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THE AUTHOR

Richard I'’Anson is a freelance photographer who has built a career on his twin passions for travel and
photography. Over the past 34 years he has travelled the world amassing a substantial and compelling
collection of images of people and places in more than 90 countries on all seven continents.

Richard received his first camera as a gift from his parents when he was 16 and has been infatuated with
photography ever since. After studying photography, film and television for two years at Rusden State College
in Melbourne, he worked in a camera store and minilab before going freelance in 1982.

His work is published worldwide in books, magazines, newspapers, brochures, calendars, posters, cards
and websites. He has published numerous books: Chasing Rickshaws (1998) and Rice Trails (2004), both
collaborations with Lonely Planet co-founder Tony Wheeler; Lonely Planet’s Guide to Travel Photography (2000,
2004, 2009 and 2012 editions); Urban Travel Photography (2006); Lonely Planet’s Best Ever Photography Tips
(2013); and the large-format pictorials Australia: 42 Great Landscape Experiences (2006), Nepal: Kathmandu
Valley, Chitwan, Annapurna, Mustang, Everest (2007) and India: Essential Encounters (2010).

Richard is a Master of Photography with the Australian Institute of Professional Photography (AIPP), was
judged top travel photographer in Capture Magazine's 2007 Australia’s Top Photographers Awards and represents
Canon Australia as a Canon Master Photographer. He was one of five photographers selected for the National
Geographic Channel television series Tales by Light (screened in Australia and New Zealand in 2015). Also in 2015
he was appointed as the World Nomad's Travel Photography Scholarship mentor.

Richard runs workshops teaching all aspects of travel photography for individuals and small groups and leads
photography tours to Australian and international destinations. He is also much sought after as a speaker and judge
for photography and travel industry events and competitions.

Lonely Planet has been using Richard’s photographs for 25 years and his work has been featured in over 600
editions of Lonely Planet titles. When he's not on the road Richard lives in Sydney, Australia. To see more of
Richard’s images log onto www.richardianson.com, www.facebook.com/richardiansonphotography and follow
him on instagram @richianson.

FROM THE AUTHOR

It's a pleasure to be able to share what I've learned and seen in more than 34 years of shooting travel
photographs. Thanks to the rapidly evolving developments in the world of digital photography, it's a serious
challenge for all of us involved in the imaging industry to keep up to date with equipment and software offerings.
Writing this book gives me the opportunity to gather, assess and present a relevant snapshot of this information
alongside the more creative and timeless elements of the art, subjects and practicalities of travel photography.
It's also a great opportunity to thank again the people who have played a significant part in my journey and
contributed in various ways to my body of work from which | draw the contents of this book. Thanks then to
Tony and Maureen Wheeler (Lonely Planet’'s founders), Nick Kostos and Sue Badyari at World Expeditions,
the teams at Canon Australia and Canon Professional Services, Abraham Joffe at Untitled Film Works, Charles
Carlow and Emma Pritchett at Wild Bush Luxury and Alicia Crosariol and Pari Bilimoria at World Nomads.



THIS BOOK

USING THIS BOOK

Travel is an exciting experience and your photography should reflect that. Lonely Planet’s Guide to Travel
Photography introduces you to every aspect of the picture-taking process and the wide range of subject
matter that you'll encounter on your travels, to help you produce vibrant and meaningful images. It aims to
increase the percentage of good photographs you take and to lift your travel photography to the next level
of creativity. No matter where you're going or what camera you use, you'll find the information you need
to make the most of the picture-taking situations that come your way. It will help you create photographic
opportunities and to make your travel experience more photo friendly, with practical advice, tried-and-tested
tips and inspirational images sure to get you thinking about both your photography and your next trip.

With film cameras no longer being manufactured, every new camera these days is a digital model. Although
film still has a loyal following, the book assumes readers will be travelling with a digital camera. And although
there is a substantial amount of technical information, the heart of the book lies in the images.

Although the focus of the book is on capturing great still images on digital cameras, digital technology has
opened up other possibilities for recording images. In the (not so) old days, you needed a camera for taking photos,
a phone for making phone calls, an MP3 player for listening to music and a video camera for taking videos. Now
you can do all of these things on one device. This is called technology convergence and it is leading to some truly
exciting innovations. The most relevant examples to image-making are the camera phone, allowing both still and
video images to be captured on a device made for making phone calls; video-capture mode on digital still cameras;
and still-capture mode on video cameras. The introduction of video mode on digital cameras and mobile phones
has introduced many people to the world of video-making for the first time. This book follows the convergence
trend and offers advice about making photographs and videos with camera phones and digital cameras.

Part 1 will bring you up to speed with digital photography, discussing all your gear options and the many
features and functions you need to know about to buy the right camera and get the most out of your gear
(note that prices are given in US dollars throughout the book). It shows how research, planning and practice will
enhance the experience of travelling with your camera. Part 2 looks at the art of photography and will give you
the tools to create images that reflect your own vision of the world. Part 3 is an in-depth look at the subjects
you'll encounter, providing all the information you'll need to successfully capture them, and is packed with
inspirational images from around the world. Part 4 deals with photography post-trip, including digital workflow,
image editing, sharing and selling your pictures, as well as an insight into the business of travel photography.

Even though this book is about travel photography, it could be said that all photography (outside the studio)
is travel photography. One person’s backyard is another’s dream destination. Although this book is packed
with images taken all over the world, you don’t have to have immediate plans for the ideas and techniques
to be useful. You can put into practice much of what's discussed here next time you photograph your family,
your pets, go on a day trip and certainly on a holiday in your own country. In fact, | highly recommend that
you do just that. Study the resulting photographs, and then go back out and take some more. You'll learn a
lot from your own successes and failures and reap the rewards in better photographs on your next trip to
someone else's backyard.

