew I had to get out of the darkroom, so I plotted and planned my escape. 
During my research and scheming, I came upon one of the best-kept secrets in the 
Department of Defense: Combat Camera. I had not touched a camera outside of my  
own personal projects—that wasn’t part of my official duty description. I scrounged 
together some pictures that resembled a portfolio and submitted them along with 
my military evaluation reports and full-length photo of me in uniform. 

Becoming a Combat Cameraman
The Combat Camera unit was primarily made up of very talented male photographers 
with years of experience. There were a few ladies among the ranks, which gave me  
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hope that I too could be a combat photographer, but the biggest problem was that  
someone in the unit had to leave for a position to come available—they were coveted. 

At the time, I was 21 with moderately acceptable quality images and no technical 
background at all. The odds were stacked against me, or so I thought. However, after 
the tragic events of September 11th, I received word that I had been accepted into the 
premier Combat Camera unit. Weeks later, as I was prepared to move from England 
to Charleston, S.C., I watched troops make their way into Afghanistan. 

My first few months at “COMCAM” were the most challenging, both personally 
and technically. I learned how to ingest digital files from the camera and transmit 
them via satellite all over the world, how to take images from the open ramp of a 
C-17 Globemaster cargo aircraft at 14,000 feet; how to fire a weapon on a moving 
target; how to tactically drive armored vehicles; and how to navigate terrain using 
only a topographical map and a compass. I felt the pressure to perform without error, 
because I had the critical eyes of my peers watching me closely—ever ready for me 
to make a mistake. Whether that was reality or perhaps my perception of reality, it 
drove me to work harder and harder.

By the time I was considered combat ready, I was aerial qualified and had attended 
ground survival and evasion courses, prisoner-of-war training, water survival school, 
and close-quarters combat training. I was hammered with photography training 
and techniques, as well as workflow and image transmission using satellites. I was 
certified on multiple weapons and knew just about everything there was to know 
about war, without the real war experience. 

Before going off to document the real combat, I was sent to South America and 
Southeast Asia to gain hands-on working experience. I also ran re-supply missions 
to the combat zone with a senior photographer. I was tested and grilled on every 
aspect of combat photojournalism. Basically, I had to prove that I could not only take 
pictures but also perform under fire when it really mattered.

Trial by fire
My first combat deployment was Iraq in 2003 followed by a series of assignments, 
which included the Horn of Africa, Lebanon, Yemen, and a couple more trips to Iraq. 
I spent 280 days a year away from home covering Special Forces operations and 
humanitarian relief missions. It was a far cry from my think-less and thankless days 
in the darkroom processing film. My primary goal was getting real-time combat 
imagery from the battlefield to the Joint Combat Camera Center in Washington, DC. 
The President, Secretary of Defense, and Joint Chiefs of Staff used my pictures to 
make informed decisions on military tactics and maneuvers in the battle space. 

The photos I took on assignment were disseminated to news agencies such 
as the Associated Press and Getty Images and were picked up by several newspa-
pers, magazines, and online news-gathering sites. All of the images I took while in 
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the military are considered public domain, so you, the taxpayer, own them. As a 
general rule, combat photographers adhered to the National Press Photographers 
Association’s (NPPA) rules, guidelines regarding the photojournalism’s code of ethics. 
I did my best to remain unbiased and document what unfolded in front of me with-
out judgment or prejudice. Even though I wore a uniform, I strove to stay objective. 

Getting good
As I gained more experience and grew more confident in combat, my outlook of 
photography began to grow and change. I was taking more risks and pushing myself 
photographically. During my basic courses, I was taught just that: the basics. I began 
to realize there was much more to understand in order to truly capture artful, color-
ful, and memorable pictures. After losing several friends in combat, I also realized 
that there was more to my pictures than just news worthiness. In many cases, I was 
the last person to take their pictures. That was pretty heavy stuff.

Once I grasped that concept, my vision as a photographer changed immensely. 
From the age of 21 to the age of 27, I captured more than 500,000 images from over 
41 different countries. I was considered the best photographer in the military and was  
the first woman to have won the Military Photographer of the Year twice. I was giving  
the boys a run for their money. I was awarded one of the military’s highest honors, the 
Bronze Star, for saving the life of several soldiers during an enemy ambush in Iraq. 

A life-changing experience
After being hit by two roadside bombs and further injuring my neck saving a 
severely wounded soldier during an ambush, my combat photography career came 
to an end. My life had changed in an instant. I spent about 18 months recovering 
from my wounds, during which time I could barely lift a camera, let alone take a 
picture. It was determined I could no longer wear the 80+ pounds of body armor and 
tactical gear, which meant that I could no longer deploy to the combat zone. The Air 
Force retired me from service in August 2008; I was only 28 years old.

Simply because I was disabled did not mean I was unable. I didn’t give up. I figured  
if I could survive 6 straight years of combat, I could survive this transition in my  
life. I brought my skills as a seasoned combat photographer to my photography 
assignments stateside. Specializing in the armed forces, I began to shoot commercial 
and editorial assignments related to law enforcement, emergency rescue, military, 
and other government agencies.

Because I trained apprentice military photographers during my time in service,  
it made sense that I’d continue to teach and prepare other photojournalists, both 
civilian and military, for similar assignment work. After all, my combat photography  
career was forged, molded, and guided by some of the best photojournalists and 
educators in this industry. All they asked is that I pass on the knowledge I’ve gained 
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as freely as I got it, and that’s why I’ve tackled this book. Their influence has made 
an impression on me, and now I’d like to pay it forward by touching many more. 
Through my efforts as a volunteer mentor for the National Press Photographers 
Association, the Eddie Adams Workshop, and my own education facility, the 
Charleston Center for Photography, and now this book, I’m sure to.

Chapter Overview
To give you a clear idea of what to expect as you read the book, I wanted to break 
down each chapter a bit and explain what you’ll be learning as you go. Think of the 
descriptive titles as image captions; they’re the bare bones of each chapter’s subject 
matter. There’s a lot of information on each topic, so be sure to crack open each one 
and read it for the details. 

1. Understanding Your Role
I’ve placed this up front, because it outlines photojournalists’ day-to-day responsibilities  
and discusses the challenges you might encounter while on assignment. I present 
occupational vulnerabilities such as the fine line between fostering professional 
relationships with story subjects and developing full-fledged friendships, discussing 
the pros and cons of both scenarios and their impact on the storyline and you as  
an individual. Along with getting emotionally close to the story, I talk about when 
and how the story affects you—when you go from covering the story to becoming 
the story. 

Because being a photojournalist requires physical and mental stability, I provide 
insights on keeping your body in shape through detailed exercises that will help 
build, strengthen, and maintain your body as you cover your assignments. I offer tips 
on how to identify and reduce stress in your personal and professional life, so you 
aren’t overwhelmed when you’re under pressure. Your home life directly impacts 
your professional life, so I give suggestions on how to maintain your personal house-
hold tasks so you can focus on your professional responsibilities. 

2. Preparation: Everything but the Camera
Over the span of your career, it’s likely you’ll find yourself in risky situations, so  
I dedicated a to preparing for the unexpected. I’ve included information about  
specialized training for high-risk environment assignments such as first aid classes, 
hostage survival courses, and personal security training. And because some assign-
ments are abroad, I discuss how to prepare for traveling overseas, from securing 
travel documents to receiving medical inoculations. 
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There’s no telling where in the world you’ll end up, or what challenges you’ll  
face when you get there. I give tips such as how to wash your clothes in a plastic 
bag and shower with a string and water bottle. I provide a detailed list of personal 
hygiene items that travel well, from bar shampoo to travel towels. Whether you’re 
covering a devastating natural disaster, famine, or war, these items will get you 
through your assignment. 

But this isn’t restricted only to photographers who intend to cover overseas  
stories. The insights highlighted here can be applied to domestic assignments as 
well. I’ve dedicated an entire section to noncamera equipment essentials I feel are 
important tools for every photojournalist, with explanations of why I bring each 
item and how I use it in the field. I even discuss body armor made specifically for 
women with tailored plates for women’s body shapes and how to pick armor that’s 
right for you—regardless of gender. Along with tangible items that are occupational 
essentials, I discuss the unseen necessities, such as insurance.

3. Gear Essentials
Sure, every photographer needs a camera, but there’s more to our equipment than 
just a camera body and lens. In this chapter, I recommend my must-have lenses, 
explaining the perks of each and why I use them; camera and lens accessories that 
help keep precious gear safe; and lighting equipment that can enhance assignment 
work. I include images of the gear I use, along with explanations as to why I choose 
to use it, as well as several behind-the-scenes images from some of my past shoots 
that show the gear in use. Outside of the apparent camera kit equipment, I talk 
about the less obvious items such as rain gear to super clamps, showing you how to 
make use of them in the field. 

I teach you how to develop an assignment gear list based on shooting require-
ments and how to properly invoice and pack your equipment for transport. I also 
provide a breakdown of my digital workflow, which covers the software I use and 
my process of downloading, file naming, captioning, transmitting, and archiving 
images. You’ll learn all about the gear you need, but also how to inventory, maintain, 
store, and transport that gear. 

4. My Shooting Methodology
In this chapter, I share my personal approach to the technical side of photography. 
Early on in my on-the-job training, I developed an acronym to help remind me of 
the steps I need to take to make solid exposures every time. I cover this system from 
start to finish, including images that illustrate the process. My system will keep you 
from making unnecessary technical errors while on assignment when the environ-
mental pressures are bearing down. 
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I’m a firm believer that it takes both light and shadows to create a dynamic 
image; the combination of the two gives the picture dimension and feeling. I explore 
the best ways to exploit the available light and how to consciously make that light 
articulate certain messages. Then I fold in color theory, and I discuss how each color 
has a particular connotation and can be used to help the viewer infer the picture’s 
true meaning. 

I close with an important method of shooting I applied while documenting  
combat: the 10-Frame Methodology. Using this approach, I show you how to slow 
down and become more aware of your surroundings, to patiently survey a scene  
for the best subject or point of view, and to take the time you need to capture the 
right moments.

5. Covering All the Angles
Surviving in this career requires talent, drive, and foresight. In this chapter, I talk 
about what it takes to succeed as a photojournalist today. I include information on 
supplementing your income, internships, mentorships, personal projects, and con-
tinued education. Because our community is relatively small, I discuss the importance 
of building and maintaining professional relationships and teaming up with other 
photographers on special projects. 

Photojournalism covers a wide variety of topics, from sports to war. That’s why  
I discuss the idea of specializing in one of the many niches our profession offers, and 
then enhancing your final products within that area with video and multimedia 
components. I also offer tips on how to identify which style of documentation you like 
to shoot and how to make your product marketable. Many of my friends and colleagues 
who focus within certain genres have been gracious enough to contribute their 
insights into these fields, offer helpful tips, and share some images, too. 

