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Artistic Escape A photographer is a bit like a wild west quick draw artist.  If 
you can’t aim, focus and shoot with the proper settings at a 
moments notice you won’t survive, especially not when your 
subject is a living, moving person.  If you want to thrive in 

the wild west of nailing that perfect shot then you’d better keep shooting, practicing, creating.  An artist is not 
created in one night and an artist working with a technical piece of equipment like a digital camera isn’t made in 

a fortnight.  But learning a few simple things will help you unlock the creative possibilities of technical equipment.

I stumbled into photography during my junior year in high school. 
Basic Photography with Mr. McGill.  The Layton High School 

photo-lab was equipped with a full functioning dark room 
with half a dozen black and white enlargers, red lights, 
chemicals, all of it in 1994.

I loved the darkroom and the film camera but I did have 
some complaints: experimentation in the chemical 
dark room was very time consuming, and the expense 
could be daunting when we had to purchase film and 
paper; hand-printing contact sheets grueling though 
I appreciated the discipline it created in what images 
I dared snap.  My biggest complaint, by far, is that 
the fixer, the chemical used to stabilize prints for 
regular light, is among the worst smelling things 
on the planet. - and guess what us photography 
students would go home smelling like?  

The next year our school was outfitted with 
a  digital photography &  design lab with the  
brand new, state of the art Adobe Photoshop 
2.5.  While it didn’t have layers, that came 

with version 3.0, it did have the amazing 
feature to undo your last change.  One undo 

is all though.  Hope you didn’t screw it up too bad!  

I was in love, and though it would take years before a decent 
digital camera became affordable I was diligently scanning my 

favorite negatives to play with in the digital darkroom.

Photography is created through a marriage of technicalities and vision. The 
goal is to have the technicalities become second-nature  to the point when you 

are on your next shoot you can focus on the task at hand, which is committing 
your vision to a memory card (or film), not fiddling with your gear while the 
sun sets and perfect shot unfolds.   
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Chapter 1: Three Essential Tools

The Eyes
You’ve had them your whole life, 
that’s what makes it so difficult 

to train yourself to see differently 
and become a hunter of moments 

and a discoverer of details.

The Camera
Technical know-how is only half the 
battle, using the camera as a tool to 

change the way you see the world is the 
next step to unleashing your creative self. 

A few simple principles go a long way.

The Digital Darkroom
The exposure is your rough draft 
and in the digital darkroom the 

rough draft is crafted into a finished 
photograph. The nature of digital 
exposure means some processing is 

expected to get the best results.

 ARE YOU READY TO TAKE 
THE WINNING SHOT?
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YOUR EYES

Seeing Through the Clutter
Wandering through Hollywood, armed with a 
camera, I noticed an overgrown tropical plant 
swirling wildly into the sidewalk.  There was decay, 
litter, boarded up windows and the evidence of 
homeless sleeping areas intermingled with the 
brilliant tropical foliage. I didn’t let the so-called 
ugliness distract me from the beauty I was seeking.  

There I was, behind the bus stop, with my face 
and camera pushed into the bushes when a 
sharply dressed man walked by with his dog and 
asked, “What on earth are you photographing?” 

I showed him the image I had just taken (to the 
right) and he gasped slightly.  Glancing once more 
at the neglected shrubbery, he shook his head 
in wonder, “I walk by here every day and have 
never noticed that.  You have a talent for seeing 
the world,” with that compliment he departed.

I believe in the 
simple truth, 
what we seek 
we find and as 
a photographer 
it’s important to 
train your eyes to 
take in whatever 
it is you want 
to capture.

Realizing that 
our eyes lie to 
us almost all of 
the time is an 
important part of 
seeing.  They do it 
for good rea-
son;  there is so 
much constant 

Eyes are designed to deceive, see what you have unseen.

visual stimulation that eyes, in conjunction with  
the processing power of the brain, slice through the 
visual clutter and give attention only to the informa-
tion we need, or the information we are seeking.

Training ourselves to see differently is a handy 
exercise for any photographer to practice.

Visual Exercise
Focus on any object nearby, look at it and notice 
how quickly your brain offers an unsaid word to 
identify the thing you see, ignore those words and 
look more closely at the objects the words repre-
sent.  See shapes, colors, textures, not labels. Make 
your visual vocabulary more vibrant by train-
ing yourself to see visually, rather than literally.

You’ll know you are adopting the “photographer’s 
eye” when life shows you continual rewards while 
hunting that perfect swath of light, the amazing 
reflection, coincidental framing or unique angles.

Visual surprises 
are hiding in 
plain sight all of 
the time, gems 
that escape ev-
eryone else’s at-
tention are what 
us photographers 
thrive on. 

In a world 
littered with 
photographs of 
virtually every-
thing there is a 
desperate need 
for people to see 
with new eyes.

Google Street View: Argyle Avenue in Hollywood California
The circle is where the images on the right were shot.

There
is beauty

all around,
when there’s

someone looking.
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YOUR CAMERA & LENS
Tools of the trade.  Use what you have, don’t wait for what you think you need.

Lens Length : Normal, Wide & Telephoto
A 50mm lens is generally considered a normal 
field-of-view on a full frame, 35mm sensor.  In 
other words the world appears at about the same 
magnification as our eyes perceive it through a 
50mm lens. Anything longer (higher mm)  would 
be a telephoto lens and anything shorter (lower 

mm) is a wide angle lens.

If you are using a camera with 
a cropped sensor then the ef-
fective focal length seen through 
the viewfinder can be calculated 
by multiplying the crop fac-
tor by the actual focal length.

Lens type : Zoom or Prime
Zoom lenses will have a range of fo-
cal lengths (like 70-200mm), prime 
lenses have a fixed focal length 
(like 50mm).  There are nuanced 
advantages and disadvantages of 
both types; zoom lenses provide 
great flexibility yet prime lenses 
are generally faster and crisper.

Lens Speed : Maximum Aperture
A larger aperture allows for the cap-
ture of more light, can paint richer 
bokeh, and allows for shallower 
depth-of-field; all very important 
creative tools which we will get into 
later. One thing to keep in mind is 
aperture numbers that are smaller 
actually denote a larger maximum 
aperture; the range of f/1.0 to 
f/2.8 is generally considered to be 
a fast lens because of their ability 
to capture lots of light quickly.

Each lens will have it’s own visual 

DSLR : Full Frame vs. Cropped Sensor
Full frame sensors allow the full viewable area of 
a lens to be utilized; whereas cropped sensors lit-
erally crop in from the edges.  If you want that 
wide-angle look in your images we highly recom-
mend a full-frame camera. Full frame cameras, 
like the Canon 5D Mark iii, have several quality 
advantages but they are also larger, 
more heavy, and more expensive.