THE AUTHOR'S APPROACH

While I'm constantly assessing my methods and images in an attempt to make the results of each trip
better than the last, what hasn’t changed is my aim to capture the reality of a place (as | see it) through strong
individual images. These shots then build on each other to create a comprehensive coverage of a destination or
topic, so that viewers get a sense of what it's like to be there. My own interpretation — my style — is expressed
through choice of camera format, lens, aperture and shutter-speed combinations, what | choose to photograph,
the composition | settle on, the light | photograph in and, finally, the images | choose to show.

| take the same gear on every trip (except the 200-400mm lens) and it consists of the following items:

o Two Canon EOS-1D X DSLR camera bodies

o Canon EF 16-35mm f4 L USM zoom lens

o Canon EF 24-70mm 2.8 L Il USM zoom lens

o Canon EF 70-200 f2.8 L IS Il USM zoom lens

o Canon EF 200-400mm f4 L IS USM Extender 1.4x lens

o Canon 1.4x teleconverter

o Canon Speedlite 430EX Il

o Canon Timer Remote Controller TC-80N3

o Hoya HD UV filters (permanently attached to all lenses for protection)

o Hoya Pro1 digital circular polarising filters

o Gitzo G1228 carbon-fibre tripod with Induro ball head (I photograph landscapes, cityscapes
and interiors, where possible, on the tripod; everything else is hand-held)

o Four SanDisk 16 GB Extreme Pro CompactFlash memory cards

o Toshiba laptop computer with 15-inch screen loaded with Adobe Lightroom, an image-processing
and management program

o Two LaCie 1 TB portable hard disks

o Lexar Professional Dual-Slot Memory Card Reader

o Domke F-4AF Pro System soft shoulder bag

o Crumpler Whickey and Cox backpack for carrying gear onto planes and when trekking

o Aquatech camera cover for protection from water, sand, dust and coloured powder

Day to day, | keep my gear as simple as possible, taking what | need to cover the range of subjects | know
I'll encounter and to work as fast and as efficiently as possible. All images are captured in the raw file
format. My default sensor sensitivity setting is ISO 100.

PHOTO CAPTIONS

The photographs in Lonely Planet’s Guide to Travel Photography are accompanied by both informative and
technical captions that will help you learn about taking photographs in a variety of circumstances. Note that
all focal lengths are given as 35mm equivalents (see p48)



INTRODUCTION

| started travelling to take pictures over 30 years ago, but the adventure that is travel photography continues
to stimulate and challenge me. The mix of travel experience and photographic endeavour that culminates in
new images in such different settings, cultures, time zones and climates is exciting to say the least. | love
that every picture has a personal story: about the subject or the journey or how the photograph was taken.
Often it's all three.

Travelling provides a natural stimulus to picture-taking and even those who aren’t ‘into’ photography display
a strong, instinctive urge to record new places, new faces and new experiences. For some, travel photography
is simply that, a record of a trip. For others, it's a chance to release their creative side. Photo enthusiasts
revel in the never-ending opportunities to take pictures that normally have to be planned and fit into regular
life back home. But for everyone, travel photography is about memories, experiences, engaging with new
people and places, and sharing the journey with others.

Travel photography gives an insight into the world at large in all its diversity, adding something new to our
understanding of a place and the people who live there. It portrays familiar places in unique ways, reveals
lesser-known places with equal import, captures the spirit of the people with dignity and encapsulates unique
moments in time that surprise, inform and intrigue viewers. It's the counter to the incessant reporting and
news footage that focuses on the negatives of people and places. Ultimately, it inspires in others a desire to
see the world for themselves, and to take their own photographs along the way.

Thanks to the ease in which digital images can be captured and shared via the internet, more pictures are
being taken by more people than ever before. However, the idea that creating good photographs is simply a
numbers game is misguided as the camera manufacturers’ claims that using their latest camera’s automatic
settings can instantly produce professional-quality images.

Automatic features are brilliant if you know what they are doing and the impact they are having on the
image. Exposure, for example, is often seen as a technical problem that the camera can solve automatically.
However, the variables that go into attaining ‘correct’ exposure (ISO, shutter speed and aperture settings)
should actually be regarded as creative elements, as the combination selected can dramatically affect the
look of the image. In fact, every decision you make should be thought of as a creative decision.

Without doubt, digital photographic technology has captured the public’s imagination and rejuvenated many
people’s interest in photography, but it certainly hasn’t made people better photographers. If you want to
elevate your pictures from simple snaps of your travels to the next level of quality and individuality, you need
to understand the elements that go into creating good photographs. Then you can begin to take control of
the picture-taking process.

| hope that when you hit the road, Lonely Planet’s Guide to Travel Photography inspires you to see and think
creatively and to bring back images that best reflect your personal response to the people and places you visit.

Enjoy the journey.
RICHARD I'ANSON

Sand dune in Valley of the Moon, Atacama Desert, Chile

DSLR, 24-70mm lens at 70mm, 1/160 {8, 1SO 100



GETTING
STARTED

There are plenty of things you can do, both at home and at your destination, to
make your travel photography a fun and creative experience. It's as important as
ever to select the right camera and lenses. Understanding digital technology and
the myriad features and controls found on digital cameras will help you to decide
which model is for you and how to get the most out of it. The right accessories will
help you to get the image in any situation. Research, planning and practice will en-
sure that you not only make the most of your photo opportunities but create them
as well, resulting in more and better pictures.



There is a lot to like about digital photog-
raphy. From a capture point of view, being
able to review images as they're taken
and change the ISO setting from frame to
frame are brilliant features. Post capture,
the flexibility and control we have over
how an image looks is unbelievable.

The world of digital imaging can seem
a little daunting at first, but it needn’t be.
Here's a simple summary of what hap-
pens after you press the shutter on a digi-
tal camera.

o The lens focuses the light onto an im-
age sensor made up of light-sensitive
cells.

o The light is converted into electronic
data and processed by in-built software
to create an image file.

o The image file is saved to a removable
and reusable memory card.

o The image can be reviewed immedi-
ately on the camera’s built-in screen.
You can delete the image if you're not
satisfied with it.

o When the memory card is full you can
replace it with another card or transfer
the images to a storage medium such
as a computer hard drive or a CD/DVD.

o You then delete the images from the
memory card.

o You reuse the memory card.

o Prints can be made directly from the

memory card before deleting the files
or from a computer or a CD/DVD.

Of course, you can’t have all the wonders
of digital capture without some down-
sides. It's worth understanding the good
and the not-so-good features of this me-
dium, as this will inform your choices in
terms of equipment, computer and soft-
ware needs, to help you make the most
out of the technology and avoid the bits
you don't like.

THE GOOD

o instant image review lets you check the
shot, so you can reshoot if you're un-
happy with the result

o you can take thousands of photos be-
fore having to change cards

o unwanted images can be deleted and
only selected pictures printed

o the white-balance feature eliminates
the need to carry filters to correct co-
lour under artificial light

o you can adjust the ISO rating from
frame to frame

o you can match the image file size to
output requirements, eg print or web

o you can compose close-ups effectively
with a Liquid Crystal Display (LCD)
screen

o images can be easily copied and backed
up for security

o date, time and shooting data such
as shutter speed, aperture and focal
length are recorded automatically
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(Opposite) Forestin
autumn, Los Glaciares
National Park, Argentina

DSLR, 24-70mm lens at 33mm,
1/4 sec f13,1S0 100, tripod



GETTING STARTED

o a sound annotation feature on some
cameras allows spoken notes to be re-
corded against images

o you can shoot in colour, black and white
(B&W) or sepia from frame to frame

o prints can be made within minutes of
taking the photographs

o images can be emailed or posted to a
website easily

o immediacy makes it a great learning tool

o you can share the images with the peo-
ple you've photographed

o it's a lot of fun.

