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Introduction
Taking your photography from snapshots to great shots begins with having
a solid understanding of your camera and lenses so that you can intuitively
move from one camera setting to another, capturing the moment as it
unfolds. Although this is a book on composition, I start at the beginning,
with the camera, and provide you with the building blocks to establish a
strong foundation for making photographs rather than simply taking them.
I cover the basic camera settings I use that enable me to capture peak of
action or to chase the light as it dances across the landscape. The lens you
use directly impacts your photographic style. Having a lens that complements
your vision of the world is part of the process of making great shots, so I
spend some time discussing lenses, to give you a better grasp of what lenses
do and why you may need one type of lens over another. And, ﬁnally, I cover
some essential accessories and ﬁlters that I carry in my bag to further enable
me to make the images you see in this book.
Understanding light and exposure is probably one of the biggest roadblocks
to making great images. In Chapter 2, I explain the exposure triangle and
how aperture, shutter speed, and ISO relate to each other. Knowing which
exposure combination to select gives you the creative control needed to
bring your vision to life—from capturing great depth of ﬁeld with everything
within the frame in great detail, to isolating your subject and making it pop,
to capturing peak of action or implying motion through the use of creative
blur. For more in-depth coverage of exposure, check out Jeff Revell’s book
Exposure: From Snapshots to Great Shots.
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Light is what gives your subject shape, form, and texture; it has quality and
quantity. Light is what gives your images mood, drama, and emotion. Without
light, there would be no photographs. Knowing how to capture that light can be
the difference between a simple snapshot and a great shot. Shadow and light lead
your viewer’s eye through your image and to your subject. One of the ﬁrst things
I look at when bringing the camera to my eye is the play of light on the scene
before me and how I can use the light to make a dramatic image.
After you have read the ﬁrst three chapters and have gone through the settings on
your camera and worked through the assignments, you then need to take a look
at the way you arrange the elements within your photographs—in other words,
explore your composition. You have probably heard many of the “rules” about
what makes a good composition. I like to think of the rules more as suggestions to
making better images that capture your viewer’s attention, giving them a sense of
what you saw and felt the moment you clicked the shutter. Chapter 4 discusses the
use of lines, shapes, and patterns to direct the path your viewers take through your
images to get to the subject. I cover leading lines, straight lines, S-curves, and the
way they come together to create graphic elements of shapes and patterns.
Continuing down the composition path, Chapter 5 discusses color, the use of
complementary and contrasting colors, and the emotional impact that the variety
of colors have on your viewers.
I wrap up my part of the book in Chapter 6, with discussions and illustrations of
spatial relationships and subject placement—from frame-ﬁlling to environmental
compositions, placement of horizon lines, vertical versus horizontal orientation,
camera angle, perspective, and much more.
After completing the ﬁrst six chapters, you will have a much better grasp of what
makes a compelling image and how to take your photography from snapshots
to great shots. But wait—there’s more. The additional chapters in this book are
written by four outstanding photographers, who have expertise in various photographic ﬁelds. They have graciously contributed their perception of composition
and how it relates to their subjects, using their outstanding images to illustrate the
points they make. In Chapter 7, John Batdorff covers black-and-white composition;
in Chapter 8, Rick Rickman discusses sports and action photography; in Chapter 9,
David Brommer takes you beyond the rule of thirds; and in Chapter 10, Steve Simon
discusses the compositional dance.
So what are you waiting for! It’s time to get started on your journey from taking
snapshots to making great shots.
Don’t forget to share your results with the book’s Flickr group!
Join the group here: ﬂickr.com/groups/composition_fromsnapshotstogreatshots
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4
ISO 100
30 sec.
f/22
42mm lens

Lines, Shapes,
and Patterns
LINES, SHAPES, AND PATTERNS MAKE UP THE
VISUAL PATH THAT LEADS YOUR EYE THROUGH
THE FRAME TO THE POINT OF INTEREST
Composition is the art of arranging the elements within your frame into
a pleasing image. It’s up to you to determine what your subject is and to
arrange the elements within the frame accordingly. Lines and shapes are
important elements in composition. Lines draw your viewer into (or out
of) the frame. They give direction. An S-curve (a curve that is shaped like
an S) gently meanders through the frame, leading the viewer deeper
into the frame, whereas a straight line is more direct. Curved lines are
soft; straight lines have a more rigid feel.
Do you use a straight line or a diagonal line to reach the subject? Both
will take the viewer there, but each has a different impact. Merging
lines create a sense of distance, or vanishing point. Shapes are the
result of a series of lines that come together to form a circle, square,
triangle, and so on. Just like lines, the shape of your subject creates its
own dynamic whether it’s round, square, triangular, free-form, and so
forth. Lines often lead to shapes, giving your images form. Patterns are
repeating lines and shapes that make up an image.
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PORING OVER THE PICTURE
Lines and shapes come together to create graphic elements in a photograph.
The Conservatory of Flowers in San Francisco’s Golden Gate Park is a perfect
subject to illustrate lines (both straight and diagonal), shapes, and form all in
one image.