If funds are limited we suggest 
spending the least possible on 
the camera body and invest the 
savings in good glass is slang for 
lenses) for two main reasons:

1. Digital cameras will increase 
in capability every year but lens 
technology is stable, in other words 
it might be better to wait a year 
or two for the perfect camera.

2. If you have the best camera 
with a shoddy lens the high clar-
ity of the capture will show off 
all the flaws, in perfect detail.

The lenses in my bag (pictured) 
have seen heavy, sometimes violent 
use and have still out-lasted several 
digital cameras over the years and 
they are still going strong. That said, 
most of these lenses also cost more 
than many cropped sensor DSLRs.

Lenses : All in a name
There is a simple naming scheme 
which is the focal length followed 
by the maximum aperture. Conve-
niently, this information commu-
nicates the most important details 
about a lens, it’s field-of-view and 
amount of light it can collect.

Canon 5D Mark iii
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the tools

IN MY BAG

personality and I suggest trying a lens out before 
purchasing it, whenever possible. Shoot lots of lenses 
and learn what you like, and don’t like, until you find 
one you’d like to have a long-term relationship with 
and then really spend time seeing and understand-
ing the world through its’ perspective. There are 
so many creative discoveries possible with differ-
ent lenses it’s important to use what you have long 
enough to really understand the creative potentials.

The Tools in my Bag
I’ve shot with and owned several Canons over the 
years, the first one being the EOS Elan 35mm film 
camera. Canon has a great lineup of lenses and a 
wide range of digital cameras for most any budget.

The L-series lenses from Canon, dubbed the luxury 
series, have superb quality which really shines in the 
details with less distortion and fabulous bokeh–not 
to mention they are weather sealed which means 
rainy day shoots with a weather sealed camera body, 
like the 5d mark iii, are quite safe and easy!

The L-series lenses also hold their resale value quite 
well but the Canon 85mm EF 1.8 USM is one lens 
I’ve owned that I regret selling, at less than $500 
brand new it is also a tremendous value.

For more recommendations to fit all budgets 
check out www.shootforlove.net.

Everything else being equal an image from a full frame DSLR and a cropped sensor DSLR will have a different field of view.

Shot with the Canon 5D Mark iii & Canon 16-35mm 2.8L lens
Shot at 19mm • Effective Focal Length of simulated cropped sensor is 28.5mm (1.5 x 19)
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THE DIGITAL DARKROOM
Once you click the shutter your work is only partially done. 

In the redish light of a chemical darkroom a 
single print took meticulous timing, concentra-
tion and repetition.  Experimenting with dodging 
and burning meant cutting out pieces of paper 
and holding them between the enlarger and the 
light-sensitive paper.  Montaging images was pos-
sible with paper cutouts or sandwiched negatives.  
Working in the dark using timers and tongs creat-
ing differing levels of photo manipulation and ad-
justment have been around way before computers.

In my workflow the chemicals have been replaced 
with pixels but whether you are shooting with 
film or digital they both need some processing, 
or developing, in order to visually compete with 
the richness of the images we’ve seen all of our 
lives. There is great creative value that comes from 
taking a capture and interpreting it in your own 
personal style with the tools offered in digital 
darkrooms.  I love using Adobe Lightroom and 
Adobe Photoshop as part of my processing work-
flow to do everything from simple white balance 
adjustments, dodging and burning and even 
dramatic photo manipulations and illustrations.

RAW or JPG?
RAW images contain much more information 
and allow you to pull out more highlight and 
shadow detail or even change the white balance 

after the image is taken with no quality loss.

JPGs are 
optimized 
to limit the 
file size so 
non-visible 
details are 
eliminated 
and the file is 
compressed.

RAW Editor
When using 
a RAW editor 
like Adobe 
Lightroom 
the edits 
are loss-less, 
meaning there isn’t a quality degradation with 
the adjustments you make.  This isn’t the case 
with file formats like JPG where many edits, and 
even simple re-saving, actually diminishes the 
overall quality of the image a little each time.

The drawback to using RAW is that they are 
much larger files and require some digital pro-
cessing since they are designed to be, well, 
raw, but the trade-off is well worth it in.

Retouching tools and softwaRe

Wacom Intuous Tablet (medium)Adobe Photoshop Adobe Photoshop Lightroom
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Chapter 1: Three Essential Tools

Review & Quiz

1. What are the two main types of DSLR cameras?
Hint, it has to do with sensor size.

2. The three categories of focal lengths for lenses are
standard, wide-angle and _____________.

3. The lens name is usually the focal length followed
by the maximum size of what?

4. If a 50 mm lens is attached to a Camera with a
cropped sensor with a crop factor of 1.5 then the
effective focal length would be ____________?

5. Match the name with the type of lens that it is.
___ 1. 15mm
___ 2. 50mm 1.2L
___ 3. 200mm
___ 4. 50mm-200mm

6. Which file type allows you to pull out more infor-
mation from the highlights and shadows later in the
post-processing —RAW or JPG?

7. Name a program that can be used to edit/process
RAW images.

A. Zoom Lens
B. Fast Lens
C. Wide Angle Lens
D. Telephoto Lens

Vocabulary Words 
Focal Length - Measured in millimeters, affects magni-
fication, field of view, distance compression and other 
subtle factors in how a particular lens will view the 
scene.

Effective Focal Length - For cropped sensors it is calcu-
lated by multiplying the actual focal length of the lens 
by the camera’s crop factor. 

Maximum Aperture - Indicates how large of an open-
ing a particular lens can achieve, a larger aperture will 
have a lower f / number.

Fast Lens - f/1.0 to f/2.8 is generally considered to be 
a fast lens because they allow lots of light with a quick 
shutter speed.

Telephoto - Lens length about 75mm or higher

Standard - Lens length about 40 - 70mm

Wide Angle - Lens length 40mm or less

Loss-less - RAW editors working with RAW files will 
create loss-less edits, meaning the edits do not degrade 
the original quality of the file.

Lossy - Edits, or compressions, that degrade the orig-
inal image; for instance white balance changes to a 
JPG image or even the compressions made upon sav-
ing a JPG are lossy.

3
Chapter 2: Three Settings to Master Exposure 

The Shutter
The camera’s blinking eyelid. A slow speed 

shows time as a motion blur that trails 
across the frame, while a fast enough speed 
can freeze even the quickest of moments.

The Aperture
The camera’s expanding and dilating pupil. 
Opened wide it allows light in and makes 
softer backgrounds, closed tight allows less 
light but more of the scene stays in focus.