THE NOT SO GOOD
o it's possible to delete files accidentally

o computer hardware, peripherals and
software need to match the photogra-
pher’s output in regard to quantity of
images, file size and the intended end
use of the images

o considerable computer time is required
to manage digital files

o many digital cameras take time, typi-
cally one to three seconds, to power up
from the off setting

o battery power needs to be diligently
managed and the batteries constantly
recharged

o dust on the sensor of a Digital Single
Lens Reflex (DSLR) camera affects ev-
ery image, and is often not noticeable
until images are viewed at 100% en-
largement on a computer monitor

o print size is limited by the camera’s
resolution.
There is, of course, a lot more to know

14

about digital image capture, especially if
you're in the market for a new camera.
You don't have to be a tech head to under-
stand the technology. However, to ensure
you get the right camera for your creative
goals there are a few basic concepts and
lots of jargon to get your head around.
Understanding the different types of
digital cameras and their host of features
and functions will help you to make the
right choice.

SENSORS, PIXELS &
RESOLUTION

Atthe heart of adigital camerais the image
sensor. The size and quality of the sensor
are key variables that affect the price of
the camera, the maximum print size pos-
sible and the underlying characteristics of
the digital image file produced, in terms
of colour and sharpness. The sensor con-
verts lightinto numerical data so thatit can
be processed, stored and retrieved using
computer language. Various sensors are
manufactured, but the most common
in digital cameras are the CCD (Charge
Coupled Device) and the CMOS (Comple-
mentary Metal Oxide Semiconductor).
Essentially, sensors are semiconductor
chips made up of a grid of tiny light-sen-
sitive cells called photodiodes. Because
photodiodes are monochromatic devices,
a coloured filter is placed over the sensor
to enable colour to be recorded. When
light hits the photodiode an electrical
charge is generated. Each photodiode
records the brightness and colour of the

DIGITAL PHOTOGRAPHY SENSORS, PIXELS & RESOLUTION

light and generates a corresponding pixel
that is placed in a grid. The number of
pixels in the grid determines the amount
of information recorded. The degree to
which this information displays detail,
sharpness and colour accuracy is de-
scribed as resolution. High-resolution im-
ages are made from millions of pixels that
allow fine detail, sharpness and accurate
colour to be recorded. Low-resolution
images are made from fewer pixels and
therefore cannot reproduce all of the data
originally captured.

A camera’s resolution is determined by
multiplying the number of photodiodes on
the vertical and horizontal axis of the sen-
sor. This equation usually results in a total
pixel count in the millions and is described
in megapixels (MP). One million pixels
equal a megapixel. For example, a camera
with a sensor containing 5184 x 3456 pixels
has a pixel count of 17,915,904 and is de-
scribed as an 18 MP camera. This number
is usually displayed on the camera body and
is an initial indicator of price, as well as the
image quality and maximum print size that
the camera can be expected to produce.
However, it's only an initial indicator. It's
important to understand that cameras can't
be compared on pixel count alone. The ac-
tual quality of the information recorded in
the image file is affected by manufactur-
ing variables including the build quality and
physical size of the sensor; the quality, size
and spacing of the actual pixels; the way
the data is processed by the camera’s im-
age processor; and the quality of the lens
and the image stabilisation technology (see
p28). In other words, all equivalent mega-
pixel cameras are not exactly the same.

SENSOR CHARACTERISTICS
& SIZE

The image sensor is built into the
camera, consequently, the inherent
characteristics of the sensor will be
imparted onto the image files. The inte-
gral look of the file does vary from sen-
sor to sensor, although varying degrees
of customisation are possible with ad-
vanced cameras. This is particularly evi-
dent when comparing compact cameras
with DSLRs because of the latter's much
larger photodiodes. Manufacturers deter-
mine how they feel an image looks best
through variations in colour balance, sat-
uration levels, automatic white balance
and sharpness. The sensor’s inherent
characteristics should be an important
consideration when buying a camera —
you will need to override the settings or
adjust the image with editing software if
you want to change them. Look for the
differences when comparing cameras in
a shop, especially if the salesperson is
making prints for you. You can also check
out technical reviews on websites that
have tested sensor characteristics and
provide information on colour rendition.

Sensor size is an important contributor to
digital image quality and generally speak-
ing, bigger is better. All other things being
equal, larger sensors allow the use of larger
pixels, which absorb more light and should
result in the capture of sharper images
with more detail, less noise, wider dynamic
range and smoother tonal gradation.

The main benefit of the smaller sensor
sizes is that camera manufacturers can make
smaller camera bodies and lenses. However,
smaller sensors are limited in the number of

15



GETTING STARTED

pixels they can use and the size of those pix-
els. As the total pixel counts go up at each
size, the size of each pixel is reduced, which
also reduces the surface area that's available
to receive light. Compact cameras, from
simple point-and-shoot through to high-
quality advanced cameras, are built with
sensors that range in size from 5mm to
11mm diagonally and are described using
imperial fractions such as 1/2.5in or 1/1.7in.

Sensor size also determines a lens’ angle
of view and lens multiplier factor (see p47).

DSLR SENSOR FORMATS

There are currently four commonly used
DSLR sensor sizes measuring between
22mm and 44mm diagonally, described
using either imperial fractions such as
4/3in or metric such as 22.2 x 14.8mm.
Just to confuse things even further, their
size is also designated as either Four
Thirds, APS-C, 35mm or 6 x 4.5cm.

You'll notice a discrepancy in a camera’s technical specifications be-
tween sensor resolution and image resolution, sometimes described
as effective pixels. This is because part of the sensor is masked with
black dye as a reference point for establishing an accurate black level.
Part of the sensor may also be required for other functions such as re-

cording time and date. It's the number of effective pixels that matters.

FOUR THIRDS FORMAT

The Four Thirds format, originally created
by Olympus and Kodak and since joined by
Panasonic, Leica and Sigma, is an ‘open’
format for DSLRs that allows cameras
and lenses from different manufacturers
to be interchangeable. The sensor is 18 x
13.5mm (22.5mm diagonally), making it
larger than those found in digital compact
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cameras but smaller than the APS-C sen-
sor used in many DSLR cameras. Four
Third format cameras have a lens multipli-
cation factor of 2x, doubling the focal length
of lenses based on the 35mm film format.