The soft shape of the clouds
contrasts nicely with the
hard lines and shapes of the
building.

The many converging lines
within the image create a
multitude of shapes—square,
rectangle, triangle, curves.

I found that converting the
image to black and white
made an even stronger
graphic photograph.

A series of lines draws the viewer’s eye through the
photograph beginning in the lower left (1) and leading
diagonally to a vertical line moving upwards (2)
towards the next horizontal line moving to the left (3)
and continuing on throughout the frame.
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1

ISO 100
1/200 sec.
f/8
32mm lens

2
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PORING OVER THE PICTURE

Moving in close on the foreground trees in a quaking-aspen forest
increases the feel of visual depth by creating a vanishing point of trees
getting smaller and smaller as they recede into the distance. A simple
composition of straight lines becomes a compelling image that invites
the viewer to take a walk through the forest just as I did when I made
the image.

Diffused light (Chapter 3)
brings out the detail, color,
and texture of the trees.

Vertical lines signify strength
and power. Photographing
them in a horizontal
composition adds a feeling of
expanse to the composition.

Using a mid-range zoom to
move in tighter on the forest
gives an intimate feel to the
image.
ISO 200
1/45 sec.
f/8
42mm lens

CURVES
Curves create a gentle, meandering path that leads the viewer through your image
to the subject (Figure 4.1). Curves are lines but with a softer feel to them. With an
S-curve, the path to your subject is not as direct as a line, so it gives a sense of peace
and calm. S-curves are great leading lines to a subject (Figure 4.2), and they are such
strong elements that they can stand alone as the subject itself (Figure 4.3). Whenever
I see an S-curve, my eye follows it to see where it leads and to see whether it will make
a good photograph.

FIGURE 4.1
Centering myself
in the middle
of the path and
using a fairly
small aperture
(Chapter 2) for
increased depth
of ﬁeld creates a
composition that
invites the viewer
to step into the
frame and wander
down the path and
through the forest.
I ﬁnd S-curves
to be friendly
lead-in lines in
composition.

ISO 200
1/45 sec.
f/8
62mm lens
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ISO 200
1/350 sec.
f/11
550mm lens

FIGURE 4.2
The curve of a great
blue heron’s neck
leads from the left
side of the frame
to the ﬁsh he has
clamped in his
beak, creating a
very natural pose.

FIGURE 4.3
An S-curve is such a strong element in
composition that the curve itself can be
the subject, as in this image of a curved
staircase at Fort Point in San Francisco.
Using a Fisheye lens emphasized the
curvature of the staircase. Hand-holding
the camera at 1/7 sec. required a faster
ISO to gain enough depth and sharpness.

ISO 800
1/7 sec.
f/8
16mm
Fisheye lens
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LINES
All images are made up of a series of lines, shapes, and forms (Figure 4.4). Lines are
what lead viewers into the frame and to the subject (also known as leading lines).
When artfully composed, an image will have leading lines that direct the viewer’s
eye where you want it to go. They may be bold and noticeable, creating a direct
path to the subject, or they can be subtle and less obvious. Straight lines convey a
sense of strength and power and often have a static feel to them. Diagonal lines
also signify power, but rather than being static, they convey a sense of motion
within a still photograph.

FIGURE 4.4
Lines, circles, and
shapes make up
this graphic image
of an old church.
Black and white
emphasizes the
graphic quality.

88

C O M P O S I T I O N : F R O M S N A P S H O T S T O G R E AT S H O T S

ISO 200
1/500 sec.
f/5.6
70mm lens

STRAIGHT LINES
Straight lines can pass through an image horizontally or vertically. A horizontal line
going through a photograph can create a sense of calm, giving a static feel to an
image (Figure 4.5). I ﬁnd straight, horizontal lines in a photograph to be dividing
lines or barricades, keeping the viewer on the outside looking in. Depending on what
you are trying to accomplish, a horizontal line can either make or break an image.
On the other hand, a vertical line can give a sense of strength and height, leading me
directly into the frame with no question as to where I am trying to direct the viewer’s
eye (Figure 4.6). When making a bold composition with a straight line leading
towards the subject, I like to center myself on the leading line to give the image
symmetry and power. Vertical lines can be leading lines, or they can be the subject
itself, as in the case of the tree trunks covered in snow, in Figure 4.7.