The ISO
The sensitivity of the camera’s digital 

sensor.  A higher ISO is more sensitive 
to light but the quality of the image goes 

down as the sensitivity increases.

EXPOSURE =
SHUTTER +APERTURE+ISO

S
E
TT

IN
G

S
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About this Shot
Canon 5d Mark iii with Canon 70-200mm 2.8L
1/2000 second @ f / 2.8 ISO 125
Natural light from a window at the
Photocollective studios in Salt Lake City,
model is Julie.

THE THREE SETTINGS
Aperture, Shutter Speed and ISO

APERTURE
size of the lens opening

(measured in f-stops)

SHUTTER SPEED
time the lens remains open

(measured in seconds or
fractions of seconds)  

ISO
determines the

sensitivity of the film/sensor

EXPOSURE METER
3-steps equals 1 stop.*

(measured in stops)

*Some cameras have a different number of clicks per stop, older cameras will have 2-steps
between stops. The exposure meter pictured is from a modern digital camera. 

Is your picture too dark for your tastes?  Then it is underexposed.  Is it too 
bright?  Then it’s overexposed.  Is it just right?  Getting the correct exposure 
really is as simple as that.  The correct exposure is always subjective, accu-
rate exposure on the other hand can be measured with tools called light 
meters and histograms. If you want absolute creative control over 
your exposure then an understanding of aperture, shutter speed 
and ISO and their simple relationship with each other is a neces-
sary foundation.  Learning to read the histogram is an absolute 
must and understanding exposure modes will help you get 
the most out of the information from your in-camera light 
meter.  For now we’d like to keep it simple.

Think about how your eyeball works, when the light 
is dim your pupils expand to let more light in, 
this is like the camera’s expanding and shrinking 
aperture. If you open and close your eyes then 
the amount time they are open is like the  
shutter speed.  If your eyes are sensitive in 
low light then that is equivalent to a high 
ISO rating.

Length of time, amount of light, and 
sensitivity of the sensor all work to-
gether to create the exposure.

The in-camera light meter 
measures all this informa-
tion relative to middle 
grey and displays it in 
real time.
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SHUTTER SPEED
Length of time the lens is open

Measured in seconds, or fractions of seconds 

The Camera’s Blinking Eyelid
Simply close your eyes then open them 
for one second exactly before closing them 
again.  Voila, your eyelid just simulated 
a shutter speed of one second, or as your 
camera would display it - 1”.  Except a 
shutter speed of one second might be 
a bit long, especially without a tripod, 
which is why we usually talk about shut-
ter speeds in tenths,  hundredths or even 
thousandths of a second.  The longer the 
shutter is open the more light is let in but 
the amount of light isn’t the only thing to 
keep in mind as the speed of the shutter 
also determines how motion is captured.

Motion and Shutter Speed
A fast shutter speed can freeze falling water 
in mid-air while a slower shutter speed 
will capture white trails of fluid motion. 

Not all motion comes from the subject 
though, the photographer can capture 
motion blur in more than one way; for 
instance the unconscious shakes and bumps 
from our hands can blur otherwise sharp 
details if you’re not careful.  A little trick to 
keep your images free from hand shake is 
to make sure your shutter speed is always 
equal to, or faster than, the length of the lens 
in a fraction over 1.  For instance if you’re 

shooting at 50mm lens then that means a 
shutter speed 1/50th of a second or faster is 
best.  Also, shoot like you’re a sniper, hold 
still, breathe, and press the trigger gently.

Shutter Basics
Shutter speeds are always displayed as a 
whole number which represents a frac-
tion of a full second, for instance a 
shutter speed of  125 equals  1/125th 
of a second. In that way a higher num-
ber represents a faster shutter speed.

Very slow shutter speeds will have quote 
symbols appear alongside them.

The maximum and minimum shutter 
speed is determined by your camera.

Faster Shutter Speed (less light) | Slower Shutter Speed (more light) 

(...)  160    125   100   80    60   50   40    30   25   20    15   13   10    8   6   5    4    “3   “4    “5   “6   “8    1”  (...)

About this Shot
Canon 5d Mark iii with Canon 50mm 1.2L

1/500 second @ f / 2.8 ISO 500
Natural light from a collapsed roof, models are Hannah & Julie.
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APERTURE
Determines the size of the lens opening

measured in f / stops 

The Camera’s Dilating Pupil
The human eye is an amazing biological 
machine, in bright light the pupils dilate 
to let in less light, when the lights dim the 
pupil expands. The aperture on your cam-
era’s lens works in the same way. Though the 
amount of light isn’t the only thing affected 
by the size of an aperture; much like squint-
ing eyes, the smaller the aperture the more 
of the scene stays in focus.  The parts of 
the scene that are within the area of focus 
are said to be within the depth of field.

Depth of Field and Aperture
I love shooting nearly wide open, which in 
photographer’s jargon means opening the 
aperture wider. It’s the wide open aperture 
that allows selective focus on your subject 
while everything else deliciously blurs like a 
painting by Monet.  Yet sometimes I need 
everything in focus, in which case dial-
ing the aperture down (smaller aperture) 
would give a much broader depth of field.

The depth of field isn’t solely determined 
by the size of the aperture, distance from 
subject also plays a part, but to keep it 
simple understand that squinting helps us 
focus better in the same way ‘dialing down’ 
the aperture creates a larger depth of field.

Aperture Basics
Aperture values are measured as a mathemati-
cal function called an f /stop. The larger the 
aperture number the smaller the opening in 
the lens, thus f /16 is a small aperture while 
f /1.2 is quite large.  Your lens determines 
the maximum aperture available and since 
larger apertures require more precision they 
are generally a bit more expensive. Since 
the large apertures can let in more light, in 
less time, we refer to them as fast lenses. 

If you shoot indoor events or if you shoot out-
side near dusk when ambient light gets scarce 
then a fast lens in your arsenal is a must.  Not 
everyone agrees on what makes a fast lens 
but a f / stop of 2.0 or less is about right. 

Smaller Aperture (less light) | Larger Aperture (more light) 

f /   16    14   13   11    10   9.0    8.0    7.1   6.3    5.6    5.0   4.5    4.0    3.5   3.2    2.8    2.5   2.2    2.0    1.8   1.6    1.4

About this Shot
Canon 5d Mark iii with Canon 50mm 1.2L

1/60 second @ f / 1.8 ISO 1000
Natural, fading light from the setting sun.
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ISO RATING
Determines the sensor or film’s sensitivity to light

Higher sensitivity means more grain

Slower ISO (less sensitive) | Faster ISO (more sensitive)

Sensitivity to Light
ISO rating is different from aperture and shut-
ter in that it’s not a mechanical process that 
lets in more, or less, light but instead a sensi-
tivity rating. Some people, or animals, have 
better vision in low light than others which 
is similar to a faster ISO which will record 
more information in less light than a slower 
ISO.  It really is as simple as that, a fast ISO 
can allow you to shoot in much lower light, 
though it must be said that higher sensitivity 
always comes at an expense of image clarity.