APS-C FORMAT

Although Advanced Photo System (APS)
film cameras were swept away with the
proliferation of digital compact cameras,
they have given their name to the most
common DSLR sensor format, the APS-
C, as the imaging area is around the same
size as the APS films’ Classic frame size
of 25.1 x 16.7mm. To add yet more com-
plexity to the sensor size issue, the APS-
C format is not a uniform size. Nikon's
'DX" sensor measures 23.7 x 15.7mm,
Sony’'s APS-C measures 21.5 x 14.4mm,
and different Canon models come with
different-sized APS-C sensors, including
22.2 x 14.8mm and 28.7 x 19.1mm. Pixel
counts range from 8 MP to 15 MP.

FULL FRAME 35MM FORMAT
Commonly known as full-frame sensors,
because they're the same size as a 3bmm
film frame (24 x 36mm), these sensors of-
fer pixel counts between 12 MP and 25
MP and are used in a growing number of
advanced cameras. As well as offering
the highest-resolution files, the full-frame-
sensor cameras allow photographers to
avoid the lens multiplier factor, achieve shal-
lower depth of field (see p145) and enjoy
larger, brighter viewfinders. On the other
hand the camera bodies are more expen-
sive and bulkier than APS-C cameras, and
the large image files mean more or higher-
capacity memory cards and more comput-
er hard-drive space are required (see p77).

DIGITAL PHOTOGRAPHY SENSORS, PIXELS & RESOLUTION

MEDIUM FORMAT

Medium format sensors are loosely
based on the film size of the popular
medium-format 6 x 4.5cm cameras that
uses roll film known as 120. The most
commonly used sensors are made by
Kodak and are approximately 36 x 48mm
and offer pixel counts of 22 MP, 39 MP
and 50 MP.

ISO SENSITIVITY

Image sensors are light sensitive and the
ISO sensitivity can be electronically varied
from shot to shot to suit the lighting situ-
ation or the creative intent of the photog-
rapher. As the ISO setting is increased the
sensor becomes more sensitive to light.

Most compact cameras offer a small
range of ISO options or automatically
alter the setting to suit the conditions,
typically offering 100, 200, 400 and 800
ISO settings. More advanced compact
and DSLR cameras extend the range to
offer lower (25, 50, 64 and 80) and higher
(800, 1600, 3200, 6400, 12800) ISO
settings. Some cameras restrict the
file size or image quality to small or
lower resolution images with 800
or higher ISO settings. The best-
quality images are made at the lowest
ISO equivalent setting, and ISO 100 or
200 is a good standard setting for general
travel photography.

NOISE

Noise appears in a digital image file in
two forms, colour and luminance. You'll
rarely see noise in quality cameras when
the sensor’s ISO rating is set at the stan-
dard, or lowest, setting, typically ISO 100.

Noise becomes more apparent as the
sensor's ISO setting increases, with lon-
ger exposures and as the temperature of
the sensor increases. Itis commonly seen
when high ISO settings are used in low-
light conditions because the sensor can't
record the available light. This results in
interference during the conversion of data
to pixels, and gaps will appear, which the
processor fills with white or coloured
pixels (error pixels) and termed ‘colour
noise’. Luminance noise is an electronic
grain that appears as a speckled pattern
in very noisy images.

Larger sensors produce less noise
across the ISO range and allow higher ISO
settings to be used before noise becomes
visible. It is often most noticeable in shad-
ow areas. You can use this fact to test
the quality of the sensor when buying a
camera: take pictures with your preferred
cameras at their highest ISO setting in low
light levels using exposures of at least five
seconds, and compare the results.

OTHER FORMATS

There have been some interesting developments that
extended the range of sensor formats, including Leica’s 30
x 45mm sensor, which is 56% larger than the full-frame
35mm sensor and has a pixel count of 37.5 MP, and sits
nicely between the full-frame and medium-format sensors.

COMPRESSION

The creation of high-quality digital imag-
es requires the capture and storage of a
lot of information, often resulting in large
imagefilesthatuse upalotofspaceonstor-
age devices. In order to maximise mem-
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Band performing at
Wanch, Wan Chai, Hong
Kong, China

In this tiny bar | preferred
to use what little light
there was rather than fire
my flash at the band from
such close range. The
high ISO setting has re-
sulted in quite noticeable
noise, but like film grain it
adds to the atmosphere in
this kind of shot.
DRangefinder, 21mm lens,
1/202.8,150 640
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ory-card storage capacity, image files are
reduced in size through a mathematical
process known as compression. Images
can be compressed using lossless or
lossy compression routines. Both sys-
tems reduce image files by discarding
some of the data. Lossless compres-
sion doesn't reduce the file size as much
as lossy compression, so less space is
saved, but, as the name suggests, there
is no loss of image quality. When the
file is restored back to its original size in
image-editing software, all of the infor-
mation captured in the image is visible.
Lossy compression allows the files to be
reduced in varying degrees, discarding
more and more data as compression is in-
creased. When the file is decompressed
the discarded data is added back in to the
file through a process known as interpola-
tion. This can cause image quality to de-
teriorate, especially when high levels of
compression have been applied. It's also
important to understand that each time
an image is compressed using a lossy
compression process, more data is lost.
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FILE FORMATS

The data captured by a camera to create
a digital image is stored in a file format
that can be retrieved and processed using
photo-editing software. There are many
file-format options but the most com-
monly used in digital image capture are
JPEG (Joint Photographic Experts Group),
TIFF (Tagged Image File Format), raw and
Adobe DNG (Digital Negative format).

JPEG

Most digital cameras use the industry
standard JPEG file format and compres-
sion routine. JPEG files are compressed
using lossy compression that offers
quick in-camera processing and allows
large numbers of images to be stored on
memory cards. Most entry-level com-
pacts only provide one ‘resolution’ or
‘quality’ setting. Better-quality models
provide separate ‘resolution’ and ‘qual-
ity settings; ‘resolution’ adjusts the size
of the pixel array, while ‘quality’ sets the
level of JPEG compression. The degree
of compression can be varied through a
camera control or menu option usually
labelled ‘Image Quality’. This option al-
lows images to be stored in a range of
file sizes or compression levels usually
described as Low, Medium and High. The
highest-resolution files are compressed
the least. The smallest files are heavily
compressed. The greater the compres-
sion the lower the quality of the image
file (see p17).