ISO 200
1/400 sec.
f/4
35mm lens

FIGURE 4.5
The spider-webcovered fence
blocks me from
entering the
cemetery, which
creates a strong
message. Using
a wider aperture
to blur the
background further
emphasizes the
fence, with just a
hint of the cemetery
beyond.
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ISO 100
1/320 sec.
f/8
10.5mm
Fisheye lens

ISO 100
1/180 sec.
f/8
95mm lens

FIGURE 4.6

FIGURE 4.7

The dock leading to the beautiful lake scene beyond is as
much a part of the picture as the subject it leads your eye
towards. I used a 180-degree Fisheye lens to include as
much in the frame as possible.

Rather than being leading lines, the tall, straight tree trunks
with their branches covered in snow are the subject in this
image. The contrast of white against the reddish trunks
makes this a very simple yet strong composition.
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DIAGONAL LINES
I like to use diagonal lines moving through the frame to convey a sense of motion
that is hard to capture in a still photograph. I often use diagonal lines to lead the
viewer’s eye to the subject, as in Figure 4.8. The fence leads through the ﬁelds to
Jenne Farm in the distance.
Diagonal lines can create a graphic element when they converge, as in the close-up
of a dew-covered spiderweb in Figure 4.9. The nature of a spiderweb creates a sense
of vanishing point as the drops start big and become smaller as they move towards
the center of the web.

ISO 100
1/320 sec.
f/8
10.5mm
Fisheye lens

ISO 400
1/350 sec.
f/8
105mm
micro lens

FIGURE 4.8

FIGURE 4.9

Diagonal lines have a feel of movement that is hard to
convey with straight lines. This image of Jenne Farm,
with the fence line leading to the buildings, incorporates
a diagonal line that becomes curved with the rolling hills.

Shooting on a parallel plane with the spider web allowed
me to use a mid-range aperture of f/8 and still have depth
of ﬁeld throughout. The slight breeze forced me to increase
my ISO to reach a faster shutter speed. Hand-holding the
camera gave me more versatility in my composition.
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Diagonal lines can also be the subject, as in the image of a sand fence as it
zigzags along the beach towards the ocean (Figure 4.10).

FIGURE 4.10
Moving in close
with a wide-angle
lens emphasizes
the entry point into
the frame, with
the diagonal lines
moving back and
forth and leading
the viewer to the
beach beyond. The
ocean and sky in
the background
are supporting
elements in the
image, to give it
a sense of place
(Chapter 6).

ISO 200
1/125 sec.
f/22
32mm lens
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PATTERNS
Patterns are graphic images that have the same subject duplicated over and over
within the frame. Repeating lines and shapes make up these patterns. Nature, in all
her beauty, provides us with endless patterns to photograph.
The intricate design of a dahlia provides great patterns as petal after petal unfolds to
reveal the ﬂower’s beauty (Figure 4.11).

FIGURE 4.11

ISO 200
1/250 sec.
f/8
125mm lens

Using a telephoto
zoom, I focused at
minimum-focus
distance to ﬁll the
frame with the
ﬂower.

The wake from a boat created a pattern of waves that caught the light and my
attention (Figure 4.12). I used a telephoto to ﬁll the frame with the repeating
pattern, excluding everything else.
Sometimes even the simplest subjects become compelling when another element is
added, such as the icicles hanging from the rock wall in Figure 4.13. The vertical lines
of the icicles contrast with the round rocks.
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FIGURE 4.12
I increased my
ISO to 400mm to
be able to achieve
a fast shutter
speed because I
was photographing
the wake from a
moving boat.

ISO 400
1/250 sec.
f/22
280mm lens

FIGURE 4.13
Icicles on a rock
wall created a
pattern of vertical
lines. I like the
warmth of the rocks
and the way they
contrast with the
cooler, blue colors
of the icicles. Blue
conveys coldness in
an image (more on
color in Chapter 5).
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ISO 100
1/90 sec.
f/5.6
155mm lens

FRAMING
When I think of framing, I think of my image hanging on the wall with a nice
mat and frame to show it off. However, there are other methods of framing an
image: in the viewﬁnder, using foreground elements to “frame” the subject. While
photographing in Central Park in New York, my attention was drawn to two arches.
I liked the way they repeated each other, giving vanishing-point feel with the
foreground arch being much larger than the background arch. I patiently waited
for the people to move through, when another photographer with a similar idea
stepped into the frame (Figure 4.14). Liking the sense of scale (Chapter 6) that the
photographer added to the image, I quickly clicked off a few shots. Framing can be
a very effective use of elements to highlight the subject. Be careful not to use it too
heavily, or it becomes the focus of the photograph.