Digital Noise and ISO
Every step up in ISO that you make adds 
some amount of digital noise; while digi-
tal cameras are getting better and better 
at higher ISOs I’ve never seen a camera 
whose advertised maximum ISO cre-
ated anything but a useless image.

Maximum ISO is determined by your 
camera, and you’ll have to test it yourself, 
or do some online searches, to determine 
what the highest usable ISO on the your 
camera is. For my camera, I know that in 
dim light I can get acceptable results at 
ISO 1600, though there is some digital 
noise I can use Lightroom to smooth it 
out, at ISOs higher than that I know qual-
ity loss starts happening faster and faster.

ISO Basics
The maximum and minimum ISO 
is determined by your digital cam-
era; if you are using a film camera the 
ISO is determined by your film.

When you buy film the available ISO rat-
ings are typically 100, 200, 400, 800, 1600... 
each step up in ISO doubles the amount of 
sensitivity.  If the digital camera kept to the 
film standard the only available ISOs would 
be multiples of 100’s yet digital cameras add 
steps in between which allows a bit more 
flexibility in dialing your exposure in.  

When given the choice I try to keep my 
ISO at 100 to 200 and set my other set-
tings accordingly, but when in need I can 
push up to 1600 and get a usable image.

100   125   160   200   250   320   400   500   640   800   1000   1250   1600   2000  2500   3200

About this Shot
Canon 5d Mark iii with Canon 50mm 1.2L

1/40 second @ f / 2.8 ISO 1600
Ambient window light from city streets, shot at the

Photocollective Studios in Salt Lake City, model is Jenica.
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APERTURE

One Stop

100   125   160   200   250   320   400   500   640   800   1000   1250   1600   2000  2500   3200

SHUTTER SPEED
Measured in fractions

of a second where
60 = 1/60 second
“5 = half second
1” = one second

ISO
The max/min ISO 

is determined by
your camera.

less exposure (darker) | more exposure (brighter)

THE ONE-STOP SYSTEM
Measuring Light

Fast Lens
High maximum aperture lenses 

are considered “fast” because 
they open up wider allowing 
faster shutter speeds in lower 

light... making them work better 
for capturing “fast” motion or 

low light without a tripod.

Hand Shake Danger!
The shutter speed should be at 
least the same (or faster) than 
the length of the lens; in this 
case, with a 50mm lens, the 
shutter speed should equal or 
be faster than 1/50th second.

f /   16    14   13   11    10   9.0    8.0    7.1   6.3    5.6    5.0   4.5    4.0    3.5   3.2    2.8    2.5   2.2    2.0    1.8   1.6    1.4

One Stop

sharper foreground/background | softer foreground/background

6000  ...  250  200  160   125  100  80   60  50  40   30  25  20   15  13  10   8  6  5   4   “3  “4   “5  “6  “8   1”  ...  30”

One Stop

faster speed freezes action | slower speed allows motion blur 

Grain danger zone!
High ISO settings will increase 

the amount of grain/digital 
noise.  Every camera is different 
and new digital cameras are im-
proving clarity of high ISOs all 
the time. Digital noise can also 
be smoothed in post-processing.

The amount of light processed by 
the digital sensor is measured in 
“stops.” The tri-settings for aperture, 
shutter and ISO are all designed 
to increase, or decrease, exposure 
in increments of 1/3 stops (pictured 
below), though some older cam-
eras use increments of half-stops.

Plus one-stop always doubles the 
light, minus one-stop halves the light. 
The tri-settings all work within the 
stop system in a very simple way; if 
you want to increase the exposure 
by one full stop simply increase 
any combination of the ISO, Shut-
ter or Aperture by three clicks.

A one-stop increase in aperture 
combined with a one-stop decrease 
in the shutter speed will create an 
exposure that is the same, though 
the final image might appear quite 
different because the settings do 
affect how the light is recorded as 
discussed in the previous pages.

Large numbers represent full stops, smaller numbers represent 1/3 stop.

f / =  focal length

diameteR of
the entRance pupil

About this Shot
Canon 5d Mark iii with Canon 50mm 1.2L

1/100 second @ f / 1.8 ISO 100
Backlight is a bay of south facing windows shot 

through hanging drapes, model is Paige.
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Chapter 2: Three Settings to Master Exposure

Review & Quiz

1. If your image appears too dark for your tastes then 
it is over or under exposed?

2. The part of the lens that opens and closes to a 
certain size, like the pupil of your eye, is called what?

3. To help avoid blurred images from a hand-held 
camera with a 200mm lens you should use a shutter 
speed of 1/________ or faster.

4.  Which of these aperture settings will allow more 
of the scene to stay in focus with a larger depth of 
field? 

f/ 2.8   -or-    f/ 8.0

5. Which one of these lenses would be considered a 
faster lens?
Canon 50mm 1.2L   -or-   Canon 70-200mm 2.8L?

6. What is the trade-off for using a higher 
ISO as opposed to a lower one?

7. Each stop increase or decrease ei-
ther ___________ or halves the amount 
of light processed by the camera.

Vocabulary
Aperture - Size of the lens opening.

Shutter Speed - Length of time the lens is open.

ISO - Determines the sensitivity of the sensor.

Depth of Field - The amount of the scene in focus de-
termined by aperture and distance to the subject.

Digital Noise - Film with a high ISO will have visible 
artifacts called grain, digital shots with a high ISO will 
show artifacts called digital noise.

Stop - The amount of light processed by the digital 
sensor is measured in “stops.”

Chapter 3: Advanced Basics

A simple walk through of some 
advanced basic functions that 
will come in handy the next 
time you are responsible for 
creating something magic!

focus zonesystem

camera modes
LIGHT METER& HI
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FINDING YOUR FOCUS
Without proper focus your exposure is shot.

Three Main Ways to Focus
Manual Focus: Assuming you have sharp vi-
sion and quick hands, or are using a tri-
pod with a still subject, then manual focus 
is the go-to mode for precise control.

Continuous Auto Focus: (AI Servo Canon) Great 
for moving subjects because as long as you are 
pressing the shutter release half-way the camera 
continually focuses as the subject or camera moves.