6. Putting It All Together
Creating a solid photo story is a large part of what we do. In this chapter, I talk about 
several story approaches, their advantages and disadvantages, and when and why 
you’d use them for different sorts of story subjects. Each approach has a visual exam-
ple that corresponds with the text as well. Of course, you’ll spend a great deal of time 
on visual variety and capturing the most compelling story possible—even if you’ve 
only got a couple hours to complete the assignment. Along with print-style photo 
stories, I dive into the world of multimedia.

Given that subject familiarity is important no matter which documentation  
style you choose, I provide interview suggestions to help you develop an appreciation  
of your story’s subject and determine how to best tell the narrative. From there,  
I outline the audio and video gear I use when capturing multimedia stories and 
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describe how I approach the assignment, discussing the similarities to standard 
still photography documentation while paying particular attention to the unique 
aspects of audio and video recording. 

7. Staying Above Board
What can I say; ethics plays a huge part in how we function as professionals. And 
whether we truly understand how these ethical guidelines may be applied in practical  
terms while on shooting assignments is a complicated matter. That’s why I decided 
to share my most personal experiences regarding ethics in order to help you better 
understand the less cut-and-dried aspects of ethical behavior while documenting 
stories. Up until now, I haven’t shared my individual ethical dilemmas with anyone  
other than my husband and those who were present at the events described. However, 
I feel these experiences are worth sharing and debating so you’re aware that you’re 
not alone when you have tough decisions to make. 

Within our community, we have unwritten laws that govern how we should con-
duct ourselves, but there are also bona fide laws that outline our rights as journalists. 
I include a section dedicated to outlining our freedoms as news documentarians and 
journalists both domestically and internationally. 

8. Staying Afloat
The days of getting a camera kit and company car from your newspaper are num-
bered. Hell, staff positions are rare. Most photojournalists today work on a freelance 
basis, which means you’re the secretary, bookkeeper, marketer, negotiator, producer, 
and photographer. What’s more, you have to be an entrepreneur, someone who can 
recognize a gap within the market and offer a product that fulfills that need. You’ve 
got to be motivated enough to learn new technology and embrace change to stay 
ahead of the industry and be diverse enough in your talents to stay competitive. 

Because most artists aren’t necessarily business minded, I’ve spelled out how to 
create a business plan of operation. This helps establish how much you have to earn 
in order to stay afloat financially. I include tips on how to negotiate pricing with 
customers and how to circumnavigate the “I don’t have a budget” discussion with 
your clients. At the end of the day, you’ve got to get paid, so it’s important to know 
what your talents are worth.
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Let’s Get Started
My objective with this book is to translate all I’ve learned through these experiences 
so that you can spend more time on what really matters—storytelling. Everything  
I write about in this book is based on my personal experiences, failures, and achieve-
ments. What you take away from it is up to you. Just know that my way isn’t the 
only way, and you can modify anything I teach you to fit your own personal prefer-
ence. Now let’s get to it.
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There’s an old cliché that practice makes 
perfect, and as much as I despise adages, 
it’s especially true in photojournalism. 
Perhaps practice doesn’t always lead to 
perfection, but if you practice enough 
it becomes routine. For instance, as you 
prepare to take a picture, you have many 
decisions to make before releasing the 
shutter—such as lens selection, ISO, 
f-stop, shutter speed, and white balance. 
Each photographic scenario is different,  
which means you must adjust your  
settings to accommodate for the bright 

sun or perhaps a lightless room. As you 
practice more and more, this repetition 
helps permanently store the data so  
that when you need the information  
to be recalled on the fly, it’s nearly instan-
taneous. Eventually you’ll be able to walk 
into a situation and know—or at least be 
close to knowing—what your exposure 
needs to be. Approximations are not dead 
on, which is why I’m reluctant to shout 
the aforementioned cliché from the roof-
tops. But I’ll take a close estimate over an 
uneducated guess any day. 

Chapter 4

My Shooting 
Methodology

A U.S. soldier returns fire on the enemy from a rooftop in Buhriz, Iraq.

Lens (mm): 55, ISO: 200, Aperture: 8, Shutter: 1/350, Program: Aperture Priority
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What IFS
Over the course of my career, I developed a shooting method I refer to as my “What 
IFS,” which stands for ISO, f-stop, and shutter speed. When making an exposure, I start 
with my ISO, and then I choose my depth of field, and finally, my shutter speed. 
There’s no rule that says you must approach exposures any particular way, and I’m 
not suggesting my way is the only line of attack, but it’s what works best for me. 
Whether or not you choose to adopt my process, you’ll find that having a routine 
exposure method is helpful.

Consistent exposures make assignments go so much easier and far less stressful. 
As a photojournalist, you’ll be required to operate under strenuous, often harsh, con-
ditions. Reducing unnecessary stressors such as exposure will help free up energy 
better spent elsewhere (Figure 4.1). 

Figure 4.1 U .S. Army Private 1st Class Daniel Williams sits inside an M2A2 Bradley Fighting Vehicle while convoying to Buhriz, 
Iraq, at approximately 4:45 in the morning. 

Lens (mm): 55, ISO: 3200, Aperture: 2.8, Shutter: 1/13, Program: Manual
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Step 1
Each scenario will pose a new challenge. It’s up to 
you to determine what your ISO setting should be, 
based on the available light. The darker the scene, 
the higher number ISO is required, and the brighter 
the scene, the lower the ISO. You should check ISO 
first because you want to set the foundation for 
the rest of your exposure by getting the most from 
your camera. If you’re in a very low-light situation 
and shoot on ISO 200, you’re not doing yourself 
any favors. You’ll be forced to slow down your  
shutter speed and risk getting blurry shots. You 
don’t want that. However, the trade-off is that a 
higher ISO may cause pixilation in your image. I’d 
rather have a pixilated, sharp image than a soft, 
unusable one (Figures 4.2 and 4.3). 

Step 2
The reason I consider f-stop, or aperture, the sec-
ond item on my list is due to its impact on my 
ability to take in more light, but also the crucial 
influence it has on depth of field. If you want 
less depth of field, then shoot for a smaller f-stop 
number like f/1.4 or f/2.8. If you want more depth, 
increase your f-stop accordingly. As you increase 
f-stop, however, you’ll simultaneously be decreas-
ing your shutter speed. When your shutter speed 
slows, you open yourself to capturing motion in 
your frame, whether it’s your subject moving or 
you. In extreme cases, the motion blur can render 
your subject out of focus and therefore become 
an unpleasant, if not altogether useless, picture. 
So just keep that in mind that it’s a trade-off. Also, 
shooting with wider lenses can increase your 
depth of field without forfeiting shutter speed. 
Last, and perhaps the most important consider-
ation, a higher f-stop will show things like dust 
spots, sand, hair, and dirt on your images.

Step 3
After you determine ISO and f-stop, you can set 
your shutter speed to make a proper exposure.  
I recommend that you meter for the highlights 
using Center or Spot Metering to figure out the 
most accurate setting. This approach will also 
ensure you have detail in your highlights. When 
you shoot with longer lenses, you may also want  

Figure 4.3 E xample of dust spots at maximum depth of field.

Figure 4.2 A ir Force Technical Sergeant John Mizelle walks to the 
rescue helicopter an hour outside of Pyongtaek City, Korea, during 
a pararescuemen exercise.

Lens (mm): 17, ISO: 800, Aperture: 16, Shutter: 1/500, Program: Manual
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to be sure you have your shutter speed faster than 
the length of your lens. Nowadays, longer lenses 
have built-in Vibration Reduction (VR), which allows 
you to shoot a bit slower. But if you don’t have that 
technology, don’t chance it (Figures 4.4 and 4.5).

There are exceptions to the precedence of order. 
When shooting action, panning, or even show-
ing the motion of the rotor blades on a helicopter, 
you’ll want to set your shutter speed first and 
equate your exposure with your f-stop. Whether 

f-stop or shutter speed comes before the other, ISO 
always comes first in my routine. 

Multiframe burst
When you slow down your shutter speed, you 
increase the risk of picking up any motion. Try 
to eliminate motion within the camera by using 
these techniques. Set your camera to take multi-
frame bursts, slow your breaths, and when possi-
ble, anchor your body against something firm such 

Figure 4.5  During night field operations, a U.S. Army 
soldier stays low in her foxhole at Fort Jackson, South 
Carolina. 

Lens (mm): 255, ISO: 200, Aperture: 2.8, Shutter: 1/500, 
Program: Aperture Priority

Figure 4.4 A  U.S. Army soldier rests after conducting a 
foot patrol in Buhriz, Iraq. 

Lens (mm): 45, ISO: 800, Aperture: 2.8, Shutter: 1/80, 
Program: Manual 
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as a wall or a tree. Be sure to tuck in your elbows, 
too. By having arm-to-body contact, you increase 
your stabilization. Your lens stabilization and focus 
hand should be under your lens, not over the top. 
This gives your lens and camera a more stable 
platform, decreases camera shake, and reduces the 
risk of dropping your camera because of sweaty or 
greasy hands.

Transference 
If you happen to be shooting from an aircraft such 
as a helicopter or fixed-wing plane, the vibration 
may cause blur. Try not to let your body touch the 
aircraft’s frame. This will reduce the amount of 

shutter speed of vibration that passes through your 
body and transfers to your camera. 

In motion 
When you’re photographing helicopters or aircraft 
with propellers, it’s imperative that you show 
movement in the blades. If not, it will appear as 
though they’ll drop from the sky at any minute. 

Shutter speed is the primary control for motion. 
A faster shutter speed is selected when attempt-
ing to freeze or stop a moving object. Let’s say a 
moving car requires a shutter speed of 1/1000 of 
a second to stop action; well, a person running on 
foot may only need a shutter speed of 1/500 to stop 

Insights: Lenses Exposed
Greater depth of field is an inherent trait of shorter 
focal length and wide-angle lenses. These lenses 
provide better depth of field than telephoto lenses 
because wide-angle lenses have a greater rear depth 
of field and can more easily attain critical sharpness 
at infinity. Because I was mainly photographing close 
quarters combat inside houses and aerial combat 
operations inside helicopters, I often used shorter 
focal length lenses. When I shot DX format cameras,  
I primarily used the 17-55mm lens on assignments.  
DX cameras have a sensor that’s about 1.6 times smaller 
than the standard 35mm full frame (FX) sensor cam-
eras. Now I shoot FX cameras, so I’ve switched to 
the 24-70mm lens. These wider lenses allow me to 
photograph my subjects in the tight spaces; I achieved 
decent depth of field at wide-open apertures such as 
f/2.8 and had faster shutter speeds at lower ISO set-
tings. However, there were situations and assignments 
that called for longer glass. 