TIFF

TIFF is an industry-standard file format
commonly used for storing images in-
tended for print publishing. Some ad-
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vanced compacts and DSLR cameras
offer TIFF storage as the highest-quality
option. TIFF files are usually uncom-
pressed and are subjected to extensive
postcapture processing. Consequently,
they quickly use up space on a memory
card and take longer to save, increasing
the delay between shots.

RAW

If you want to get the absolute best
results from your digital camera, capture
your images using the raw file format, an
option available on advanced compacts
and DSLR cameras. Often described as a
digital negative, it's the format preferred
by professional photographers. Raw files

RAW OR JPEG OR BOTH?

are not processed by the camera’s soft-
ware, which compresses the data and
makes adjustments that are embedded
irremovably in the image file. Instead,
raw files are compressed using a lossless
process, so they retain all the information
originally captured but are saved to the
memory card quickly. Adjustments such
as white balance, exposure, contrast,
saturation and sharpness are made by the
photographer after the image has been
downloaded to a computer. Creative deci-
sions can then be tailored to each image
using the much greater functionality of
image-editing software.

Shooting raw files requires a consid-
erable amount of postcapture computer

If your camera gives you the choice of shooting in JPEG or raw, consider how you

intend to use your photos. Shoot JPEG if:

o you don’t want to spend time enhancing your images in image-editing software
o the pictures are for personal use in photo albums and to share on websites
o you want to get as many photos on the memory card as possible.

Shoot raw if:

o you want the best possible results from your camera
o you're willing to spend considerable time working with your files on the computer
o you have any ambition to exhibit, sell, publish or place your images with a

photo library

o you intend to print images larger than 20.3cm x 25.4cm (8in x 10in).

Shoot both

Some cameras offer the option to capture raw and JPEG files simultaneously. As
camera processing software becomes faster and memory cards cheaper, this
option is becoming quite viable. It allows you to organise and edit your images
quickly and easily in any image-editing software using the JPEG files, as well as
keeping open the option to process in raw your best images or those that could
use some serious postcapture help to look their best.
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time and more than a basic understand-
ing of image-editing software. Raw files
must be processed or converted before
they can be opened in photo-editing pro-
grams. Cameras with raw file capture
are sold with proprietary software for
that purpose. Alternatively, you can use
a third-party specialist raw-conversion
program or one that is included in your
image-editing software (see p81). Your
investment in time and equipment
will be rewarded with digital files and
prints that maximise the capabilities of
your camera.

DNG

Just about every camera capable of cap-
turing raw files uses a different propri-
etary format. The differences aren't just
between different manufacturers: nearly
every Canon and Nikon camera uses a dif-
ferent format to the others in their range.
Consequently, third-party software pro-
viders have to figure out how all new
software works and then release updates

for their own raw-file converters. The
Digital Negative file format is a raw im-
age format designed by Adobe Systems
(the makers of Photoshop) in an attempt
to create an ‘open’ standard raw file for-
mat that would be adopted by camera
and software manufacturers in their prod-
ucts, either as the main raw file format or
offered as an alternative to the propriety
file. DNG is supported by many image-
editing programs and is being offered by
some camera manufacturers including
Hasselblad, Leica, Samsung and Ricoh.

The main argument for the DNG stan-
dard is one of image security. The pro-
priety raw-file converters are specific to
hardware manufacturers, which may or
may not support the software in years to
come, with the risk that files will become
unreadable. DNG aims to guard against
obsolescence by offering future support,
as much as that can be guaranteed.

Even if you can't or don't capture raw
files in the DNG format, it is possible to ar-
chive your raw files to the format. For max-
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This example illustrates the extra tonal information available when you capture raw data. The JPEG on the left displays the clipping warning (see p139),
the red pixels in part of the sky, and indicates that nothing can be done to increase the amount of detail in the highlights. The in-camera image process-
ing has fixed the tonal range in the image. The right-hand image shows the same shot captured in raw and then adjusted using the tonal controls in
image-editing software to reveal the highlight detail in the clouds that is lost in the JPEG. See p334 for information on image-editing techniques.
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THE DNG DEBATE

There is considerable debate around
the DNG concept on internet forums,
so check them out and form your own
opinion.

imum future flexibility (and protection) you
can also embed a copy of the original raw
data into the DNG file. The Adobe DNG
Converter, which converts raw files from
any camera that is supported by Adobe’s
Camera Raw image converter (see p82),
is available for free at www.adobe.com.
Of course this adds another step to the
process involving more time at the com-
puter, and the resulting files demand con-
siderable storage capacity.

IMAGE QUALITY &
FILE SIZE

Even if you intend to set your digital cam-
era on Auto-everything, you should still
take the time to understand and control
the Image Quality or File Size setting.
Selecting the correct image-quality set-
ting at the point of capture is critical
to what you can do with the image file
post-capture and is particularly impor-
tant in relation to printing options. Addi-
tionally, your choice will determine how
many photographs can be stored on your
memory card.

On all cameras, small or low-resolution
files allow the maximum number of im-
ages to be stored and are ideal for emailing

and web use. However, they are unsuitable
for printing. Fewer high-resolution images
or large files can be stored on a memory
card, but these allow the largest photo-
quality prints to be made. The maximum
size of the print is primarily determined by
the number of pixels captured by the cam-
era. For example, bigger prints can gener-
ally be made from the biggest file size on
a 20 MP camera than from the biggest file
size on a 12 MP camera. Remember also
that variables other than pixel count deter-
mine image quality (see p14). General pho-
to techniques, including the ISO, aperture
and shutter speed combination, play their
usual role in attaining a quality image.

Knowing exactly how the images are to
be used means you can select the ‘quality’
setting with confidence. This decision can
be made image by image. However, it is
highly recommended that you shoot at the
highest-quality setting your camera allows.
Large files can always be made smaller for
email or web use through image-editing
software, but enlarging small files creates
unsatisfactory results. See the print-size
table on p340.