One Shot Auto Focus: Pressing the shut-
ter halfway focuses and holding the shutter 
will hold that point of focus no matter what 
happens.  To refocus simply release the shut-
ter and press the shutter half way again.

Adjusting the Focus Point
By default the auto-focus is calculated for the 
center of the frame but what if your subject, or 
the eyes of your subject, are off-center?  Don’t 
focus and recompose, use this feature to move 
the auto-focus point away from the center.

pRecise focusing technique
Works with the Canon 5d mark iii and many other DSLRs with a video mode

1. Using a tripod, compose your  shot, set the 
exposure and switch to manual focus.

2. Briefly switch to video mode, and using the 
zoom button (on the back of the camera, not 
the lens) magnify the subject up to 10 times.

3. Dial in the focus to precision on the magni-
fied LED screen, instead of in the viewfinder.

4. Switch back to camera mode and if the 
subject, or the camera, doesn’t shift then the 
focus will be sharp as a tack.

THE ZONE SYSTEM
Nine zones to rule them all

The Zone System in Digital Photography
The zone system was developed by Ansel 
Adams for exposing, developing and print-
ing negatives over fifty years ago but many of 
the principles still apply in the digital age.

There are nine zones and each step in the 
zone system represents a doubling, or halv-
ing, the amount of the light reflected from 
the subject; in other words, each step in the 
zone system is about one full stop of light.

A well exposed image will have each zone rep-
resented. To accomplish this goal Ansel Ad-
ams taught to expose for the shadows and 
develop for the highlights–great advice for 
the film photographer but the digital pho-
tographer should do the opposite, make 
sure the highlights are not over exposed.

Exposing for Middle Gray
How to expose for middle gray?  Since your 
camera isn’t necessarily aware of the actual tones of 
your subject the in-camera light meter is designed 
to think it’s looking at middle grey all the time.  In 
other words, if you point the camera at snow in 
shade (zone 8) the in-camera light meter would 
want to under-expose the snow by three stops 
to render it as middle gray. This would result in 
an underexposed shot. The best way is to use an 
actual middle gray card to set your exposure.

Also called an 18% gray card they are available 
from your favorite photography supply store. After 
that it’s easy, simply fill your frame with the gray 
card and adjust your settings so the light meter 
falls exactly in the center. (see page 22 & 28 for 
more details about the in-camera light meter)

Zone 1
First step above 
complete black 
in the print. 

Slight tonality,
no texture. 
(Zone 0 is 

complete black)

Zone 2
First sugges-

tion of texture. 
Deep tonalities, 
representing the 
darkest part of 
the image in 

which some de-
tail is required.

Zone 3
Average dark 

materials. Low 
values show-
ing adequate 

texture.

Zone 4
Average dark 
foliage. Dark 
stone. Land-
scape shadow. 
Recommended 
shadow value 
for portraits 
in sunlight.

Zone 5
Clear north sky. 

Dark skin.
Gray stone.

Average  
weathered 

wood. Middle 
gray (18% 
reflectance).

Zone 6
Average 

Caucasian 
skin value. 
Light stone. 
Shadows in 

snow in sunlit 
snowscapes.

Zone 7
Very light skin. 

Light gray 
objects. Average 
snow with acute 

side lighting.

Zone 8
Whites with 
textures and 

delicate values 
(not blank 

whites). Snow 
in full shade. 
Highlights on 

Caucasian skin.

Zone 9
Glaring white 
surfaces. Snow 
in flat sunlight. 
White without 
texture. (The 
only subjects 
higher than 

Zone 9 would 
be light sources.)

Ansel Adams’ description of each zone (geared towards black and white printing)
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Light Meter Basics
All things remaining equal each click 

of any of the tri-settings (aperture, 
shutter or ISO) will move the light meter 

indicator one spot to the left or right. If 
the indicator is in the center (as pictured to 

the left) then the settings will result in an image 
that averages at middle grey; an accurate expo-

sure, but accurate is not the same thing as correct!

In manual mode, if you were looking at a dark object 
in the viewfinder and then point at a light object the 
indicator will move to the right. This is because the 
meter measures everything relative to middle gray, the 
trouble is that not everything is supposed to be middle 
gray–take snow or a crow for instance.  This is where 
the photographer’s brain and experience comes in.
 
Metering Modes for auto Exposure
The metering mode that you select deter-
mines which part of the viewfinder is used 
to make the light measurements from.

Evaluative Metering - Default 
setting which evaluates 
the entire scene, great 

for evenly lit portraits.

Partial Metering - Evaluates 
a centered mass, great 
when the background 

is brighter than the subject. 
Spot Metering - For metering a 

centered spot only, great 
for advanced users measur-

ing a specific spot like a grey card.

Center Weighted Average -
Brightness is metered 
at the center and 

averaged for the entire scene.

Look through your viewfinder and watch the in-cam-
era light meter change as you point your camera 

at different objects. In conjunction with the 
exposure modes, the light meter detects 

the values across a certain portion 
of the frame and in real-time 

shows us how close the aver-
age of those values is to 

middle grey.

LIGHT METER
The one inside your camera

One Stop

under exposed |       | over exposed

light meter indicator

Red overlay indicates the metered area for each mode, Canon 5d mark iii.

1/3 Stop

CAMERA MODES
The light meter changes from indicator to decision maker based on the camera mode.

M

AV

TV

P

Overview
Manual Mode: The tri-settings are set by the 
photographer.  If the ambient light changes (say 
the sun goes behind a cloud or the photographer 
moves from inside to outside) the light meter will 
change, while the settings remain unchanged.

Aperture Priority Mode: The aperture is 
set by the photographer while the shut-
ter changes automatically to compensate so 
that the light meter indicator stays the same. 

Shutter Priority Mode: Shutter speed is set 
and the light meter indicator remains fixed, 
in changing light the aperture will adjust to 
compensate. Usually ISO is set manually.

Programed Automatic Mode: You choose 
the ISO and use the light meter for ex-
posure compensation and the camera 
will choose the shutter and aperture.

Exposure Compensation
In manual mode the settings, alongside ambient 
light, determine where the light meter indica-
tor falls but in every other mode the photogra-
pher can determine where, within the four-stops 
on the meter, the indicator should remain.

This is called the exposure compensation and 
is vital for utilizing the flexibility of semi-
automatic modes but maintaining an abil-
ity to control the exposure to your tastes.

There are times where extreme lighting conditions 
make it impossible for the camera to compensate 
enough, when this happens the setting at it’s outer 
limit as the light meter indicator begins to move.

On mothers and light meters;
it’s wise to pay attention,

but sometimes you still need to
go your own way.