ISO 200
1/45 sec.
f/8
112mm lens

FIGURE 4.14
The photographer changed
the effect of the image I
was composing from a
simple graphic to a framed
composition. The giant
arches framed the smaller
photographer and added a
sense of scale to the image
that would not have happened
without him in the frame.
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Using the foliage to frame the trees in Muir Woods in California creates a sense of
looking through a peephole (Figure 4.15).
Teardrop Arch is an iconic subject that has been photographed over and over
(Figure 4.16). Many people use a vertical composition to ﬁll the frame with the rock
wall, using the arch to reveal Monument Valley in the distance through the arch.
Looking for a slightly different composition, I turned my camera to a horizontal
composition and zoomed back to include the edge of the arch. I like the effect of part
of the image framed and part of it wide open. I think it adds to the sense of place.

FIGURE 4.15
I mounted my
camera on a tripod
to enable me to
shoot at a smaller
aperture to render
sharp focus on both
the foliage and the
trees beyond and
still keep my ISO
low, which resulted
in a slow shutter
speed.

FIGURE 4.16
With no place to
set up a tripod and
needing a fairly
small aperture for
increased depth
of ﬁeld, I braced
myself using proper
hand-holding
techniques to shoot
at a slow shutter
speed.
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ISO 200
1.5 sec.
f/16
100mm lens

ISO 100
1/15 sec.
f/16
35mm lens
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VERTICAL OR HORIZONTAL SHOTS?
Vertically or horizontally—which way do you turn the camera? Most cameras are
set up with grips that lend themselves to being held comfortably in a horizontal, or
landscape, orientation. The higher-end cameras and mid-range cameras with external
grips allow the use of vertical, or portrait, composition with the same comfortable
grip and shutter release. Which direction do you turn when you’re composing an
image? It depends on what you want to include and what you want to exclude.
There is no right or wrong. Many times, it’s simply a matter of preference and what
you are trying to communicate in your images.
On a snowy winter morning at Bryce Canyon National Park, I was heading for my car
when a lone picnic table covered in snow caught my attention (Figure 4.17). My ﬁrst
reaction was to photograph the scene in a vertical format to lend height to the tall
trees. On a whim, I turned the camera back to a horizontal position and clicked a few
frames. Upon reviewing the images, I decided I liked the spacious feel that I was able
to capture in the horizontal orientation (Figure 4.18). Both images work; I simply like

ISO 100
1/10 sec.
f/11
35mm lens

FIGURE 4.17
My ﬁrst reaction to the snowy scene was to
turn the camera to a vertical composition to
emphasize the tall trees.

ISO 100
1/10 sec.
f/11
30mm lens

FIGURE 4.18
Here I turned the camera to a horizontal composition,
zoomed out a bit more, and found I liked the more
spacious feel that I was able to achieve.
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the horizontal image better. Had I not turned the camera, I would have been perfectly
happy with the vertical image. It was an overcast morning, and I knew when I clicked
the shutter that the images would be ﬂat, but I had black and white in mind when
I was making these images. Using NIK B&W Infrared software added drama and
impact to these otherwise ﬂat-light images.
While photographing the wheat ﬁelds in the Palouse region in eastern Washington,
I stopped by a historic farm that is noted for its fence made of thousands of wheels
and gears soldered together. It was a beautiful, blue-sky day, with big puffy clouds
ﬂoating in the sky. The question came to mind, which way should I turn my camera?
Did I want to convey the vast wheat ﬁelds with the fence as a strong foreground
element (Figure 4.19)? Or, would turning the camera in a vertical format emphasizing
the blue sky and puffy clouds better tell the story? Once again, either image works,
but what was I trying to communicate in my image? My goal was to capture the
wheel fence, which both images do quite well. So, it boils down to either more sky
or more wheat ﬁelds. I felt that the wheat ﬁelds gave the image a greater sense of
place, and I was still able to include some sky and clouds. In this case I prefer the
horizontal composition (Figure 4.20).

ISO 200
1/250 sec.
f/11
90mm lens

ISO 100
1/10 sec.
f/11
55mm lens

FIGURE 4.19
A horizontal composition gives the
image a feeling of width and expanse.

FIGURE 4.20
A vertical composition emphasizes the vastness
of the sky rather than the fence and ﬁelds.
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VERTICAL VS. HORIZONTAL
Next time, study both sets of images and decide what you like about each image. Do you
connect with the vertical or horizontal images in the two examples? There is usually no
right or wrong answer, it simply depends on the subject and the feeling you choose to
convey. Lines, shape, and form all change their appearance when the camera is turned
from a horizontal to vertical format.

However, most times it’s pretty obvious which way to turn your camera. When a
grizzly bear is walking straight at the lens, I turn the camera to a vertical composition
to ﬁll the frame with the bear, centering it in the frame for increased impact (Figure
4.21). And when a sandhill crane with its wings fully extended ﬂies by, I instinctively
turn the camera to a horizontal composition to include it all, from wing tip to wing
tip (Figure 4.22).