ASPECT RATIO

Aspect ratio is the relationship of the width
of an image to its height. Digital cameras pro-
duce images in one of two common aspect
ratios: 3:2 and 4:3. The first number repre-
sents the width of the image, the second the
height, in inches. Most compact cameras,
Four Third cameras and micro Four Third
cameras have sensors with an aspect ratio of
4:3. The APS-C type sensors used in most
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| timed a trip to Bhutan around the Sacred Fire
Festival knowing there would be festival action in
most monasteries in the Bumthang area at that time.
I've seen many monastery festivals and the masked
dance performances that feature. This time | wanted
to expand my coverage of such events by getting
behind the scenes to see the monks prepare for their
performances. Timing of course is important, but

getting accurate start times is practically impossible,
so there is not much choice exceptto turn up early
and be patient. Eventually, at a private monastery

it all came together. I'd already had a great morn-

ing photographing the monks eating breakfast,
preparing costumes and participating in an interest-
ing ceremony. As soon as the formalities started |
headed to a room on the second floor where I'd seen

the costumes hanging earlier. Now there were five
very welcoming monks getting ready. The corner
room was tiny but with windows on two sides it was
bathed in perfect, soft light. For the next hour or so
the dancers came and went, robing and disrobing
between dances, accepting food and drink from at-
tendants and taking a moment when they could to see
what | was capturing on the camera’s LCD screen.
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If you are intend-
ing primarily to
make postcard-
sized prints of
your digital image
files, it makes
a lot of sense
to consider the
camera’s aspect
ratio as one of the
important factors
in deciding which

camera to buy.
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DSLRs have an aspect ratio of 3:2. Some digi-
tal cameras offer multiple aspect ratios as a
creative option via the camera’s menu. Apart
from the fact that you may prefer the look of a
more rectangular image (3:2) over the squarer
image (4:3) it's important to understand the
impact aspect ratio has on printing images.
Printing paper comes in fixed sizes with
their own aspectratios. If the aspect ratio of
your image doesn’t match that of the paper
then the image will have to be cropped or
printed within the dimensions of the paper,
which will give you an odd-sized border
around the photo. If you're doing your own
printing you'll be able to make that decision
to suit the image or your personal prefer-
ence. If you're leaving it in the hands of
someone else or letting the desktop printer

MEMORY CARDS

Digital cameras store images on remov-
able, reusable flash memory cards. Some-
times referred to as digital film, flash
memory cards are available in various
formats, storage capacities, qualities and
prices. Even though things can go wrong
(see p92), they are reassuringly robust. Ac-
cording to the CompactFlash Association,
a properly manufactured and adequately
cared for CompactFlash card will perform
for over 100 years of normal use with no
loss of data. Leaving images on the cards
is also considered very safe, with no
known deterioration. Equally comforting is
the knowledge that flash memory is not
affected by walk-through metal detectors,
hand-held metal detector wands or X-ray
scanners, including the powerful CT scan-
ners used for check-in baggage.
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decide automatically, you may lose impor-
tant subject matter. (See p347 for more in-
formation on printing your images.)

In practice, this means that photos taken
on a camera with a 3:2 sensor will not be
cropped when printed as 10cm x 15¢cm (4in
X 6in) prints. However, if you want to make
standard 13cm x 18cm (5in x 7in) or 20cm
x 25cm (8in x 10in) enlargements you will
have to crop your image. In fact, you'll lose
5¢m of your original image when you make
an 20cm x 25cm print. If you use a cam-
era with a 4:3 sensor all your images will
be cropped when you make 10cm x 15cm
prints, but you'll be able to make 13cm x
18cm and 20cm x 25cm prints with very
little loss of your original composition.

FORMATS

The memory-card format that a camera
uses is determined at the manufactur-
ing stage. Most cameras have a single
memory-card slot built into the camera
body, but there are models that have
slots for two cards or two different
cards. The memory-card slot is com-
patible with one type of memory-card
format. The most common formats are
CompactFlash (CF), Secure Digital (SD),
Micro SD and Memory Stick (MS). CF
cards are the largest physically and used
in advanced DSLRs. SD cards are used
in the majority of compact cameras and
many DSLRs. Micro SD are the smallest
size card and used in compact cameras,
smartphones and GoPros. MS cards,

DIGITAL PHOTOGRAPHY MEMORY CARDS

BRAETIEMIETT 1

Memory cards for sale, Pinnewala, Sri Lanka

Although memory cards are readily available at most tourist destinations, it's recommended that
you buy and test what you think you'll need before you leave home. Although cards are a very robust
media it’s best to avoid having to buy products that may not have been stored properly, like those on

this board displayed outside a shop on a dusty road in full sun.

DSLR, 24-70mm lens at 70mm, 1/125 f8,1SO 100

now labelled Memory Stick Pro Duo, are
a Sony specific format. You'll also come
across the XQD format developed for
high-end cameras and camcorders. The
cards offer the fastest write-speed per-
formance to complement the increasing
number of high-resolution frames that
the latest cameras can capture per sec-
ond and in extended bursts. The format
is not backward compatible, so can only
be used in a cameras designed to sup-
port the format.

STORAGE CAPACITY

The storage capacity of memory cards
is described in gigabytes (GB). Cards

are available in a range of capacities
including 8, 16, 32, 64, 128, 256 and
512 GB. Not all formats are available
in every size. SD cards are available in
three capacity ranges — the original SD
cards can store up to 2 GB, SDHC up to
64 GB and SDXC cards have a capac-
ity to store up to 512 GB. The actual
number of images that can be stored
on a memory card varies depending on
the image quality (compression level)
or file size selected, the content and
complexity of the image, and specifica-
tion differences from camera to camera.
Greater storage capacity equals higher
price.
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If you want to use
high-capacity
cards over 8 GB,
check your
camera manual to

confirm that your

camera is compat-

ible, particularly
if it was made

before 2011.
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QUALITY & PRICE

Memory cards are manufactured with
varying component quality and techni-
cal specifications to suit different user
budgets and needs. The more expensive
cards in each brand range are made from
higher-quality components backed by a
lifetime guarantee. They also offer faster
read and write speeds (write speed de-
termines how fast the image is recorded
onto the card; read speed determines how
quickly the image can be reviewed on the
LCD screen). These are important fac-
tors in ensuring that the camera is ready
as quickly as possible to capture the next

FAKE MEMORY CARDS

image. However, the speed at which data
is transferred is mainly determined by a
camera'’s internal processing system and
software, so make sure that your camera
is able to take advantage of the technol-
ogy before you spend extra money. If your
camera can keep up, fast write speeds are
particularly useful for shooting action and
for video capture. Additionally, the highest-
priced cards are guaranteed to work in
extreme low and high temperatures and
to withstand the rigours that professional
camera equipment is often put through.

There is quite an industry in counterfeit or fake memory cards. These cards are

inferior in quality, offer less capacity than the labelling suggests and lack war-

ranties. Many are sold on eBay, where the relabelling and repacking is hard to

detect until it's too late. Risking your images to save a few extra dollars, or even

a couple of hundred dollars, is just not worth it. Buy from a reputable dealer and

allow time to test and rectify any problems you encounter.