The bright sky filling this 
frame led the light meter 
to indicate that the im-
age was over exposed, 
yet I as the photographer 
feel like the light is per-
fect for the subject.

In other words, this same 
shot in automatic mode 
with no exposure compen-
sation would have turned 
out much darker.  The sky 
closer to middle grey and the 
subject closer to a silhouette. 



32 33

HISTOGRAM
Understanding the

Histogram Basics
The histogram is a simple line graph that 
takes all the tones in the image and dis-
plays their distribution from darks (on 
the left) to whites (on the right).

By looking at the highest point of the his-
togram one can tell the overall brightness of 
the exposure. If the peak is near the center 
then the exposure has most of the data near 
middle gray, which is a balanced exposure.

If the peak is to the left of center then we 
know the image has more darks than whites, 
a low key image. Alternatively if the high-
est peak is right of center then we know it 
is a brightly lit scene or a high key image.

The histogram is also useful for keeping tabs 
on any clipping of the shadows or highlights. 
Clipping occurs when the exposure cre-
ates pure white with no highlight detail or 
pure black with no shadow detail.  If there 
is a tall line on either side of the histogram 
edges then you know clipping is occurring.

Checking Your Exposure
If you are tempted to check the exposure of 
your image simply by looking at the preview 
on the back of your camera then let me talk 
you out of it right now. The preview screen 
can be affected by ambient light, the bright-
ness setting of the LCD, reflection and 
glare among other factors; this creates an 

image that  simply isn’t accurate.  Instead, 
by hitting the “info” button, while preview-
ing the images on most cameras, you can 
see the histogram alongside the image.

By checking the histogram you will be able 
to get a precise reading of exactly where 
your exposure is.  It’s worth noting that if 
your histogram is too far to the left or to 
the right you can shift the histogram one 
full bar in either direction by increasing 
or decreasing one stop in your settings.

The histogram is also available in most every 
version of photo retouching software and 
is an invaluable tool in understanding the 
information contained within your image.

One Stop
Tonal Range Peak

No Clipping

A Nice Even Histogram Example
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WhiBal G7 White 
Balance Pocket Card 

WHITE
BALANCE
Understanding the

White Balance Basics
Not all light is created equal and rarely is light pure 
white. Photographers have been dealing with balanc-
ing the color of light since the days of film photog-
raphy using color filters, gels and special film.

Today a digital photographer can change the white 
balance with the click of a button, or in the digital 
darkroom (recommend shooting RAW image qual-
ity). If you are not shooting in RAW or if you have no 
plans to correct the white balance in post then setting 
the white balance accurately in-camera is imperative.

Measuring Color Temperature
The color temperature of a light source is measured in 
Kelvin, higher temperatures (over 5,000K) are considered 
cool while lower temperatures (3,000K or less) are a 
warmer yellow or red in color.  If you know the Kelvin 
temperature of your light source you can dial it in. Camera 
manufacturers have also created handy presets that 
compensate for the most common lighting situations.

If you don’t know the kelvin temperature, or if there are 
many different temperatures mixing together, the most 
convenient way to set the white balance that I have 
found is to use a “neutral gray” card in a test shot.  Not 
a middle gray card, mind you, a neutral gray card.

Using a neutral gray card as a reference, col-
or casts can be identified and corrected. See 
the insert to the right for instructions.

using a neutRal gRay caRd

& custom white Balance

In the DIgItal Darkroom
Step 1: Shoot in RAW Mode.
Step 2: Include the Whibal card in a any 
shot, make sure you can see it clearly.
Step 3: Using the Adobe Lightroom 
Develop module use the eye-dropper 
tool and click the gray card.  Done.
Step 4: Synchronize the white balance 
settings across the entire shoot.

Custom WhIte BalanCe
Step 1: Set White Balance to 
the custom symbol (see left)
Step 2: Fill the entire frame with the 

gray card and take a well exposed picture.
Step 3: In the Camera Menu find ‘Custom 
White Balance.’ Select it and set it to the 
picture of the whibal card you just took.  
Done: white balance will be accurate 
until the lighting conditions change.

5,200K7,000K 4,000K5,900K 3,200K6,000K

white Balance pRe-sets measuRed in kelvin
Canon 5d mark iii
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FREEZING
THE ACTION

WITH A FAST SHUTTER

Dragging the shutter can cre-
ate trails of flowing water,
a faster shutter can freeze

the action.
How fast is your scene? 

Not all motion is created equal, take this 
image, notice her flying hair is almost 
sharp yet raindrops can be spotted blur-
ring down all around her.  By timing the 
click of the shutter I captured her hair just 
as it stopped moving one direction and 
started in the other, yet the 1/500th of a 
second shutter was slow enough to capture 
the motion of falling drops around her.

You may notice that in the stormy light I 
had to use a relatively fast ISO (640) and 
wide aperture to speed the shutter up fast 
enough to get this shot, all while Julie and I 
were getting soaked in the rain.  It’s always 
best to know what you want and how 
to get it so that under hostile conditions 
like these you can shoot what you need 
and then find shelter as fast as possible!

f /   16    14   13   11    10   9.0    8.0    7.1   6.3    5.6    5.0   4.5    4.0    3.5   3.2    2.8    2.5   2.2    2.0    1.8   1.6    1.4   1.2

500  400  320  250  200  160   125  100  80   60   50  40   30  25  20   15  13  10   8  6  5   4500
100   125   160   200   250   320   400   500   640   800   1000   1250   1600640

1.8

1/400 second
Catching the model at the 
height of her jump  means she 
was still for a fraction of a sec-
ond.  This stillness allowed a 
slightly slower shutter speed to 

“freeze” the moment.

1/8000 second

Even in daylight I had to use 
a wide aperture to compensate 
for this very fast shutter speed. 
With such narrow depth of field 
and quick moving subject the 
auto-focus wasn’t fast enough 
so I had to manually focus on 
where the bubbles would be 
blown in order to capture this 

dog’s lightning fast bite. 

CONTINUOUS SHOOTING
aka - burst mode

Turn your shutter into 
fully automatic mode and 
just hold the shutter to 
capture that impossible 
moment. Used in both 

these images.



38 39

Chapter 3: Digital Camera Basics Review & Quiz

Review & Quiz

1. What type of auto focus would you use for a sub-
ject that was continuously moving?
 

2. What is the system created by Ansel Adams to 
measure the tonal range of any given print?

3.  The in-camera light meter detects the brightness 
of the scene combined with the settings and com-
pares it to what?

A) Middle Grey      B)   Zone 1     C) Neutral Grey

4. What is the name of the line-graph, available on 
most cameras during an image preview, that shows 
the distribution of dark, neutral and light tones?