To save time, I would have one camera body with a 
normal or wide-angle lens and another camera with 
a longer lens. By having two dedicated setups, I could 

switch back and forth without having to stop and 
change lenses, and I also reduced the amount of sand 
and debris that got on my cameras’ sensors and on my 
lens’s glass. 

When I used longer telephoto lenses in close proxim-
ity with my subjects, I would run into focus problems 
because of lens-to-subject distance. The threat of 
motion blur was ever present. The telephoto lenses 
often needed more light while inside dark aircraft and 
house interiors, which meant I had to slow my shutter 
speed down to compensate, thus resulting in move-
ment from my lens being transferred to my pictures.

Think of your telephoto lens as a boat cruising over 
small waves. The tip of your lens is the bow of the 
boat moving up and down as you breathe. You may 
not notice the movement, but it’s happening. Here’s 
a tip when using telephoto lenses in any situation: the 
shutter speed should be the reciprocal of the lens’s 
focal length rounded off to the next higher shutter 
speed. Here’s an example: a 50mm lens needs a shut-
ter speed of 1/50 of a second or faster: rounded up,  
it would be 1/60 of a second. 
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the movement. How fast you set your shutter  
speed will depend on how fast the subject is moving. 
Shutter speed can also be used to show an object’s 
motion by causing it to be blurry (sometimes 
referred to as motion blur). Select your shutter 
speed based on how fast your subject is moving 
and how you want to render it (Figure 4.6).

If the subject is stationary, nearly any speed 
is fine. If the subject is moving, you have creative 
options. You may choose to freeze motion so that 
your subject is stopped and appears clear and 
sharp. A fast shutter speed will do this: 1/250, 1/500, 
and higher. You may choose to blur the subject so 
it appears as a soft, undefined streak across the 
frame. A slow shutter speed will do this: 1/20, 1/15, 
or lower. 

In the case of Figure 4.7, I wanted to demon-
strate how quickly Iraqi soldiers moved through 
houses looking for enemy fighters. I knew that if 
I simply stopped the action, it would not convey 
the same movement than if I panned. By slow-
ing down my shutter speed and moving with my 
subject, I gave him the appearance of forward 
momentum. The panning also gave me the bonus 
of blurring the distracting background. Now all of 
the attention is right where I want the viewer to 
look—at the soldier. 

On assignments, you have to contend with 
camera motion and subject motion all the time. 
By virtue of our own heartbeats and breathing, 
hand-holding a camera will cause movement and 
could result in a blurry picture. You must then 
be mindful to use a shutter speed fast enough to 
prevent camera shake from ruining your picture. 
The general rule we’re taught in basic photography 
school is to shoot at 1/60 or faster. In my opinion, 
that’s not nearly fast enough. 

Figure 4.7 A  soldier of the Iraqi Army clears a civilian’s 
house during combat operations in Tahrir, Iraq. 

Lens (mm): 20, ISO: 800, Aperture: 2.8, Shutter: 1/8, 
Program: Aperture Priority

Figure 4.6 A  Marine Corps CH-53 helicopter flies a  
routine patrol off the coast of Djibouti, Africa. 

Lens (mm): 80, ISO: 200, Aperture: 25, Shutter: 1/200, 
Program: Manual 
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In Figure 4.8, you can see that I’ve caught the soldier in midair as he attempted 
to breech the door. Unfortunately, his efforts did not yield any results, and he fell on 
his butt. After conducting my fair share of cordon and searches running from house 
to house, I learned that I needed to have my shutter speed as fast as the available 
light would allow. Like the soldier, I had many failed attempts at catching shots like 
this because my shutter speed wasn’t fast enough. I was running, breathing hard, 
and my subject was moving, so my results were consistently soft. I began to increase 
my ISO slightly, so I could obtain a faster shutter speed. I didn’t sacrifice the quality 
of the image with too high an ISO—just enough to give me an edge. 

Figure 4.8 A n Iraqi soldier makes a flying leap at a secured door while searching for enemy fighters during a cordon and 
search for insurgence and weapons caches in Chubinait, Iraq. 

Lens (mm): 17, ISO: 400, Aperture: 2.8, Shutter: 1/1000, Program: Aperture Priority 
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Shutter speed is one of three major exposure components of IFS, and when it is 
adjusted to capture stop action or show motion blur, it can directly affect the expo-
sure balance. In Figure 4.9, the glare of the desert sun bounced off the tan facades 
and sandy ground, making the entire scene extremely bright. I had the choice of 
compensating for the sun by increasing my shutter speed or f-stop number, and I’m 
not a big fan of shooting with smaller apertures. In this situation, I chose to increase 
my shutter speed and stop the action. If I wanted to achieve motion blur without 
adding more depth of field in this scenario, I could have used a neutral density filter; 
however, that was not the look I wanted to accomplish. Instead, I chose to stick with 
a higher shutter speed and let my aperture stay open.

Figure 4.9 A  soldier from the Multi-Iraqi Transitional Team runs through the yard of a civilian’s house during a battle 
with al-Qaeda and Ansar al-Sunna forces during Operation Orange Justice in Buhriz, Iraq, in February 2007. 

Lens (mm): 17, ISO: 400, Aperture: 5.6, Shutter: 1/2500, Program: Aperture Priority
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Finding Your Mode
Most professional cameras offer several exposure modes, often leading to confusion  
as to what mode to use and when to use it. I’m going to limit this section to my 
favorite three modes. 

(M) or Manual
The Manual mode allows the photographer to select his or her own ISO, aperture, 
and shutter speed settings with the assistance of the camera’s meter. If you follow 
the camera’s recommended settings, this will render an average exposure; however, 
this mode allows you to vary from the metered settings to change the exposure and 
thus the tonality (lightness or darkness) of a subject. 

I choose to shoot on Manual mode when I’m in a tricky light situation. Take 
Figure 4.10, for instance. The light is falling on the short side of my subject’s face, which  
makes targeting it with my camera’s meter more of a challenge. By switching to Spot 
Meter on Manual mode, I can achieve a more precise highlight exposure right from 
the start. I won’t have to fuss with Exposure Compensation and miss the moment. (See 
the sidebar “Insights: Overriding Your Technology” for an explanation of this feature.)

Figure 4.10 A  U.S. soldier smokes a cigarette as he prepares for a four-day operation in New Baqubah, Iraq. 

Lens (mm): 55, ISO: 100, Aperture: 2.8, Shutter: 1/1000, Program: Manual 
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(A or AV) or Aperture Priority
Aperture Priority is a semiautomatic mode that allows the photographer to set a 
desired aperture. The camera will select an appropriate shutter speed to render an 
average exposure. Aperture is expressed in “f” numbers, such as f/11, f/2.8, or f/4. 

Aperture Priority is one of my go-to shooting modes, especially for fast-paced 
assignments that go from indoors to outdoors. All I have to concern myself with is 
my ISO, because I prefer to shoot on f/2.8 and the camera determines the shutter 
speed. This mode gives me the freedom to concentrate on the action versus manual 
exposure. Plus, I can use the Exposure Compensation to make the exposure exactly 
as I want it if I don’t quite agree with the camera’s decision (Figure 4.11). 

Figure 4.11  Soldiers from the U.S. Army pop green smoke to indicate their location during a joint operation with the Iraqi police 
in Baqubah, Iraq. 

Lens (mm): 55, ISO: 160, Aperture: 5.6, Shutter: 1/750, Exp. Comp.: -0.3, Program: Aperture Priority 
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(S or TV) or Shutter Priority 
Shutter Priority is also a semiautomatic mode in 
which the photographer selects a desired shutter 
speed and the camera sets the proper aperture, 
again rendering an average exposure.

As a former aerial combat photographer, a 
great deal of my time was spent in the air. I’ve 
photographed all types of aircraft in the U.S. Air 
Force, Navy, Army, and Marine Corps arsenal. 
Shutter Priority was definitely a handy tool for 
assignments involving propellers. For those who 

aren’t familiar with planes and helicopters, pro-
pellers (or props) are the blades that spin and give 
aircraft momentum and helicopters lift. You want 
to see the motion of the props to give the sensation 
that the helicopter or plane is in flight. To do this, 
set your camera to Shutter Priority mode and use a 
slower shutter speed to catch the rotation. Let the 
camera determine the necessary f-stop to make 
a decent exposure without missing the moment 
(Figure 4.12). 

Figure 4.12 A  Marine CH-53E helicopter blows sand and rocks as it takes off in Harar, Ethiopia. 

Lens (mm): 35, ISO: 125, Aperture: 14, Shutter: 1/125, Program: Shutter Priority
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Metering Matters
Metering matters. I prefer to use Center Weighed 
Metering, a mode in which the meter concentrates 
between 60 to 80 percent of the sensitivity toward 
the central part of the viewfinder. The balance is 
then “feathered” out toward the edges. One advan-
tage of this method is that it is less influenced by 
small areas that vary greatly in brightness at the 
edges of the viewfinder. In this mode, you can 
achieve more consistent results, as opposed to 
more blanket coverage metering that often results 
in flat exposures. 

I also like to use the Spot Metering mode. With 
this mode, the camera will only measure a small 
area of the scene (between 1 and 5 percent of the 
viewfinder area). This will typically be the very 
center of the scene, but some cameras allow the 
user to select an off-center spot or to recompose by 
moving the camera after metering. 

As a rule of thumb, you should aim to expose 
for the highlights and print for the shadows. Once 
the details in the whites are gone, you can’t put 
that information back. If you attempt to burn 
down your highlights in post-processing, the 
results often turn out gray and muddy. However, 
if there is detail in the blacks, you can recover 
information using image-editing software such 
as Adobe Lightroom or Photoshop. It is important 
to remember that your camera’s meter is only 
capable of recommending an aperture and shutter 
speed it thinks is appropriate. It is usually pretty 
accurate, but it is sometimes very wrong. Any 
scene that has a predominance of very bright or 
white subjects fools the meter into underexposure. 
You can correct this by increasing the exposure 
from the meter’s recommendation—that is, open 
the aperture, or slow down the shutter, or some 
combination of the two.

Insights: Spot Metering 
Spot metering is very accurate and is not influenced by 
other areas in the frame. It is commonly used to shoot very 
high contrast scenes. For example, if the subject’s back is 
being hit by the rising sun and the face is a lot darker than 
the bright halo around the subject’s back and hairline (the 
subject is “backlit”), spot metering allows the photogra-
pher to measure the light bouncing off the subject’s face 
and expose properly for that, instead of the much brighter 
light around the hairline. The area around the back and 
hairline will then become overexposed (Figure 4.13). 

Figure 4.13 A  U.S. Army trainee listens to a brief during the 
Buddy Movement Course at Fort Jackson, South Carolina.