FIRMWARE

There is a lot of sophisticated technology
in a digital camera and it’s all run by micro-
processors, which are controlled by a com-
puter program known as firmware. Like
computer software, the firmware in many
cameras can be upgraded in order to add
new features and improve performance
(which includes correcting problems dis-
covered after the camera was released).
To update, download the installer from
the camera manufacturer’s website to a
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computer hard drive and then connect the
computer to the camera via a USB cable,
or transfer the installer to a memory card
and run it from inside the camera.
Firmware upgrades are specific to each
camera model, so take extra care to en-
sure you are downloading the correct ver-
sion for your camera. A camera made for
the European market may not be able to
work with a firmware update for the same
model made for the US or Asian markets.

DIGITAL PHOTOGRAPHY DIGITAL CAMERA FEATURES

DIGITAL CAMERA FEATURES

Anyone who used a film camera will
recognise many of the features built
into digital cameras, such as different
exposure modes, spot metering, flash
options, subject modes, exposure
compensation, auto bracketing and
depth-of-field preview. However, there
are a whole load of features that are
unique to digital image capture.

AC POWER CONNECTOR

Cameras with an AC socket can be con-
nected to the mains electricity. This allows
batteries to be recharged in the camera,
and for domestic power to be used when
the camera is connected to the computer,
minimising the possibility of disruption dur-
ing image transfer or firmware updates.

BUFFER MEMORY

Digital cameras have built-in, or buffer,
memory, where the raw data is processed
into the final image file, after which it is
written to the memory card. The amount
of memory determines how many shots
can be taken in burst mode before the im-
ages have to be processed.

BURST MODE

To help overcome the delay between
shots as the camera processes the image
file, most cameras have a Burst mode or
Continuous Shooting mode, which allows
the camera to take several pictures con-
tinuously. It varies from camera to camera,
but on advanced compacts a typical burst
produces eight to twelve shots per second.

To achieve this, images are stored in the
camera'’s buffer memory and processed at
the end of the burst. The mode is useful for
action shots and any moving subject. It's
also handy for portraits, where facial expres-
sions change quickly. Remember, the cam-
era has to process the files at some point
— plan ahead so that it's not writing to the
memory card at the high point of the action.

EXIF METADATA

Many cameras use the Exchangeable Im-
age Format (EXIF) to record and store in-
formation about each photo as it's taken.
Shooting data such as date, time, shutter
speed, aperture, focal length (even when
using zoom lenses), image-quality setting,
image size and file format is recorded au-
tomatically. This metadata is attached to
the image file and can usually be reviewed
on the LCD screen alongside the image.
The data is also visible in most image-
editing programs, browser programs and
workflow programs. Being able to see this
information alongside of the image is a
great learning tool and beats taking notes.

FACE RECOGNITION

Face Detection AF (Auto Focus), recog-
nises the presence of human faces in a
composition and adjusts the focus ac-
cordingly. Smile detection works with
face detection to make sure your subjects
are always smiling!
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Always use an AC
power connection
when transfer-
ring data between
camera and
computer. A power
failure during a
firmware upgrade
could crash the
camera’s micro-
processors and
render the camera
unusable. If you
have to rely on the
camera battery,
make sure it is

fully charged.
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The EXIF camera data and histogram are displayed
alongside the image in most imaging applications. These
provide all the information you need to see what you did
right or wrong at the moment you took the photo.

HISTOGRAMS

A histogram is a graphic representation
of the distribution of pixels in an image,
showing their relative weighting in the
shadow, midtone and highlight areas.
The histogram can be viewed on the LCD
screen after the picture has been taken,
or in the viewfinder of a bridge camera.
It is also displayed when the image is
opened in most image-editing programs,
browser programs and workflow pro-
grams. See p139 for information on un-
derstanding histograms.
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IMAGE REVIEW

Image review, or playback, is available in
various formats. Images can be viewed
individually, as a series of tiny images,
usually called thumbnails or index display;
or as a slide show, where the pictures are
displayed one after the other for a few sec-
onds each. Images can also be magnified
for a closer look at details such as facial
expressions and to confirm sharpness, us-
ing a feature called playback zoom. The de-
gree of magnification varies from model to
model but all cameras let you move about
the display to view different areas of the
image using a four-way controller.

When reviewing images to decide
which ones to delete, always use the
magnification or playback zoom function
to confirm that the image is in focus. As-
sessing how well focused, or how sharp,
an image is on an LCD screen takes time
and practice. Even with powerful magni-
fication review tools, it's impossible on
a 3in screen to be absolutely positive of
critical sharpness. If in doubt, don't de-
lete. Wait until you can analyse the image
properly on a computer monitor.

IMAGE STABILISATION

Most compacts offer image-stabilisation
technology, which reduces the impact of
camera shake by the photographer, thus
improving the sharpness of the image.
This result is achieved through either op-
tical stabilisation, which uses a floating
lens element connected to a tiny gyro-
scope, or a system that moves the cam-
era’s sensor to compensate for the move-
ment. Optical stabilisation is considered
to produce the best results (see p46).
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LIQUID CRYSTAL DISPLAY
(LCD) SCREEN

Digital cameras have an LCD screen on
the back of the body for reviewing or
composing images. On many compact
cameras it replaces the optical viewfinder
and is the only means of composing im-
ages. The LCD also gives access to control
menus and camera settings. LCD screen
size varies from camera to camera: most
are between 2.7in and 3.5in, measured
diagonally. Generally, larger screens make
viewing more comfortable. Some screens
are more viewable in bright light than oth-
ers — check the performance of an LCD
screen in different lighting conditions.
Some cameras also offer a brightness
control for the LCD. The brighter the set-
ting, the more battery power is used. If
your compact camera has an optical view-
finder it's much better to get into the habit
of composing images through this rather
than with the LCD screen. The screen can
be hard to see in bright sunlight. More im-
portantly, it's a major drain on battery pow-
er. However, most viewfinders typically
show between 80% and 90% of the field
of view, so there are occasions when com-
posing with the screen is recommended,
as the screen displays the same view as
the lens. Use it for accurate framing gen-
erally and especially when your subject is
less than 1m away. It's also necessary to
use the screen when taking pictures with
a digital zoom because the effect can't be
seen through an optical viewfinder.

Some LCD screens are hinged and can
be flipped out and rotated. This is a very
useful feature as it allows you to adjust
the screen to provide the best view when

shooting in bright outdoor light where
a fixed screen can be hard to view. It's
also an excellent tool for quick variation
of viewpoints. You can easily compose
pictures using a very low angle (you only
have to get on your knees, not your stom-
ach) and in crowded situations you can
hold the camera up over people’s heads,
just like the press photographers do.