5.  A higher Kelvin temperature of light would be 
warmer (yellow) or cooler (blue) in color?

6.  In a scene with a lot of speed what camera mode 
lets you take a burst of shots right in a row while 
holding down the shutter?

Vocabulary
Focus Point - the part of the frame the camera will 
auto-focus on when the shutter is pressed half-way.

Middle Grey - The zone that is halfway between full 
black and bright white.

In-Camera Light Meter - The indicator in your view-
finder that lets you know how the scene measures up 
relative to middle grey.

Metering Mode - Determines the portion of the view-
finder used by the light meter to evaluate the scene.

Camera Mode - Manual mode, shutter priority (TV), 
aperture priority (AV), and programmed automatic 
mode (P) are some of the common camera modes.

Histogram - The line graph that displays the distribu-
tion of tonal ranges in any given image.

Kelvin - The color temperature of light is measured in 
Kelvins, higher temperatures have a cooler color and 
lower temperatures are a warmer yellow/red.

White Balance - You can neutralize, or change the 
color of light in your image by adjusting the white 
balance, either in-camera or in post-processing.

As the photographer you are master 
of the frame. What you include, or 
don’t include within the four walls 

can make or break an image.

What follows isn’t so much instruction, 
it’s more inspiration. An idea book 
of different ways to view the world 
through the lens and compose what 

you see within the four borders.

Chapter 4: Creative Framing and Composition
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FOREGROUND
Strong foregrounds bring depth to your image.

Finding a Foreground
A photograph is only two dimensions, meaning it’s a completely flat picture of a three 
dimensional world, yet seeking out angles and alternate points-of-view that include ele-
ments in the foreground can add visual depth and intrigue to your images.  Take the time 
while shooting to discover and use foreground elements to your advantage.
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BACKGROUND
Stunning backgrounds bring impact to your image

Scouting and discovering locations with visually stun-
ning backgrounds isn’t a requirement to create compel-
ling imagery, yet it can definitely help add variety and a 
bit of intrigue to your portfolio.

Stunning backgrounds can be found anywhere from 
back alleys in the city to majestic scenery in the coun-
tryside.  Something beautiful, filthy, rotting and smelly 
can make for an amazing backdrop just as easily as 
misty clouds, rainbows and mountains.  Experiment 
with keeping the backdrop crisp with a high aperture 
or blurry with a low aperture.  Backgrounds with colors, 
shapes, wildlife, stunning landscapes or urban decay are 
some of my  favorite locations to shoot in.
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RULE OF THIRDS
Divide the image by thirds

It’s tempting to place the subject of your image right along the dead center of the frame, however, 
if you divide the frame by thirds (horizontally and vertically) and arrange  the subject along those 
imaginary lines you will create a much more dynamic composition.  Even better is to place the 
main point of interest at one of the intersections of the two lines.

If your image contains a horizon line then it’s generally better to place it near the top, or near the 
bottom, of the image along the thirds rather than putting it in the center, this allows you to show-
case more of the ground, or more of the sky, depending on which is more important to the subject.

THE GOLDEN SPIRAL
Otherwise known as the Fibonacci spiral

The middle ages didn’t have photogra-
phers but they did have brilliant math-
ematicians; Leonardo of Pisa was born in 
1175, about 200 years before the more fa-
mous Leonardo da Vinci and about 800 
years before the most famous Leonardo 
Dicaprio.

These days Leonardo of Pisa is better 
known as Fibonacci, he is the author of 
many books on mathematics including 
one book called Liber Abaci where he 
poses the question, How many Pairs of 
Rabbits Are Created by One Pair in 
One Year.  The answer to that simple 
question is arrived at by a sequence of 
numbers:

1 1 2 3 5 8 13 21 34 ...
This sequence is continued into infinity, 
one can always find the next number by 
adding the last two numbers together.  Fi-
bonacci learned of this sequence by study-
ing older Indian mathematics, though to-
day we named the entire sequence after 
this mathematician.

The Golden or Fibonacci spiral increases 
size as it continues outward based on the 
same principle as the Fibonacci sequence. 
The small squares in the origin of the spi-
ral are combined to create the size of the 
next square, so on and so on.

This ratio of growth is visible all through-
out nature from pinecones to pineapples, 

from sun flowers to spiral galaxies 
and the beauty of the golden 

spiral can galactic impact 
to your images. 
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USING NEGATIVE SPACE
Placing the subject against large open spaces can create a sense of wonder.
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SYMMETRY
Balancing the frame creates powerful subjects

ASYMMETRY
Absence of balance creates power too
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PERSPECTIVE
Converging lines create great eye movement

FRAME WITHIN A FRAME 
Finding natural ways to frame subjects within the scene creates visual impact
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GET DOWN LOW
Things look different when you look closer

STAND UP HIGH
Things look different when you look closer
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ROTATE THE CAMERA
Mix up vertical shots with horizontal shots

GO SQUARE
Not everything needs to be a rectangle
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Chapter 4: Composing the Frame

Shoot ing  As s ignment

Adventure Time Homework
Find a subject, any subject, whether it be a piece of 

Architecture, a location, a model, or a still life and 

make a variety of photographs exploring:

Foreground / Background

Rule of Thirds / Golden Spiral

Symmetry / Asymmetry

Using Perspective

Framing Subjects

Get down Low / Get Up High

Rotate the Camera

Square Compositions

Chapter 5: Using the Settings to See differently

See the World as the Camera Sees It
The settings, the focus, the sensor and the lens all affect how the im-
age is rendered in the final exposure, there are many ways to use your 

camera to see the world in a uniquely photographic way.

Take bokeh for instance, a mechanical lens like the one on your cam-
era renders out of focus light differently than a human eye does.  Tiny 

specks of light in the distance can transform into brilliant orbs.

In this chapter we share creative concepts, with photographic exam-
ples, that you can experiment with in your own photography.
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BOKEH
Out-of-focus points of light as rendered by the lens

The type and quality of bokeh is largely dependent on the type 
and quality of lens you are shooting. A large aperture is works 
best so the faster your lens (smaller number of f / stop) the bet-
ter results you’ll see.  Small points of light outside the plane of 
focus, like city lights in the distance or small openings in foliage, 
work our fabulously. 
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When shooting 
landscapes a small 
aperture is a great way to keep both the 
mountains and the wildflowers in focus, 
f /11 is not the smallest aperture avail-
able but it was enough to keep both 
the foreground and background crisp. 