FIGURE 4.21
A vertical composition was the obvious
choice with this grizzly bear.

ISO 200
1/200 sec.
f/4
400mm lens
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FIGURE 4.22

ISO 200
1/1000 sec.
f/8
850mm lens

The position of
the wings and
the body posture
of the sandhill
crane make a
nice horizontal
composition.

LAYERS
Another effective use of lines and shapes is to compose an image using layering of
the landscape to create visual depth. Aerial perspective lends itself to this technique
(Figure 4.23). When the sun is dropping lower in the sky, partially backlighting the
scene, the distant mountains take on an ethereal look as they seem to fade away into
the distance. Layering is also achieved when there are repeating patterns, like the
rolling wheat ﬁelds photographed from a relatively high perspective. The undulating
hills with the shadow and light playing across them produce a unique layering effect
(Figure 4.24).

LAYERING
I normally select a telephoto lens when capturing an image with the layered look. I feel
that the tighter composition lends itself nicely to an intimate landscape.
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FIGURE 4.23

ISO 100
1/50 sec.
f/22
200mm lens

Using a long lens
to compress the
scene and dialing
in minus exposure
compensation to
add drama to the
layers create a
very interesting
effect called aerial
perspective.

ISO 200
1/800 sec.
f/6.7
190mm lens

Shadow and light
(Chapter 3) as well
as color contrast
(Chapter 5) all play
important roles
in creating the
layered look in a
composition.

FIGURE 4.24
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Chapter 4 Assignments
Before moving on to Chapter 5, take some time to complete the following assignments to gain
a better grasp of lines, shape, and form and the role they play in composition.

Lines
Using lines to lead to your subject, work a scene by shooting straight on with the lines moving
horizontally through the image to see how a horizontal line can divide the frame and create a
barrier between the viewer and the subject. Using the same subject, change position so that
the line is moving in a diagonal direction towards the subject. For the ﬁnal shot, shoot straight
down a line towards your subject to see the dramatic impact that shooting directly towards the
subject has on your images. Notice how changing your camera angle dramatically alters the
effect of lines and their effect on the ﬁnal composition.

Curves
Go out and look for curves that lead your eye to your subject. Find a classic S-curve and use
it to lead the viewer’s eye to your subject. Note the softer approach of using curves as leading
lines as opposed to the preceding assignment using straight lines.

Vertical or Horizontal
The next time you are composing a scene, stop and ask yourself why you are composing it the
way you are. Once you have captured the image in the orientation you ﬁrst decided on, turn
the camera to the opposite orientation (if you began with a horizontal position, turn the camera
to a vertical position) and shoot the same scene. Compare the two images to see what qualities
you like about each composition. You may be surprised that many scenes look as good or better
when you turn the camera from one orientation to the other.
Share your results with the book’s Flickr group!
Join the group here: ﬂickr.com/groups/composition_fromsnapshotstogreatshots
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INDEX
3D Matrix Metering, 26
4/3 format cameras, 2, 3
600mm VR lens, 13

A

Abell, Sam, 240
accessories, 20–22
action photography. See sports photography
Adams, Ansel, 225
Adams, Eddie, 216
Adobe Photoshop Lightroom, 172
Adobe RGB color space, 27
aerial perspective, 100, 101
AF 16mm f/2.8 Fisheye lens, 8
AF-ON (AEL/AFL) button, 28
AF-S 14-24mm f/2.8 lens, 10
AF-S 24-70mm f/2.8 lens, 10
AF-S 70-200mm f/2.8 VR II lens, 10
AF-S 200-400mm f/4 VR II lens, 10
AF-S 600mm f/4 VR lens, 13
Agra Fort, 159–160
angle of view, 8, 9
aperture, 41–47
depth of ﬁeld and, 41, 42, 44, 47
ISO setting and, 41, 43, 46
shutter speed and, 44–45, 49–53
test assignment on, 53–54
aperture priority mode, 23–24, 167–168
Arbus, Diane, 229, 242
Arches National Park, 72, 130–131
architectural photography, 159–160
Auto Exposure Bracketing (AEB), 169