Lens (mm): 170, ISO: 200, Aperture: 2.8, Shutter: 1/1600, 
Program: Manual
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Figure 4.14  was taken during a sandstorm in the desert, which can be a tricky 
metering situation. There’s no apparent white highlight to speak of and no true 
black. In cases like this, meter for the brightest part and expose for it. You still want 
to maintain detail, even in the lightest parts. Without the detail, you lose the color 
and texture of the sand overall. In situations like these, you have to know what look 
you’re going for and what mood you want to convey to the viewer, strategize, and 
then expose. 

Figure 4.14 A  Humvee drives through a sandstorm in Iraq. (Photo by Andy Dunaway)

Lens (mm): 70, ISO: 100, Aperture: 2.8, Shutter: 1/3200, Program: Aperture Priority 
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Had I let the camera have its way with the exposure of Figure 4.15, it would  
have resulted in a flat mess with the highlights blown out—not to mention you 
wouldn’t see the smoke. Instead, I exposed for the narrow sliver of light coming 
through a nearby door and falling on the subject. This guaranteed the room would 
remain black, as I saw it, and he’d be rimmed with light. Considering the fact that 
the soldier just survived an intense gun battle with the enemy, I thought the mood 
of the light fitting. 

Figure 4.15 A  U.S. Army soldier smokes a cigarette after engaging the enemy in a street battle during a foot 
patrol in Buhriz, Iraq. 

Lens (mm): 20, ISO: 800, Aperture: 2.8, Shutter: 1/20, Program: Aperture Priority
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Light Matters
Simply taking a properly exposed picture is only 
part of the equation. That’s not to say you can’t go 
around taking pictures all day long. However, you 
must be able to translate the story through that 
exposure as well. You have to be able to convey 
emotion by use of light, body language, angle of 
view, and so on (Figure 4.16). 

My manual from the Department of Defense’s 
Basic Still Photography Course suggested I take 

pictures with the sun to my back and, when in 
doubt, just set my camera to f/8 and shoot. Many 
of the guys called it the “f/8 and be there” setting. 
Sure, they were good go-to settings, but I wasn’t 
creating meaningful pictures—I was just letting 
these rules dictate the look of my photography, not 
to mention the quality. One day I said to hell with 
all of the rules. My new mantra was, “Know the 
rules to break the rules.”

Insights: Avoiding Overexposure
Any scene containing a lot of very dark colors or 
blacks will fool the meter into overexposure. To fix 
this, you must decrease exposure from that recom-
mended by the camera. Again, if you meter a black 

room, the camera will try to make it medium—hence 
a gray, flat image. If you want that object to look black, 
you must “close down,” or decrease, your exposure. 

Figure 4.16   
A soldier’s face is 
covered with sand 
after a 6-hour ride to 
the Syrian boarder. 
(Photo by Andy 
Dunaway)

Lens (mm): 70,  
ISO: 400, Aperture: 5.6,  
Shutter: 1/80, 
Program: Aperture 
Priority 
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By experimentation, I came to my own con-
clusions. If you want to put the sun to your back, 
go ahead. Just remember, it takes light make an 
exposure, but the shadows create the dimension. 
Approach each scene by reading the light source 
first; explore the space, shift, and watch (Figure 4.17). 

If you slow down enough to move through 
these motions, you’ll begin to see light in a whole 
new way. Shoot toward or into the light to create 
breadth and mood. When possible, use color to 
convey the emotion of the scene or to push your 
subject forward or backward; cool colors fall back 
and warm colors jump forward. To distinguish the 
importance of your subject in their environment, 
avoid drastic crops into their body, while perhaps 
cropping others. Even your lens selection should 
play a part in how you want to relay the story. 

Light is as fundamental to photography as an  
understanding of aperture and shutter speed. Great  
lighting is a big factor in creating a great photograph. 
A photograph of any subject can be improved or 
worsened by a change in the light in which it is 
photographed. To best understand how this happens, 
you must understand the four fundamental quali-
ties of light: intensity, color, direction, and contrast. 

Light has intensity
Intensity, the first of the four qualities, is perhaps 
the easiest to understand. Light can be bright or 
it can be dim. However, the intensity can change 
based on your relationship to the light source. 
Imagine yourself in the desert on a cloudless, 
sunny day. The light here is, no doubt, very bright. 
Now imagine yourself walking into a palm grove 
on that same day. The deeper in you go, the less 
intense the light becomes. The intensity of the 
sun has not changed. However, by placing palms 
between you and the light source, you have effec-
tively filtered or reduced the intensity (Figure 4.18). 

Light has color
What we consider to be white light is actually 
made up of equal parts of light of all colors. Again, 
warmer colors have a forward-moving effect, 
whereas the cooler colors tend to fall back. You can 
use this to isolate or draw attention to your subject. 
Figure 4.19 demonstrates how a small amount of 
red can pull the viewer’s eye. 

Insights: Overriding Your Technology
Exposure Compensation: If you are working in  
Aperture or Shutter Priority, you can accomplish  
this change by using your camera’s exposure com-
pensation feature. Varying aperture or shutter speed 
in any automatic mode without using exposure com-
pensation does nothing to change the exposure on 
the sensor. Exposure compensation is a camera set-
ting that biases the meter reading toward a lighter or 
darker result. It is accessed by a button usually labeled 

with a +/– mark and is set in stops or fractions of  
a stop lighter (+) or darker (–) than the metered 
exposure (0). 

Full Manual Mode: You can accomplish the same result 
using manual exposure control. In manual mode, fill 
the frame, or spot if using spot metering, with a mid-
tone object that is in the same light as your subject. 
Adjust aperture or shutter speed, or both, to zero out 
your meter reading. 
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Figure 4.17 M arine Lance Corporal Taylor K. Truen rides 
aboard a Marine Corps CH-53E helicopter near Camp 
Lemonier, Djibouti.

Lens (mm): 70, ISO: 200, Aperture: 11, Shutter: 1/80, 
Program: Manual

Figure 4.19  Soldiers use a corkboard to post American 
and European currency with their names signed on them 
and messages to other military units. (Photo by Andy 
Dunaway)

Lens (mm): 18, ISO: 100, Aperture: 4, Shutter: 1/100, 
Program: Manual

Figure 4.18 A  U.S. Army soldier hunts down enemy forces  
in the palm groves in Buhriz, Iraq. This image demonstrates 
the theory of filtered or reduced light intensity. The 
sunlight has not changed overhead. However, the palms 
of trees over the subject’s head successfully diffuses the 
intensity of the existing light. 

Lens (mm): 38, ISO: 400, Aperture: 2.8, Shutter: 1/500, 
Program: Aperture Priority
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In the Trenches: Dark Times
It was well after midnight when I arrived at a small 
combat outpost located outside a highly volatile village  
in Diyala Province, Iraq. I’d never met, nor documented, 
this particular Army unit, and it was my first time at 
this specific location. I was assigned to photograph 
these lone soldiers holding ground against the enemy. 
From my research, I learned the village of Buhriz was 
the epicenter of all enemy activity, and they were the 
first line of defense against the trafficking of weapons 
and bombs into the city. Beyond that, it was up to me 
to find and capture the story. 

I was met by a group of somber, almost morose,  
soldiers covered with coal soot from head to toe. They 
seemed happy to see a new face, but not as excited 
to see my camera. After we became acquainted, they 
were more at ease with my presence and began to 
give me the rundown on their daily operations. In 
quick summation, the soldiers lived and operated out 
of a private residence, whose occupants fled when the 
enemy fighters began their killing spree of innocent 
men, women, and children. The soldiers did their best 
to preserve the remnants of homeowner’s personal 
belongings and stored them on the first floor, which 
filled the ground-level rooms from floor to ceiling  
with chairs, tables, couches, cribs, and other basic 
household furnishings. Further illustrating the family’s 
hasty, courageous escape were the family portraits 
left behind, gathering dust on the table, and the bullet  
holes that riddled the wall nearby. It was obvious the 
soldiers were impacted by their surroundings, but 
my intuition said there was more to the story than a 
group of soldiers cooped up in a creepy house. 

It was too dark to shoot pictures that night, and  
blackout conditions made using any white light impos-
sible. Instead, I pulled up to an upside-down apple box 
the soldiers used as a card table and played a round 
of spades. The bitter cold night air forced me to wear 
every item of clothing I’d brought, and I wrapped my 

sleeping bag around my torso for good measure.  
The only source of heat was a small potbelly stove 
they rigged using an ammo can and some old piping. 
Needless to say, it leaked like a sieve, and within an 
hour I looked like a coal miner. 

As we played cards and smoked cigarettes, the soldiers 
revealed to me that one of their teammates had been 
killed by a sniper only hours before my arrival. I was 
shocked, but not entirely. My intuition was correct. 
In essence, they were stuck in their own lightless 
hell with only their thoughts to pass the time. In that 
moment, I knew that was the story. My challenge 
then was to illustrate that story in one picture.

As the sun began to rise, rays of light began to peak 
through the sandbags that surrounded the stove’s pipe.  
With daylight safely upon them, the soldiers switched 
on a dim overhead bulb that managed to illuminate 
some of the caveman art they’d created with the 
soot on the walls. I stepped back to observe the light 
as the soldiers gathered around the stove to warm 
themselves. They began to talk about their friend 
they’d lost and exchanged fond memories. I picked 
up my camera, metered the small pool of light emit-
ted from the outside, and waited. One soldier’s face 
caught the sunlight and stood out among the sea of 
darkness. They continued to laugh at funny anecdotes 
and shared what they would miss about their fallen 
comrade; then the room went silent. All seemingly lost 
in thought, they bowed their heads in remembrance. 
That was the critical moment (Figure 4.20).

Their body language speaks volumes, but it’s the  
light that makes the picture so evocative and telling. 
Photography is subjective, but I feel the dark shadows 
represent their loss and the struggle they were  
enduring in that moment, while the small pool of  
light on the soldier’s face illustrated the ray of hope 
they had inside for the future. 
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Figure 4.20 A  short time after a member of their team was killed in action not too far from where they stand, soldiers 
continue to stand guard in the watch tour of an Iraqi police station in Buhriz, Iraq. 

Lens (mm): 17, ISO: 800, Aperture: 2.8, Shutter: 1/13, Program: Manual
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Insights: Full Frontals and More
Frontal lighting is the most elemental form of  
lighting. Although it can be great go-to lighting for 
some, it can also be flat, shadowless, and featureless. 
I’ll only use this type of lighting if I’m stuck in press 
pool and have no other choice or it lends itself to the 
feel of the photograph. Figure 4.21 is an example of 
frontal lighting.

Side lighting can be used by the photographer to 
show shape, texture, and form. Side-lit subjects create 
their own shadows and therefore a highlight side and 
a shadow side. This self-induced shadow allows the 
subject’s true shape and form to show (Figure 4.22). 