Getting this shot 
meant hiking many 

miles in the middle of the night and I 
didn’t want to haul a tripod so I set the 
shutter speed to 1/100th of a second to 
keep my shivering and shaking hands 
from blurring the distant mountains.

Depth of field is the distance
between the nearest object in focus 

and furthest object in focus.

INFINITE DEPTH OF FIELD
Using  a small aperture

About this Shot
Canon 5d Mark iii  with Canon 16-35mm f/2.8L @ 16mm

1/100 second @ f / 11 ISO 320
Sunrise in the Utah Rocky Mountains.

f / 8.0

Two stops away from the smallest 
aperture, along with a subject about 
ten feet away from the camera, cre-
ates a depth of field large enough to 
keep in the clouds and trees in the 

distance sharp and detailed.

About this Shot
Canon 5d Mark iii  with Canon 16-35mm f/2.8L @ 16mm

1/100 second @ f / 11 ISO 320
Sunrise in the Utah Rocky Mountains.



62 63

f/1.6

When the subject is closer to the 
camera then the depth-of-field is 
even more shallow.  A large ap-
erture and close distance  (shot 
at 50mm) means the depth of 
field for this portrait is about the 
length of an eyelash, rendering 
a very soft image with just the 

edges of her features in focus. 

SHALLOW
DEPTH OF FIELD

Using a large aperture
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SELECTIVE FOCUS
Focus on something unexpected for a unique shot

The typical advice is set your cameras focus on the eyes of your mod-
el, yet there are an infinite number of ways to see the scene at hand 
and shifting the focus onto unexpected parts of your composition 
can add a lot of creativity and intrigue to your photo shoots. 
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SHOWING THE MOTION
With a Slower Shutter Speed

f /   16    14   13   11    10   9.0    8.0    7.1   6.3    5.6    5.0   4.5    4.0    3.5   3.2    2.8    2.5   2.2    2.0    1.8   1.6    1.4   1.2

500  400  320  250  200  160   125  100  80   60   50  40   30  25  20   15  13  10   8  6  5   4
100   125   160   200   250   320   400   500   640   800   1000   1250   1600

125
4.5

100

FREEZING 
THE MOTION

With a Fast Shutter
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SILHOUETTES
Expose for a brighter background

A darker subject placed against a brighter background becomes a silhouette when the 
exposure is balanced for the background, leaving the foreground a much darker shape.  
These same scenes could have been exposed for the foreground, which would show detail 
within the shadows, yet the background details would be eliminated into pure, bright 
white.
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NIGHT VISION
Slow shutter, wide open aperture, and high ISO

As digital cameras get better and better quality at higher ISOs we 
are entering the point in time when cameras can actually pick up 
more details at night than our eyes can, while not technically “night 
vision” the quality of light at night can add an other-wordly appeal 
to your photography.
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LOW KEY
Using mostly dark tones creates a dramatic look and feel

Limiting the total amount of light while capturing just enough to il-
luminate key details is the mark of a great low key image.  Instead of 
avoiding dark shadows they become the driving force of the drama with-
in the composition.
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HIGH KEY
Lots of light, well lit subjects and overall quite bright

Bright images have a certain exuberance to them, and high key images tend to be 
low contrast, yet the best of the high key images still contain details within the 
highlights (like snow) along with shades within the darkest parts of the zone sys-
tem. A blown out image removes all highlight detail, high key is the perfect pitch.
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GRAIN AS STYLE
High ISO, or digital noise, can be used to create visual texture

Digital noise occurs at higher ISO ratings  in the same way grain becomes visible 
in films rated high in ISO, say 800 and above. As digital technology improves, 
along with film, both grain and digital noise are on the verge of extinction, yet 
there will always be a place in my heart for the texture within the chaos. 
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WHITE BALANCE
The color of light changes naturally, or with a camera setting

From the warm oranges of sunrise, to the beautiful blues of twilight, 
whether shooting with a tungsten bulb or a daylight balanced strobe 
adjusting your color balance within the camera settings, or in post-
processing, can make a dramatic difference in how your image feels. 
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Chapter 5: Using the Settings to See differently

Shoot ing  As s ignment

Adventure Time Homework
Find a subject, any subject, whether it be a piece of 

Architecture, a location, a model, or a still life and 

make a variety of photographs exploring:

Bokeh

Infinite Depth of Field

Shallow Depth of Field

Selective Focus

Showing the Motion / Freezing the Motion

Silhouettes

High Key / Low Key

Bonus:

Night Vision

White Balance

Shooting Wide Open

Chapter 6: Training Your Eyes to See Differently

Train your Eyes to See Differently
Our eyes have grown lazy over the years. Seeing the world in a new 

way means noticing details we literally glance over, it means finding a 
way to look at the world in a unique way.

Paying closer attention to colors, shapes, textures, lines are only the 
beginning, noticing details hidden in reflections, or viewing the scene 
from different points of view will deliver more originality and variety 

to your shooting.
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VERTICAL LINES
Stability and balance with slight feeling of teetering.
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HORIZONTAL LINES
Create a feeling of peacefulness and tranquility
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DIAGONAL LINES
Create a feeling of movement and energy with strong diagonal lines
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SWIRLING & GUIDING LINES
Find lines that point to and emphasize the subject.
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RECTANGLES & SQUARES
Lines create shapes which create spaces, and spaces hold interest
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ROUND SHAPES
There is a certain amount of completeness to a circle. 
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TRIANGLES
The most stable of shapes, there is a reason bridges are made of triangles
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BALANCED LINES & SHAPES
Some compositions can rhyme with similar lines and shapes throughout the frame.
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DISCOVER REFLECTIONS
Notice reflections and you’ll start seeing them everywhere.
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SHOOTING THROUGH
Use translucent drapes, reflective glass, sunglasses or plastic bottles.
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SHADOWS
AS SUBJECTS
The absent of light can be just as fascinating
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STEP BACK
Look at the big picture with a wider angle.
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MICRO VISION
Pay attention to the details and find a different world.
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LEAVE ROOM FOR SURPRISES
Things look different when you look closer
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Chapter 6: Training Your Eyes to See Differently

Shoot ing  As s ignment

Adventure Time Homework
Find a subject, or multiple subjects, whether it be a piece of 

Architecture, a location, a model, or a still life... 

make a variety of photographs exploring:

Horizontal / Vertical / Diagonal Lines

Swirling and Guiding Lines

Rectangles and Squares

Rounded Shapes

Triangles

Discovering Reflections

Shooting Through

Shadows as Subjects

Step back / Micro vision

Introduction to the Digital Darkroom

Coming Soon

For More Photography Inspiration & Education visit

www.shootforlove.com

and join the DO FOR LOVE CLUB