B

backgrounds, blurring, 36–37, 43, 47, 50
backlighting subjects, 71–72
Barthe, Roland, 215
baseball photography, 188–196
Batdorff, John, 151
batteries, spare, 21
being in the moment, 240–242
black, emotion conveyed by, 116
black-and-white images, 151–175
annotated examples of, 108–109, 152–155
approach to shooting, 163–164
assignments on shooting, 124, 175
camera settings for, 167–169
color tonalities in, 108–109, 116, 124

considerations on shooting, 164–167
contrast in, 156–157, 171–172
emotion conveyed by, 116–117
equipment for, 166–167, 173–174
HDR (high dynamic range) for, 170, 171
identifying photos for, 156
landscapes as, 162, 163–164
light in, 158–159
orientation of, 164–165
portraits as, 160–161
postprocessing software for, 171–172
shapes and patterns in, 159–160
texture in, 157–158
tonal range in, 156–157
blinkies, 27
blue, emotion conveyed by, 113, 115
blur
background, 36–37, 43, 47, 50
motion, 34–35, 46, 51
body language, 223
Botticelli, Sandro, 208
bracketing exposures, 169, 170
breaking the rules, 173
Brommer, David, 203
Bryce Canyon National Park, 97
bubble level, 173
Bush, George, 245

C

cable release, 166, 173
Camera Lucinda (Barthe), 215
camera obscura, 209
cameras
basic settings for, 23–29, 30, 167–169
formats available for, 2–3
key features of, 7
working with DSLR, 207
See also equipment
Canon cameras, 2, 26
Canyonlands National Park, 134
Caravaggio, 208–209
Cartier-Bresson, Henri, 246
chimping images, 219
close-up photography
assignment on shooting, 251
wildlife portraits as, 140, 142–143
color space, 27
color wheel, 111

INDEX
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colors, 105–124
annotated examples of, 106–109
assignments on using, 124
black and white, 108–109, 116–117
complementary, 112
emotions conveyed by, 113–115, 116, 122
as patterns, 118–119
primary and secondary, 106, 107, 110–111
signiﬁcance of, 122–123
white balance and, 119–121, 124
CompactFlash cards, 21
complementary colors, 112
composition
black-and-white, 151–175
choices made in, 242–244
color used in, 105–124
dance of, 229, 234–236, 251
emotional responses to, 214–217
exposure triangle and, 33–54
hardwired into human DNA, 210–213
historical origins of, 208–210
lighting considerations for, 57–78
lines, shapes, and patterns in, 81–102
positive and negative space in, 218–226
spatial relationships in, 127–148
sports photography and, 177–201
studium and punctum in, 215–216, 217
vantage point in, 238–240
working the scene for, 236–237, 243
concentration, 240, 241
Coney Island, 230–231
Confucius, 245
Conservatory of Flowers, 82–83
Continuous AF Dynamic setting, 24
Continuous High Advance setting, 24–25
contrast
black-and-white images and, 156–157, 171–172
tonal range and, 156–157
cool tones, 119, 121
corners of images, 212, 226
cropped sensors, 2, 3
cropping images, 225–226
curves, 81, 86–87, 102

D

depth, visual, 133–135, 148
depth of ﬁeld
aperture and, 41, 42, 44, 47
explanation of, 44
shutter speed and, 51
tripod use and, 166
Devers, Gail, 183–187
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diagonal lines, 91–92
diffused light, 67–68
digital cameras. See cameras
direction of light, 70–74
assignment on, 78
backlight, 71–72
front light, 70–71
sidelight, 73–74
dramatic landscapes, 162
Durrence, Bill, 238

E

emotion
of black and white, 116
of color, 113–115, 122, 124
of composition, 214–217
environmental compositions, 140–142
equipment, 1–30
accessories, 20–22
assignments on, 29–30
author’s bag of, 6–7
cameras, 2–3, 7
ﬁlters, 16–19
inventory of, 29
landscape photography, 173–174
lens shades, 15
lenses, 4–5, 8–13
teleconverters, 13–14
traveling with, 174
evaluative metering mode, 26, 168
examining your shots, 196–200, 247
experience, 250–251
exposure, 33–54
annotated examples of, 34–37
aperture value and, 41–47
assignments on, 53–54
bracketing, 169, 170
combining elements of, 38
ISO setting and, 39–41
shutter speed and, 48–53
exposure compensation, 74–77, 78
Exposure: From Snapshots to Great Shots
(Revell), 33
exposure triangle, 38
eyes, focusing on, 224

F

Falco, Charles, 209
fall foliage, 122, 123
Farlow, Melissa, 248
fast shutter speeds, 48

File number sequence, 28
ﬁll ﬂash, 20, 21
ﬁlling the frame, 238
ﬁlters, 16–19
graduated neutral density, 17–18, 162, 167, 173
polarizing, 16–17
red, for B&W images, 175
variable-neutral density, 19, 51, 52
Fire Ball Bill, 216
ﬁsheye lens, 8, 9
ﬁxed focal lenses, 242
ﬂash
ﬁll, 20, 21
low-light, 180–181
ﬂashlight/headlamp, 21
Flickr group for book, 30
focal length
exercise on, 30
sensor size and, 2
teleconverters and, 13–14
focus
continuous, 24
portrait, 224
following the magic, 247–250
foregrounds, 220
forests, 84–85, 96
framing images, 95–96, 165, 238
front light, 70–71
f-stops, 41
full-frame sensors, 2, 3