Back lighting can reveal shape and form differently, 
and in some cases will make your subjects appear to 
glow. One interesting side effect of backlighting is 
what we call “rim light.” Rim light occurs when the 
source for the backlight is slightly above the subject 
and is the thin strip of highlight along the upper edge 
(the rim) of the subject. Rim lighting adds definition 
to the edges of the subject and can help to separate 
the subject from the background (Figure 4.23).  

Figure 4.21 M arine Corps recruit José  
Delgado stands near the obstacle course 
at Parris Island, South Carolina.

Lens (mm): 70, ISO: 400, Aperture: 2.8, 
Shutter: 1/6000, Exp. Comp.: -0.5,  
Program: Aperture Priority

Figure 4.22 U .S. Army Sgt. Vashon Bolton 
waits for his squad relief at the Iraqi police 
station in Buhriz, Iraq.

Lens (mm): 24, ISO: 400, Aperture: 2.8, 
Shutter: 1/80, Program: Manual

Figure 4.23 U .S. Army Spec. Quinton 
Green looks for weapons and bomb-
making materials during a cordon and 
house-to-house search in Sadiyah, Iraq.

Lens (mm): 30, ISO: 200, Aperture: 2.8, 
Shutter: 1/800, Program: Manual
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Light has direction 
When we express the direction of light, we always 
do so from the perspective of the subject. Front 
light is that light which strikes the front (or camera 
side) of the subject. Sidelight is light that strikes 
the subject from either the left or right sides. Back 
light is light that illuminates the back (opposite 
camera) side of the subject. 

Simply because you’re shooting uncontrolled 
action in natural light does not mean you relin-
quish the power to move yourself into a better 

light direction. If a window lights your subject 
straight on with flat light, move yourself until the 
light is short or rimming your subject’s face. It’s 
that simple (Figure 4.24). 

Light has contrast
Observing the shadows is the easiest way to iden-
tify contrast. Distinct, deep, hard-edged shadows 
are evidence of harsh light. The harsh light of bright, 
cloudless sunshine is difficult to photograph in, 
especially if that harsh light is also sidelight. It can 

Figure 4.24 A fter being relieved from guard duty, U.S. Army Spec. Orlando Garcia takes a smoke break at the Iraqi police 
station in Buhriz, Iraq. 

Lens (mm): 55, ISO: 400, Aperture: 2.8, Shutter: 1/60, Program: Manual 
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be difficult to come up with an exposure that will 
show detail in the shadows and not overexpose the 
highlights. Likewise, it can be difficult to expose for 
the highlights without completely losing the shad-
ows. It’s up to you as the photographer to choose 
the most pleasing, and sometimes least adverse, 
alternative. When faced with no other choice than 
to shoot in high-contrast light, I try to find unique 
ways to work around the unattractive lighting. 

For instance, Figure 4.25 was taken around one 
o’clock in the afternoon and not a cloud in sight.  
I had no choice but to shoot under terrible lighting 
conditions. So I opted to disguise the nasty light 
with the environment around my subject—in this 
case, bars on a window. 

Soft light—the light of an overcast day for 
instance—is the quality of light most photogra-
phers prefer (Figure 4.26). Soft light seems to wrap 
around and envelop subjects. It’s great for color 
because there are no hot spots or overexposed 
areas to detract from a subject’s true color. Light, 
whether bright or dim, always has direction and 
color. Although I can appreciate soft light situa-
tions, they aren’t my favorite. I prefer more direct, 
contrast-laden light. Shadows are what I build my 
pictures around to create mood and dimension. If 
I choose to use a softly lit image, it’s because the 
moment outweighs the light. 

Figure 4.25 A  U.S. Army soldier rummages through the rubble of a bombed-out building during a cordon and search for 
weapons caches and anti-Iraqi forces in Old Baqubah, Iraq. 

Lens (mm): 23, ISO: 200, Aperture: 2.8, Shutter: 1/2500, Exp. Comp: -0.3, Program: Aperture Priority
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Coloring Your Characters 
Photographers can bring any color forward or push it back, depending on what other 
spatial tricks they use. An object with a complicated contour is more interesting and 
appears to be heavier than one with a simple contour. A small complex object can 
balance a large, simple object. Hues that are lighter at maximum saturation such 
as yellows, oranges, and reds appear larger than those that are darker at maximum 
saturation like blues and purples. When a color expands visually, it may also seem 
closer to the viewer than those that seem to contract, leading to the common state-
ment that warm colors appear closer and cool colors fall back. 

Figure 4.26 M arine Corps recruit David Briones stands in formation during physical training at Parris Island, South 
Carolina.

Lens (mm): 66, ISO: 400, Aperture: 2.8, Shutter: 1/1500, Exp. Comp.: +1.0, Program: Aperture Priority
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Value
A color’s value is the lightness and darkness of a  
color. For example, imagine a red apple on your 
kitchen counter with one light falling on it from 
overhead. The part of the apple nearest the light 
will be lightest in value because it reflects the most 
light. The part of the apple opposite the light will be  
the deepest in the shadow and thus darkest in value. 

So now let’s apply that theory from the red 
apple to an airplane. The same concept applies. You 
can use the available light to change your sub-
ject’s value. The plane pictured in Figure 4.27 looks 
rather menacing because the part of the plane clos-
est to the sun happens to be the back, which makes 
the identifiable “face” of the aircraft elusive. 

Monochromatic
Monochromatic refers to one color in varied tones 
such as varied reds or varied blues. A monochro-
matic color scheme uses only one hue (color) and 
all values (shades or tints) of it for a unifying and 
harmonious effect. 

When someone references the word “pictorial,” 
I immediately think about graphic lines, repetition, 
and dramatic use of color. This includes the use of 
monochromatic color choices, as Figure 4.28 dem-
onstrates. Throughout the image are varied shades 
of yellowish-orange tones. Though the brightness 
is varied, the color is not, which contributes to the 
image’s dramatic mood. 

Figure 4.27 A  U.S. Air Force B-2 Bomber flies with two F-117 fighter aircraft. (Photo by Andy Dunaway)

Lens (mm): 55, ISO: 3200, Aperture: 2.8, Shutter: 1/13, Program: Manual 
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Figure 4.28 A s the sky turns ominous, U.S. Army Sgt. Kyle Ellison searches the roof of a local’s house for weapons during 
an assault against anti-Iraqi forces in Buhriz, Iraq. 

Lens (mm): 40, ISO: 640, Aperture: 2.8, Shutter: 1/1250, Program: Aperture Priority 

123Chapter 4:  M y Shooting Methodology



Insights: I Feel in Color
Warm Color Spectrum: Warm colors such as red, 
orange, yellow, and even white suggest warmth and 
seem to move toward the viewer and appear closer. 
I use warm colors to draw more attention to my 
subjects and, when possible, situate them in front of 
dark, cool colored backgrounds to further pull them 
forward. In the case of Figure 4.29, I used the reds, 
oranges, and yellows to further illustrate the soldier’s 
youth, inexperience, and energy.

�� Red: This color is often associated with apprehen-
sion or wariness. It also evokes powerful ideas and 
emotions such as passion, energy, blood, and war. 
Red is a good color to use for accents that need to 
draw the eye’s attention.

�� Orange: This color is considered aggressive and 
conveys energy. To the human eye, orange is a hot 
color, so it gives the impression of heat.

Cool Color Spectrum: Colors such as blue, purple, and 
green suggest coolness and seem to recede from a 
viewer and fall back. Cool colors are usually calming 
and soothing but can also express sadness. I use cool 
colors to help evoke the mood of the situation I’m in. 
For example, in Figure 4.30, the sergeant is alone and 
solely responsible for the rest of the soldiers under his 
command. The green helps further identify him as a 
solitary military man with steadfastness and reliability.

�� Blue: This is a color of reliability, strength, knowl-
edge, and conviction. Blue works well as both a 
background and accent color in your photographs.

�� Green: Dark green is commonly associated with 
the military and money. Green suggests stability,  
endurance and, as opposed to red, connotes safety.

Figure 4.29 A n Iraqi army soldier searches a local’s bed-
room during a foot patrol in Buhriz, Iraq. 

Lens (mm): 17, ISO: 800, Aperture: 2.8, Shutter: 1/15, 
Program: Aperture Priority

Figure 4.30  From his command tank commander’s  
position, U.S. Army Sgt. 1st Class Michael Gibson directs 
a convoy of M1A2 Abrams tanks down a road in Kahn 
Bani Sahd, Iraq.

Lens (mm): 17, ISO: 800, Aperture: 2.8, Shutter 1/30, 
Program: Aperture Priority
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Color movement
Color can create a sense of movement. When the values in a work jump quickly from 
low key to high key, a feeling of excitement and movement is created. When all of 
the values are close together, the work seems much calmer. When you want to create 
movement with color, remember to use values of pure hues as well as those of tints 
and shades. Movement creates the illusion of action or physical change in position 
(Figure 4.31).

Figure 4.31 A  U.S. Air Force B-1B Lancer drops a GBU-38 munitions on a torture house used by al-Qaeda forces in 
northern Zambraniyah, Iraq. (Photo by Andy Dunaway)

Lens (mm): 116, ISO: 100, Aperture: 4, Shutter: 1/500, Exp. Comp.: -1.0, Program: Aperture Priority 
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Color coordination
Complementary colors are two colors opposite one another on the color wheel— 
for example, blue and orange, yellow and purple, or red and green. When a pair  
of high-intensity complementary colors are placed side by side, they seem to  
vibrate and draw attention to the element. Not all color schemes based on comple-
mentary colors are loud and demanding. When complementary colors are used 
in photojournalism like in Figure 4.32, you can take a drab topic and illustrate the 
subject uniquely.

Figure 4.32 A  barrel full of human waste burns on the outer perimeter of a forward operating base in Afghanistan. 
(Photo by Andy Dunaway)

Lens (mm): 28, ISO: 100, Aperture: 2.8, Shutter: 1/125, Program: Manual 
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The 10-Frame Methodology 
I used to be a spastic shooter who’d shoot a picture, and move, shoot another picture, 
and move again. It wasn’t until one of my mentors suggested I slow down, stay in 
the moment, and follow through that I self-implemented the 10-Frame Methodology. 
It is my guideline for solving nearly all photographic problems while on assignment. 
The concept is simple. Slow down and become more deliberate in your photography. 
Don’t jump on the first item or scene that you see. Spend some time looking for the 
best subject or greatest vantage point. Spend more time looking and less time shoot-
ing. Once you’ve found the ideal composition, sit and wait for the right moment. Let 
the action come to you. Make 10 frames without moving your composition. If you 
commit to making a picture, then really commit (Figure 4.33). 

Figure 4.33 A  U.S. Army soldier stands guard near a window while his buddy takes a break in front of the television, 
which is playing Iraqi cartoons, during a raid in Baqubah, Iraq. 