G

gear. See equipment
getting up/down, 139–140
Giotto di Bodone, 208
Gitzo tripods, 21, 173
Golden Gate Bridge, 68–70
golden hours, 62–63, 158
graduated neutral density ﬁlter, 17–18, 162, 167,
173
Grand Canyon, 132–133
gray, emotion conveyed by, 116
green, emotion conveyed by, 113, 114
grid focusing screen, 173
grizzly bear, 36–37

H

hand-holding cameras, 167
HDR (high dynamic range) images, 170, 171
heads for tripods, 21, 22, 173
highlight warning, 27, 76, 77

high-tonal-contrast images, 156–157
Hiroshige, 210
historical photos, 116, 117
history of composition, 208–210
Hockney, David, 209
Hockney-Falco theory, 209–210
horizon line, 144–145, 148, 234
horizontal lines, 89
horizontal orientation, 97–100, 102, 164
Horsetail Falls, 63, 64
humor, 217

I

image stabilization, 167
image-review screen, 246
intuition, 250–251
ISO, 39–41
aperture and, 41, 43, 46
basic settings for, 29, 167
black-and-white images and, 167
noise and, 29, 39, 41
test assignment on, 53

J

JPEG format, 26–27

K

KISS theory of success, 187

L

landscapes
approach to shooting, 163–164
black-and-white, 162, 163–164
equipment for shooting, 173–174
inclement weather and, 162
lenses used for, 165
metering mode for, 168
Latourell Falls, 136
layering effect, 100–101
L-brackets, 173
Leica lenses, 204
lens shades, 15
lenses, 4–5, 8–13
angle of view for, 8, 9
choosing use of, 242
ﬁsheye, 8, 9
ﬁxed focal, 242
focal length exercise, 30
importance of quality, 174

INDEX
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lenses (continued)
orientation of shots and, 165–166
telephoto, 13
ultra-wide, 10
zoom, 10–12
Leonardo da Vinci, 208
light, 57–78
annotated examples of using, 58–61
assignments on working with, 78
black-and-white images and, 158–159, 175
changing quality of, 68–70
diffused, 67–68
direction of, 70–74
exposure compensation and, 74–77
midday, 63, 65, 66
overcast days and, 67–68
quality and quantity of, 62–70
sunrise and sunset, 62–63, 64
window, 74–75
lighthouses, 62, 63, 68
lightning storms, 22
Lightning Trigger, 21–22
Lightroom application, 172
lines, 81, 88–92
annotated examples of, 82–85
assignment on using, 102
diagonal, 91–92
horizon, 144–145, 148, 234
straight, 89–90
looking up/down, 136–138, 204–205
low-light situations
ﬂash used in, 180–181
tripods used in, 166, 167
low-tonal-contrast images, 156

M

memory cards, 21
metering modes
3D Matrix, 26
evaluative, 26, 168
Michelangelo, 208
microﬁber cloth, 21
midday light, 63, 65, 66
mid-range zoom lenses, 10, 11
Monument Valley, 71–72, 96
motion
blurring, 34–35, 46, 51
conveying a sense of, 178–179, 184–185
dealing with speed and, 183–187
exercise on shooting, 182
shutter speed and, 48
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See also sports photography
MP-1 equipment bag, 21

N

negative space. See positive and negative space
Newton, Helmut, 223
Nik Software, 172
Nikon cameras, 7
Nikon lenses, 8–13
noise in photos, 29, 39, 41
normal-tonal-contrast images, 156
numbering photos, 28
Nyirabukara, Suzane, 237

O

ocean waves, 58–59
orange, emotion conveyed by, 113
orientation of shots, 97–100, 102, 164–165, 251
overcast days, 67–68

P

painting
Hockney-Falco theory of, 209–210
origins of composition in, 208–209
partial metering mode, 168
patience, importance of, 245–246
patterns
black-and-white photography and, 159–160
colors as, 118–119
composition using, 81, 93–94
perspective, 136–140
assignment on, 148
getting up/down for, 139–140
looking up/down for, 136–138, 204–205
sports photography and, 183–187
vantage point and, 238–240
Peterson, Moose, 21
photography books, 227
Photoshop Lightroom, 172
pink, emotion conveyed by, 114
point of view, 132–133, 238–240
See also perspective
polarizers, 16–17
portraits
black-and-white, 160–161
exposure compensation for, 74–75
golden hours for shooting, 158
lenses used for, 165
metering mode for, 168
positive and negative space in, 223–224
wildlife close-ups as, 140, 142–143

positive and negative space, 218–226
balance of, 220–222
cropping/printing and, 225–226
explanation of, 218–220
portraits and, 223–224
postprocessing software, 171–172
previsualization, 225
primary colors, 106, 107, 110–111
printing images, 225–226
psychology of composition, 214–217
punctum, 216, 217
purple, emotion conveyed by, 113