Lens (mm): 17, ISO: 800, Aperture: 2.8, Shutter: 1/100, Program: Manual 
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I’ll walk into a situation and assess what’s happening—not only with the sub-
jects but with the light, too. I’ll move around the room until I find the best possible 
vantage point and advantageous light. Once I’m satisfied, I’ll hunker down. I can look 
back at a day’s take and see sequences of various scenarios where I haven’t moved a 
millimeter (Figure 4.34). 

In high-stress situations, it’s easy to let the pace of actions happening around 
you dictate how quickly you shoot. You go from being selective and thoughtful to 
the “spray and pray” method: shooting randomly without any idea of what you’re 
actually doing. You slam the shutter release button at anything that moves and pray 
it turns out. That’s when it’s important to remind yourself that there’s always some-
thing going on. There are always moments you’ll miss. All you can do is be ready to 
make a successful picture when the time is right and the action unfolds in front of you. 

Figure 4.34 T his is one of  
my contact sheets, which  
shows how I use the 10-Frame 
Methodology while shooting. 
The variances of the action 
happening in each frame are 
small, but those little differences 
pay huge dividends in the end. 
After all, it is the simple change 
of gesture, posture, or expres-
sion that transforms the entire 
mood of the picture. 
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My final thought for this chapter is to be patient and allow time for all of the 
factors we discussed to fall into place. Be an observer of light and color—use it to 
convey a message or emotion. Your technical routine must become second nature so 
your mind can be free to focus on the story. 

Once you settle into a scene, think about how to make a picture that best tells 
your subject’s narrative without bias, as creatively as possible. Focus on the action as 
it comes into your frame; let the action come to you—don’t chase the action. When it 
feels right, release your shutter. 

When you’re in an out-of-control situation, you’re still in control of your camera. 
Be present enough in the situation to know the dangers around you, yet block out 
the unnecessary distractions that may detract your focus. Set yourself up for success. 
The world will continue to spin even if you’re not shooting. So take the time to put 
yourself in the best possible place to capture the story and it will come to you.
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airport delay information, finding, 

38
AKE Integrated Risk Solutions, 33
aLOKSAK bags, using, 62–63
American Legion Post Commander, 

74
Americans traveling abroad, 

requirements for, 36
amputation, 7
antiperspirant, packing, 56
aperture, considering, 101

Apple products, using, 55
apprenticeships, seeking, 138
arctic survival course, 32
armor and helmet, wearing, 48–49
Army National Guard soldiers, 146
Article 19: Universal Declaration of 

Human Rights, 209
ASD (acute stress disorder), 23
assignment needs, determining, 219
assignments

asking editors for, 134
durations, 11
high-risk, 162, 173
preparing for, 12–13
taking, 139
tasks of, 5

AstroScope night vision adapter, 76
audio equipment, storing, 174
audio recording kit, using, 174
Aunt Flow, dealing with, 60

B
back lighting, 118
backing up work, 83–87
backpacks, using for gear, 95
Baghdad, Iraq

Air Force medics, 7
elementary school, 8

Bailey, Jake, 37
bar soap, packing, 56
bathing, 55
bathroom facility in Afghanistan, 61
batteries, bringing for cameras, 77
Battle of Baqubah

decision, 206–207
impact, 205–206
judgment, 207
lecture, 207
overview, 204–205
resolution, 207–208

BCGs (birth control glasses), 136
beat, finding, 25–28
Bello, Al, 149
Belser, Donnie, Jr., 204
belts, wearing, 40
BGAN (Broadband Global Area 

Network) system, 89
bicycling, benefits of, 16
blast wounds, soldier getting 

treatment for, 23
body armor

choosing size of, 50–51
Kevlar soft armor, 50

Kevlar stab-proof vests, 50
rifle round protection, 50
wearing, 39, 49

body lotion, packing, 59
Bol, Tom, 151, 232
Bolton, Vashon, 118
bookkeepers versus accountants, 221
boots, wearing, 41–42
Bradley Fighting Vehicle, 212
bras, wearing, 42
breaking the ice, 146
breathing, remembering, 22–23
Briones, David, 121
brush and comb, packing, 57
bug repellent, packing, 59
Buhriz, Iraq, 34
Buhriz mission

decision, 206–207
impact, 205–206
judgment, 207
lecture, 207
overview, 204–205
resolution, 207–208

bulletproof vests, wearing, 49–50
Bureau of Consular Affairs, 37
business cards, using, 139
business minded, being, 232
business setup. See planning

C
C-17 Globemaster aircraft, 29
calendar, marking daily, 225
calls, screening, 225
calmness, maintaining, 22
calories, burning, 16
camera bodies

having alternatives, 76
shooting with, 66–67

camera gear
AstroScope night vision adapter, 

76
backpacks, 95
batteries, 77
cases, 95
fluorescent orange Gaffer’s tape, 

78
laying out, 90
packing, 94
plug adapter, 84
rain gear, 77
shipping, 96
storing at home, 223
strap, 77
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taking inventory of, 91
tripod, 79
using protective wraps for, 94

cameras
cleaning, 78
packing, 95

Camp Lemonier in Djibouti, Africa, 
63

Campbell, Jonathan, 138
camping mirror, packing, 59
canned air, avoiding use of, 78
Canon versus Nikon cameras, 66
Capa, Robert, 10
captions, creating for interviews, 

175–176
car, using for business, 227
car maintenance

brakes, 14
cleaning, 14
filling tank, 14
garage, 14
insurance, 14
oil change, 14
starting up, 14
tire pressure, 14

cardio, importance of, 21
cardiovascular fitness, improving, 16
cases, choosing for travel, 95
Catholic orphanage photo, 26
CCP (Charleston Center for 

Photography), 232, 235
CDs and DVDs, keeping in stock, 229
cell phones, using, 54
censorship, 210
Center Weighted Metering mode, 110
Centurion Risk Assessment, 33
Chancey, Dillan, 160
charitable organizations, working 

with, 230
Charleston Air Force Base, 65
checklists

example, 92
making, 91

Clark, Michael, 151
cleaning kit, contents of, 78–79
clothing and accessories

accoutrements, 42–43
ACU (Arm Combat Uniform), 39
avoiding bright colors, 40
boots, 41–42
bras, 42
Merrell hiking boots, 41
pants, 38, 40
riggers belt, 40

shirts, 40
T-shirts, 41

Cole, Carolyn, 159–161
color

complementary, 126
cool spectrum, 124
coordination, 126
expanding and contracting, 121
hues, 121
monochromatic, 122
movement, 125
value, 122
warm spectrum, 124

Colton, Jimmy, 131, 135, 139, 192
comb and brush, packing, 57
combat, preparing for, 147
combat photography. See also 

photojournalists
curse of, 4
gear, 15
night watch, 6–7
occupational hazards, 3–4
pros and cons, 3

competition, getting to know, 218
contracts, drawing up, 231–232
cool color spectrum, 124
CPA (certified public accountant) 

consulting with, 220
credit cards, using, 227–228
crunches, doing, 18
cultures, learning about, 28
cycling, benefits of, 16

D
Danner boots, wearing, 42
dark shadows, symbolism of, 116–117
Davis, Gino, 206
Day in the Life photo story, 181–183
day rate, establishing, 219
Defense Information School, 145
Delta Company photo, 211–214
dental floss, packing, 57
deodorant, packing, 56
depth of field, 103
disability income insurance, 53
Diyala Province, combat patrol in, 93
Djibouti photos, 11, 63, 186–187
documents, securing, 44, 228–229
Dopp kit, using, 56
DSLR camera, shooting video with, 

195–196
Dufour, Diane, 182
Dunaway, Andy, 31–32, 37, 41

DVDs and CDs, keeping in stock, 229

E
earplugs, wearing, 43
EAW (Eddie Adams Workshop), 137
editing images, 214
editors, meeting with, 134
education, continuing, 132–133
Elinchrom Ranger Quadra kits, 72–73
Ellison, Kyle, 123
emails, checking daily, 225
emotion, focusing on, 191
emotional stability

maintaining, 22–25
monitoring symptoms, 23–25
nightmares, 24

Energizer lighting products, 46
entertainment, engaging in, 54
EOD (explosive ordinance disposal) 

Airman, 72–73
Eppridge, Bill, 137, 207
ethical education, 202–203
ethics, importance of, 202
Evers, Mirjam, 154, 232
Excel spreadsheets, using, 221
exercise

cardio, 21
crunches, 18–19
cycling, 16
establishing practical regimen, 

17–21
flutter kicks, 20
importance of, 15
lunges, 21
push-ups, 17–18
squats, 20–21
tricep dips, 18
workout schedule, 16

exposure compensation, 114
eyes, protecting, 42–43

F
“f/8 and be there” setting, 113
F-117 fighter aircraft, 122
Fabian, Enrico, 153
face scarf, wearing, 45
feature photography, 143
fees, establishing, 219
female photojournalists, challenges 

for, 39
feminine hygiene products, packing, 

58

239Index



FF sensored cameras, using, 66
fight or flight response, 158
file management system

assignment folders, 89
file-naming scheme, 88
folder-naming scheme, 88
image-editing regimen, 88–89
master folders, 89

files, maintaining, 228–229
Final Cut Pro, using, 174
first aid class, taking, 34
first aid kit, contents of, 47
fitness

cardio, 21
crunches, 18–19
cycling, 16
establishing practical regimen, 

17–21
flutter kicks, 20
importance of, 15
lunges, 21
push-ups, 17–18
squats, 20–21
tricep dips, 18
workout schedule, 16

Fitzmaurice, Deanne, 137, 232–235
flash, using, 70
flashlights

headlight-style, 46
using, 45
warning about, 46

flights, preparing for, 37–38
flip-flops, packing, 58
flutter kicks, doing, 20
FOB Warhorse aid station, 212–213
focus point, shifting for sports, 148
Foley, Maura, 134
Foster, Radney, 188, 190
foundation training. See also 

survival courses
AKE Integrated Risk Solutions, 33
Centurion Risk Assessment, 33
emergency first aid, 34
hostage survival, 35
land navigation, 34
personal security, 35
survival techniques, 33
weapons orientation, 35

Frakes, Bill, 147, 232
frame rate versus shutter speed, 197
friendships

maintaining, 133
pursuing, 234

frontal lighting, 118
f-stop, considering, 101
funding, approaching, 132
FX sensored cameras, using, 66

G
Gaffer’s tape, packing, 78
García, Orlando, 119
gear. See camera gear
Gibson, Michael, 124
glasses

birth control type, 136
wearing, 42–43

gloves, wearing, 45
goals, being realistic about, 135
Green, Quinton, 118

H
hair ties, packing, 59
hard drives, packing, 95–96
Hasenauer, Mike, 62
hats, wearing, 45
heart health, maintaining, 16
Heisler, Todd, 137
helicopters

Marine CH-53E, 109
Marine Corps CH-53 helicopter, 

104
photographing, 103

helmet and armor, wearing, 48–49
Hero Hounds project, 138
Hetherington, Tim, 10
Hoffmann, John, 51
home, working from, 223–224
home life

air conditioning, 12
car maintenance, 13
electronics, 12
heating, 12
house cleaning, 13
neighbors, 12
phone tree, 13
streamlining, 11–13
windows and blinds, 12

homeless veteran photo, 71
homeowner, absentee, 13
Hondros, Chris, 10
Horn of Africa photo, 11
hospitals, photographing parts of, 6
hostage survival class, taking, 35
how-to process story, creating, 186
hues, saturation of, 121

hygiene, bathing, 55

I
IBA (Individual Body Armor), 

wearing, 49
Ibrahim Bouh, Choukri, 63
I.D. pouch, using, 44
IEDs (improvised explosive devices), 

10, 33, 52
IFS shooting method

aperture, 101
explained, 100
f-stop, 101
ISO, 101
in motion, 103–106
multiframe burst, 102–103
shutter speed, 101, 106
Spot Metering, 101
transference, 103

image integrity, maintaining, 
214–215

images, transmitting, 89. See also 
photos

income, supplementing, 132
Individual Body Armor (IBA), 

wearing, 49
inoculations, getting, 37
inspiration, seeking, 134
insurance coverage

disability income, 53
emergency evacuation and 

repatriation, 53
public liability, 53
war risk and terrorism, 52–53
worldwide camera property, 53

international phone calls, making, 
53

internships, searching for, 137
interviews. See also story subjects

audio capture techniques, 171–172
creating captions, 175–176
cutting and splicing, 174–175
laying down tracks, 174–175
process of, 172
Q&A, 172–173

IPTC (International Press 
Telecommunications Council), 
175

Iraqi boy with drywall, 9
Iraqi girls, 9
Iraqi soldiers, 3, 22, 39, 105
Iraqi woman, 1
ISO setting, choosing, 101
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J
Jackson, Hue, 234
Jackson, Lucas, 158
Jacobs, Steven, 186–187
Jones, Marion, 147
Justin Clamp, using with flash, 70

K
Kata Sundo bag, using with audio 

equipment, 174
Kenyan army photo, 144
Kevlar 

soft armor, 50
stab-proof vests, 50

kneepads, wearing, 43
knowledge, expanding, 135
Konova Slider, using for DSLR video, 

196
Kozyrev, Yuri, 162

L
Lambert, Jarod, 29
land navigation class, taking, 34
laptop, using, 83
laundry, washing, 62–63
Lebanon, evacuees from, 29
leisure activities, engaging in, 54
lenses

depth of field, 103
fixed-aperture, 67
normal, 68
packing, 95
prime, 67
protecting with UV filters, 70
telephoto, 68
with VR (vibration reduction), 68
wide-angle, 67
zoom versus telephoto, 67

Lenspen, packing, 79
Libya, 10
lifestyle photography, 153–154
light

color of, 114–115
contrast, 119–120
direction, 119
importance of, 113–114
intensity, 114
soft, 120

light setup, 70, 75
lighting

back, 118

frontal, 118
side, 118

Lightroom software, 86–87
lip balm, packing, 59
Litepanels, using for DSLR video, 196
LLC (Limited Liability Company) 

versus sole proprietorship, 220
local color, photographing, 154
Lochte, Ryan, 149
Lomas, Cenobia, 168–170
Long, John, 202
losing weight, 16
lotion, packing, 59
Lowcountry Dog magazine, 138
lunges, doing, 21

M
(M) Manual mode, shooting in, 107
MacAskill, Danny, 151
magazines, approaching for work, 

138
Makasseb Elementary School, 8–9
Manfrotto products

516 Pro Video Fluid Head, 196
529B Hi Hat, 196
546B 2-Stage Aluminum Tripod, 

196
561 BHDV Video Monopod, 196
SYMPLA System, 196

manual exposure control, using, 114
Marine CH-53E helicopter, 109
Marine Corps CH-53 helicopter, 104
market research, conducting, 218
marketing, reserving funds for, 219
Masai warriors photo, 155
Mazyck, Damon, 27
McGarva, Duane, 141
McNally, Joe, 145, 232
medical alert bracelet, wearing, 37
medical records, maintaining, 37
medical staff, photographing, 6
medications, packing, 61
memory cards, 75
menstrual periods, dealing with, 60
Merrell hiking boots, wearing, 41
metering modes

Center Weighted Metering, 110
Spot Metering, 110

Mexican in America, 168–170
Miconazole, 60
microphone, using with story 

subject, 171
military customs and courtesies, 27

Military First Aid Kit, carrying, 47
military photojournalism. See 

combat photography
Military Photojournalism Program, 

202
minipod, using, 81
mirror, packing, 59
mission statement, creating, 218
Mizelle, John, 101
modes

(A or AV) Aperture Priority, 108
(M) Manual, 107
(S or TV) Shutter Priority, 109

Mohrwinkel, Bill, 152
moneymaker, protecting, 42–43
Monistat cream, packing, 60
Monk, James, 54, 59
monochromatic color, 122
monopod, using, 80–81
Monrovia, Liberia, 159
Moore, Kim, 181–183
Moore, Zachary, 181–183
motion, perceiving, 46
motivation, maintaining, 236
multiframe burst, 102–103
multimedia

competition, 193–194
innovation, 193–194
making final edit, 198–199
shooting video with DSLR, 

195–196
significance, 192–193
team effort, 195
time management, 194
video exposure modes, 197

multitasking, streamlining home 
life, 11–13

muscle tone, increasing via cycling, 
16

N
nail clippers and file, packing, 56
nails, removing artificial, 57
narrative photo essay, creating, 

188–189
navigating locations, 44
NBC Nightly News, 9–10
negotiation, mastering art of, 231
networking, 235
news captions, formulating, 176–177
news photography, requirements of, 

5, 141–142
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newspapers, approaching for work, 
138

night watch, combat photography, 
6–7

nightmares, experiencing, 24
Nikon 1 kit, 76
Nikon versus Canon cameras, 66
Nomex gloves, wearing, 45
nonlinear essay

Day in the Life, 181–183
repeated identity, 177–180

normal lenses, using, 68
NPPA (National Press Photographers 

Association), 202–203
Code of Ethics, 203-210

O
objects, contours of, 121
office supplies, buying, 229
operating room, photographing, 6–7
Ordinance of Secession Gala, 66
overriding technology, 114

P
packing

advice for, 91
camera gear, 94–96
cameras, 95
hard drives, 95–96
lenses, 95
personal items, 53–60
using TSA-approved locks, 96

pants, wearing, 38, 40
paper, keeping in stock, 229
passport, securing, 44
Pelican case, packing, 95–96
people, interacting with, 146
personal documents, securing, 44
personal hygiene, bathing, 55
personal items, packing, 53–60
phone calls

making internationally, 53
screening, 225

photo agencies, approaching, 140
Photo Mechanic software

features, 85–86
IPTC fields, 176–177
using for captions, 175

Photo Quest Adventures, 154
photo stories, creating, 191
photographers

avoiding “hating” on, 133

goals, 142
offering exchanges, 230
relationship with subjects, 142

photography
diversifying, 140–141
expanding, 232–233
feature, 143
lifestyle, 153–154
pictorials, 144
portraits, 144–146
specializing, 232–233
travel, 154–156

photojournalism
assignments, 5
branching outside of, 235
genesis of, 158
as physical occupation, 15

photojournalists. See also combat 
photography
being one’s own advocate, 134
civilian versus combat, 3
combat gear, 15
Dunaway, Andy, 31–32, 41
Hondros, Chris, 10
“hustle,” 132
life of, 132
motivations, 2
progress of, 2
responsibilities, 2
as “the story,” 8–10
travel tips, 13
as trustees of public, 2
Ut, Nick, 10

photos. See also images
10-Frame Methodology, 127–129
Abdillah Nour, Bachir, 187
Afghan boy in Manugay, 157
Afghan National Air Force 

helicopter, 184
Afghan National Army soldiers, 

184–185
Air Force medics in Baghdad, 6–7
Air Force Security Forces 

member, 27
Alzheimer’s effect on couple, 192
American Legion Post 

Commander, 74
arctic survival course, 32
Army National Guard soldiers, 

146
author with Iraqi soldier, 39
Bailey, Jake, 37
bathroom facility, 61

bathroom facility in 
Afghanistan, 61

BCGs (birth control glasses), 136
Bello, Al, 149
Belser, Donnie, Jr., 204
blast wounds, 23
Bol, Tom, 151
Bolton, Vashon, 118
bombed-out staircase, 131
Bradley Fighting Vehicle, 212
breeching door in Diyala 

Province, 69
Briones, David, 121
Buhriz, Iraq, 34
burning barrel of human waste, 

126
C-17 Globemaster aircraft, 29
camera gear, 90
Camp Lemonier in Djibouti, 

Africa, 63
Catholic orphanage, 26
Chancey, Dillan, 160
Charleston Air Force Base, 65
combat patrol in Diyala Province, 

93
currency on corkboard, 115
Darminder transported to 

morgue, 153
Davis, Gino, 206
Del Toro, Israel, Jr., 199
Delgado, José, 118
Delta Company, 211–214
Djibouti, 11
Djiboutian policemen, 186–187
Dufour, Diane, 182
Dunaway, Andy, 37
dust spots, 101
elementary school in Baghdad, 8
Ellison, Kyle, 123
EOD (explosive ordinance 

disposal) Airman, 72–73
evacuees from Lebanon, 29
F-117 fighter aircraft, 122
FOB Warhorse aid station, 

212–213
Foster, Radney, 188, 190
García, Orlando, 119
gaucho on horse in Patagonia, 155
Gibson, Michael, 124
Green, Quinton, 118
green smoke, 108
Hoffmann, John, 51
homeless veteran, 71
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Horn of Africa, 11
Humvee in sandstorm, 110
Ibrahim Bouh, Choukri, 63
IED (improvised explosive 

device), 52
improvised explosive device, 33
improvised explosive device 

detonation, 10
IPTC (International Press 

Telecommunications 
Council), 175–176

Iraqi Army, 3
Iraqi Army soldier with ski mask, 

201
Iraqi Army soldiers, 22
Iraqi boy with drywall, 9
Iraqi girls, 9
Iraqi police station in Buhriz, 117
Iraqi soldier clearing civilian 

house, 104
Iraqi soldier on foot patrol, 124
Iraqi soldier searching for enemy 

fighters, 105
Iraqi woman, 1
Jackson, Hue, 234
Jacobs, Steven, 186
Jones, Marion, 147
Kenyan army, 144
Lambert, Jarod, 29
loading bodies of enemies, 22
Lochte, Ryan, 149
Lomas, Cenobia, 168–170
“The Lost Boys of Sudan,” 142
MacAskill, Danny, 151
Marine CH-53E helicopter, 109
Marine Corps CH-53 helicopter, 