Q

quality/quantity of light, 62–70
assignment on, 78
changing light and, 68–70
diffused light and, 67–68
midday light and, 63, 65, 66
sunrise/sunset light and, 62–63, 64

R

rain
photo of children in, 232–233
protecting equipment from, 21
See also weather considerations
rainbows, 122, 123
RAW format, 26–27
RAW + JPEG setting, 26
red, emotion conveyed by, 113, 115
red ﬁlters, 175
red-eyed tree frog, 106–107
reﬂections
colors in, 110, 118
composing images with, 213
ﬁlter for removing, 16, 17
remote release, 21, 173
resolution, 41
Revell, Jeff, 33
reviewing your work, 196–200, 247
Rickman, Rick, 177
rule of thirds, 146

S

scale, 136
S-curves, 81, 86–87
secondary colors, 106, 107, 110–111
sensors, size of, 2–3
sequence of images, 24–25

shadows
layered look and, 100, 101
midday light and, 63, 65
shapes
black-and-white photography and, 159–160
composition using, 81, 82–83
shutter speed, 48–53
aperture and, 44–45, 49–53
explanation of, 48
fast vs. slow, 48–49
polarizing ﬁlter and, 17
test assignment on, 54
Vari-ND ﬁlter and, 19, 51, 52
sidelight, 73–74
signature images, 217
Silver Efex Pro software, 172
Simon, Steve, 229
Singh-Ray Vari-ND ﬁlter, 19
skies
dramatic landscapes and, 162
graduated neutral density ﬁlters for, 162, 167
slot canyons, 66
slow shutter speeds, 49
slowing down, 165
software, postprocessing, 171–172
spatial relationships, 127–148
annotated examples of, 128–131
assignments on, 148
horizon line and, 144–145
perspective and, 136–140
point of view and, 132–133
scale and, 136
subject placement and, 146–147
visual depth and, 133–135
speed
conveying a sense of, 184–185
See also motion
spirals, 210, 211
sports photography, 177–201
annotated examples of, 178–181
assignments on shooting, 201
conveying speed in, 184–185
examining images of, 197–198
exercise on adapting to, 182
image ﬁx examples, 197–200
important questions to ask in, 187–195
learning from your mistakes in, 196–200
making simple improvements to, 199–200
perspectives for composing shots in, 183–187
weather conditions and, 195–196
See also motion
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stock photography, 227
storm chasing, 162
straight lines, 89–90
studium, 215, 217, 227
subject placement, 146–147
sunrise/sunset light, 62–63, 64, 120

T

TC-14E II teleconverter, 13, 14
TC-17E II teleconverter, 13, 14
TC-20E III teleconverter, 14
Teardrop Arch, 96
teleconverters, 13–14
telephoto lenses
600mm VR, 13
layered look and, 100
teleconverters for, 13–14
zoom, 10, 11, 12
texture, 157–158
three-dimensional images, 158
tonal contrast, 156–157
trafﬁc photography exercise, 182, 201
traveling with equipment, 174
tripods
equipment recommendations, 21, 22, 173
when to use, 166, 167

U

ultra-wide lens, 10

V

Van Eyck, Jan, 210
vanishing point, 135
vantage point, 238–240
variable-neutral density ﬁlter, 19, 51, 52
Vermeer, Jan, 209
vertical lines, 89
vertical orientation, 97–100, 102, 251
“View of Delft” (Vermeer), 209
visual awareness, 201
visual depth, 133–135, 148

W

warm colors, 119–120, 121
waterfalls, 51–52, 64, 136
weather considerations
landscape photography and, 162
sports photography and, 195–196
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wheat ﬁelds, 60–61, 98, 163
white, emotion conveyed by, 114, 115, 116
white balance
choosing settings for, 169
colors and, 119–121, 124
wide-angle lenses, 10, 242, 243
wildlife
close-up portraits of, 140, 142–143
environmental compositions of, 140–142
lighting considerations for, 67, 71, 74, 76–77
Wimberely Head II, 21, 22
window light, 74–75
work ethic, 247
working the scene, 236–237, 243

Y

yellow, emotion conveyed by, 113, 115
Yellowstone National Park, 70–71, 128–129, 134
Yosemite National Park, 63, 64

Z

zoom lenses
mid-range, 10, 11
telephoto, 10, 11, 12
ultra-wide, 10