104
Masai warriors, 155
Mazyck, Damon, 27
McGarva, Duane, 141
Military Photojournalism 

Program, 202
Mizelle, John, 101
Mohrwinkel, Bill, 152
Monrovia, Liberia, 159
Moore, Kim, 181–183
Moore, Zachary, 181–183
munitions dropped on torture 

house, 125
Ordinance of Secession Gala, 66
pelican in oil, 161
portrait at firing range, 144
preparing for patrol, 24

rebels in Ras Lanuf, Libya, 163
Robinson, Kathryn, 49
rock climbing, 152
Rohrig, Chuck, 36
Rumsfeld, Donald H., 177–180
Sargent, Kenneth, 188–190
Seebee from Camp Lemonier, 23
shower facility, 55
sisters in Sana’a, Yemen, 165
Smith, Darden, 189
soldier from Multi-Iraqi 

Transitional Team, 105
soldier salute of fallen friends, 4
soldier’s face covered with sand, 

113
Super Clamp in C-17 Globemaster 

III, 82
transfer of soldier, 237
Truen, Taylor K., 115
U.S. Air Force B-2 Bomber, 122
U.S. Army soldier in foxhole, 102
U.S. Army soldier in Old Baqubah, 

120
U.S. Army soldier in palm groves, 

115
U.S. Army soldier resting, 102
U.S. Army soldier smoking 

cigarette, 112
U.S. Army trainee, 110
U.S. Marines night combat 

exercises, 5
U.S. soldier returning fire, 99
U.S. soldier smoking cigarette, 

107
Williams, Daniel, 100
Yemeni lunch in Sana’a, 36
Young, Jessica, 59

PhotoShelter website, using, 139
Photoshop Lightroom software, 

86–87
Photoshop software, 86–87
Phuc, Kim, 10
physical exam, getting prior to 

travel, 37
physical fitness

cardio, 21
crunches, 18–19
cycling, 16
establishing practical regimen, 

17–21
flutter kicks, 20
importance of, 15
lunges, 21

push-ups, 17–18
squats, 20–21
tricep dips, 18
workout schedule, 16

pictorials, 144
planes, traveling on, 37–38
planning

accounting, 221
conducting market research, 218
consulting with CPA (certified 

public accountant), 220
creating mission statement, 218
establishing day rate, 219
funds for marketing, 219
knowing competition, 218
LLC (Limited Liability Company), 

220
price of doing business, 219
setting objectives, 220
sole proprietorship, 220
start-up capital, 222–223

pliers, carrying, 47
plug adapter, packing, 84
portrait essay, creating, 184–185
portraits, 144–146
Post-Traumatic Stress Disorder 

(PTSD), 23, 25
powder, packing, 59
power converter, traveling with, 84
prescriptions, requesting copies of, 

37
press releases, generating, 139
price of doing business, discovering, 

219
prime lenses, using, 67
process versus emotion, 191
promise to protect and serve, 202
propellers, seeing motion of, 109
protect and serve, 202
protecting rights, 209
PTSD (Post-Traumatic Stress 

Disorder), 23, 25
public liability insurance, 53
purchases, tracking, 229
push-ups, doing, 17–18

Q
QuickBooks software, using, 221

R
Radial Offset Pleating, 50
rain gear, investing in, 77
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razor, packing, 58
records

keeping track of, 226–229
safeguarding, 228–229
setting up filing system, 227
tracking purchases, 229
using credit cards, 227–228

Reed, Ellis, 140, 142
relationships

building, 133
collaborating in, 133
between photographers and 

subjects, 142
rewards of, 132

repeated identity, 177–180
rifle round protection, using, 50
riggers belt, wearing, 40
rights, protecting, 209
rim lighting, 118
Robinson, Kathryn, 49
rock climbing, 152
Rocket Air Blower, using, 78
Rogers, Kurt, 236
Rohrig, Chuck, 36
rubber bulb blower, using to clean 

cameras, 78
Rumsfeld, Donald H., 177–180

S
(S or TV) Shutter Priority mode, 

shooting in, 109
Saddam regime, 8
safety glasses, wearing, 43
salute, rules pertaining to, 27
sanity

ASD (acute stress disorder), 23
maintaining, 22–25
monitoring, 23–25
sleep deprivation, 24

SAPI (Small Arms Protective Insert) 
plates, 49

Sargent, Kenneth, 188–190
SAVVY body armor, wearing, 50
security class, taking, 35
Seebee from Camp Lemonier, 23
shampoo/conditioner, packing, 56
sharshaf, 165
shave cream, packing, 58
shirts, wearing, 40
“Shock and Awe Campaign,” 6
shooter’s vest, wearing, 93
shooting modes

(A or AV) Aperture Priority, 108

(M) Manual, 107
(S or TV) Shutter Priority, 109

shower caddy, packing, 58
showers, taking, 55–56
shrapnel catcher, 69
shutter speed

adjusting, 106
as control for motion, 103
fast versus slow, 104
versus frame rate, 197
setting, 101, 103–104

side lighting, 118
Singh-Ray Neutral Density Filter, 

using for DSLR video, 196
sleep deprivation, experiencing, 24
“slice of life,” capturing, 143
SmartMyk hot shoe using for DSLR 

video, 196
smartphone calendar, using, 225
Smith, Darden, 189
soap, packing, 56
social networks, 139
soft light, 120
software

Adobe Photoshop, 86–87
Adobe Photoshop Lightroom, 

86–87
Microsoft Excel, 221
Photo Mechanic, 85–86
QuickBooks, 221

SOG multitool, carrying, 47
soldier salute of fallen friends, 4
soldiers, documenting, 3
sole proprietorship versus LLC, 220
Speedlight, using, 70
sporting events

3D focus tracking, 148
equipment for shooting, 148
focusing, 148–149
photographing, 147
tips, 148

sports features, 149–150
sports photography. See also 

adventure sports photography
being passionate about, 150
changing perspective, 150
choosing backgrounds, 150
composition, 150
experimenting with subjects, 150
light situations, 150
making luck, 150
tips, 150

sports photos, 147
spot metering, 101, 110

spot news
aftermath and access, 157
versus general news, 156

spreadsheets, using, 221
squats, doing, 20–21
stabilization devices

minipod, 81
monopods, 80–81
Pocket Support, 81
Super Clamp, 81–82
tripods, 79–80

stamina, developing via cycling, 16
start-up capital, calculating, 222–223
STEP (Smart Traveler Enrollment 

Program), 36–37
still versus video

audio and visual continuity, 198
directional continuity, 198
preplanning, 198
story structure, 198

storage devices, 85
Storm, Bran, 193
story approaches

how-to process, 186–187
narrative photo essay, 188–189
nonlinear essay, 177–183
portrait essay, 184–185

story subjects. See also interviews
audio capture for interviews, 

171–172
audio recording kit, 174
breaking ice with, 171
getting to know, 4
interviewing, 171–173
introductions under pressure, 173
listening to, 146
living with, 3–4
microphone placement, 171
personal interest, 167
Q&A, 172
selecting, 166–167

storyline
creative blinders, 167
developing, 166
lead role, 167
refined ideas, 167

strength, building via cycling, 16
stress

attempts at concealment, 24–25
reducing via cycling, 16
survival techniques, 25

strobes, using, 70–72
Strong, Bruce, 192–193
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subjects. See also interviews
audio capture for interviews, 

171–172
audio recording kit, 174
breaking ice with, 171
getting to know, 4
interviewing, 171–173
introductions under pressure, 173
listening to, 146
living with, 3–4
microphone placement, 171
personal interest, 167
Q&A, 172
selecting, 166–167

Super Clamp, using, 81–82
survival courses. See also foundation 

training
completing, 53
taking, 33

Suunto wristwatch, features of, 44

T
tasks of assignments, 5
teleconverter, using with lenses, 68
telephoto lenses

using, 68, 103
versus zoom lenses, 67

time management, 225–226
to-do list, consulting daily, 225
toiletries, packing, 56–57
toothbrush, packing, 57
towel and washcloth, packing, 57
training. See also survival courses

AKE Integrated Risk Solutions, 33
Centurion Risk Assessment, 33
emergency first aid, 34
hostage survival, 35
land navigation, 34
personal security, 35
survival techniques, 33
weapons orientation, 35

traumatic events, covering, 23
travel agents, working with, 36
travel arrangements, making, 35–36
travel documents, preparing, 36–37
travel miles, using, 38
travel photography, 154–156
travel tips, 13
traveling abroad, requirements for, 

36
tricep dips, doing, 18

tripod
benefits, 80
using, 79–80

Tru Spec pants, wearing, 40
Truen, Taylor K., 115
TSA-approved locks, using, 96
T-shirts, wearing, 41

U
U.S. Air Force B-2 Bomber, 122
U.S. Marines in night combat 

exercises, 5
U.S. soldier returning fire, 99
Ut, Nick, 10
UV filter, using, 70
UV Protector, using, 69

V
vaccinations, updating, 37
vehicle, using for business, 227
veteran, homeless, 71
video, shooting with DSLR, 195–196
video exposure modes

aperture, 197
ISO, 197
shutter speed, 197

video journalists
Hasenauer, Mike, 62
Hoffmann, John, 51
Monk, James, 54, 59
Robinson, Kathryn, 49

video versus still
audio and visual continuity, 198
directional continuity, 198
preplanning, 198
story structure, 198

Vietnam War, 10
VIRIN (visual information record 

identification number), 88
visual variety

action, 191
clincher, 191
creating, 190
detail, 191
formula, 191
overall, 191
portrait, 191

Vitale, Ami, 137
VR (vibration reduction) lenses, 

using, 68

W
war risk and terrorism insurance, 53
warm color spectrum, 124
washcloth and towel, packing, 57
watch, using, 44
water, scarcity of, 56, 59
weapons orientation class, taking, 35
websites

accounting resources, 221
airport delay information, 38
Americans traveling abroad, 36
CCP (Charleston Center for 

Photography), 232
PhotoShelter, 139
posting photography on, 139

weight, losing, 16
What IFS shooting method. See also 

10-Frame Methodology
aperture, 101
explained, 100
f-stop, 101
ISO, 101
in motion, 103–106
multiframe burst, 102–103
shutter speed, 101, 106
Spot Metering, 101
transference, 103

wide-angle lenses, using, 67
Wi-Fi devices, using, 84
Wiley X protective glasses, wearing, 

42
Williams, Daniel, 100
wireless connections, accessing, 84
women photojournalists, challenges 

for, 39
work, balancing, 236
workflow and transmission, 83
working from home, 223–224
worldwide camera property 

insurance, 53
wristwatch, using, 44

Y
Yemeni lunch in Sana’a, 36
Young, Jessica, 59

Z
zoom versus telephoto lenses, 67
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