LIVE VIEW MODE

Standard on compact cameras since the
early days of digital capture, Live View
Mode is now acommon feature in DSLRs
and allows the photographer to view and
compose an image on the LCD screen
(not just review). More importantly, the
image displayed on the LCD shows
exactly what the sensor is seeing and
how the scene is being translated by your
camera. It will be quite different to how
it looks through the optical viewfinder.
Be aware that shooting in Live View will
drain batteries much more quickly than
using the optical viewfinder.

SENSOR CLEANING

Some DSLR cameras have built-in sensor-
cleaning systems that vibrate the sensor
to dislodge dust. The best systems are a
‘must have' feature — they save the time
(and drama) of having to clean the sensor
yourself, the cost of having it profession-
ally cleaned, and hours of retouching time
in front of the computer that are needed
for images taken with a dirty sensor.
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sharpness of
raw files cannot
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to the JPEG image
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of whether the
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of focus.
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CHIMPING

If you check (or admire) every photo you take on the cam-
era’s LCD screen immediately after capture, then you're
‘chimping’. This is not a criticism, but it's a habit that’s best
avoided. Concentrate on shooting and review later. Most
cameras take one or two seconds for the image to appear
on the screen - while you're waiting and then looking at the
photo you just took, you may miss an even better shot.

SOUND ANNOTATION

Some cameras have built-in microphones
to allow sound to be captured with video
clips or to add brief spoken annotations to
still images. Sound clips are usually limited
to between five and 20 seconds. Important
information can be recorded at the time of
shooting, which can be useful for identify-
ing subjects and makes captioning easier.
It also means still photographers can now
stand around talking to themselves, just
like people with video cameras!

VIDEO MODE

A feature available on most DSLRs and
all but the most basic compact cameras,
Video mode allows the capture of moving
images. The available clip length depends
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on the model; it can vary from around 15
seconds to continuous recording (limited
only by the capacity of the memory card).
The functionality of Video mode in digital
cameras has improved continually since
2008 when Nikon and Canon released the
first DSLRs capable of capturing high-
definition video. This was an exciting de-
velopment, not only from a practical point
of view, but creatively as well. Video cam-
eras and compact digital cameras use
small sensors that produce images with
a very deep depth of field; that is, most
elements of the scene appear sharp. The
scene modes (see p135) on compact digi-
tal attempt to address this for capturing
still images, but there is little you can do
in Video mode or with a video camera. As
discussed later, controlling depth of field
(see p14b) to achieve selective focus is
one of the most powerful creative tools at
the photographer’s disposal, and this is re-
tained when shooting video with a DSLR
with a full-frame sensor.

If you want to shoot some serious video
on your compact digital camera, look for
the following specifications and features of
the Video mode when choosing a camera:

o Ability to record in the full high defini-
tion (FHD) 1080p format.

o A frame rate over 20 frames per second
(fps). Anything below 15 fps offers bor-
derline quality and will be visibly jerky.
You need about 20 fps for the clip to
look as smooth as standard video foot-
age. The smoothest, most detailed re-
sults will come from 30 fps capture or
higher.

o Continuous recording. The length of
continuous recording varies from cam-
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era to camera so select a model that
matches your requirements.

o Sound. Some cameras capture only
video not audio. Choose a camera that
captures both.

o An optical zoom lens that functions in
Video mode. This isn't the case on all
cameras.

o The ability to accept high-capacity
memory cards so that the card can
handle the speed of video recording.

With these specifications and features
in your camera, follow some basic video
shooting techniques (see p190) and you'll
be able to produce technically excellent
and watchable videos without sacrificing
the quality of your still images.

VIDEO OUT

Cameras with a ‘video out’ socket can be
connected directly to a TV. Images can
then be viewed on a large screen using
the camera’s review mode.

COLOUR & CREATIVE CONTROLS

Most digital cameras suitable for seri-
ous photography have a range of colour
and creative controls that can be ap-
plied to suit the photographer's pref-
erences. Less-sophisticated cameras
often offer a choice of three presets,
while higher-end cameras offer sliding
scales for precise adjustment. If you're
going to print straight from the memory
card you may want to experiment with
these controls. If you're going to upload
the images to a computer it's advisable
to leave most of the options in the auto
or off position. With the exception of
capturing images in raw (see p19), the
results of the settings you choose can't
be altered once they are recorded in the
image file. Additionally, image-editing
software offers more options and finer
tuning than is possible in the camera. Re-
quiring the camera to perform additional
processing tasks also adds to the delay
between shots and uses battery power.

Standard compact digital cameras al-
low basic colour selection options such as
colour, B&W or sepia. Advanced cameras
may also offer control over colour space,
contrast, sharpness and colour saturation.
All cameras have white balance control,
but in entry level models no adjustments
can be made.

COLOUR GAMUT

A colour gamut is a range of colours. There
can be wide gamuts with lots of colours, or
narrow gamuts with fewer colours. Gam-
uts can also favour warm colours, cool
colours or be neutral. Each digital camera
produces a slightly different colour gamut,
depending on the design of the sensor and
the processing algorithms. Digital cameras
(and inkjet printers) cannot reproduce all
the colours humans can see. They only
produce a smaller subset of colours, but
fortunately these subsets can still result in
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great-looking photos: your camera makes
an exposure taking all the colours it sees,
and maps them into a smaller colour gam-
ut. If you capture raw files you retain the
widest gamut of colours that your camera
can record. If you save your images as
JPEG or TIFF files, the camera will apply
a colour space, usually sRGB or Adobe
RGB, when it processes the files. During
this process any colours outside the desti-
nation colour space are changed to similar
colours that are inside the colour space.

COLOUR SPACE

Colour space refers to the spectrum of
colours that are available to create the
image. Most digital cameras use the Red
Green Blue colour space, known as RGB.
This is predetermined by the manufac-
turer and is of little interest to compact-
camera users. All DSLRs offer alternative
colour spaces including Adobe RGB
(1998) and sRGB. Although these don't
cover as large a visible spectrum as the
eye can see, they offer a broader colour
range for the photographer to work with.

COLOUR TEMPERATURE &
WHITE BALANCE

The colour of light changes throughout
the day as the sun follows its course. On
a clear day early morning and late after-
noon light is warm. As the sun gets high-
er the colour of daylight becomes cooler
and more neutral. If heavy cloud blocks
the sun, the light will be even cooler
and photographs can have a bluish cast.
These changes in colour are recorded as
colour temperature, which is measured in
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degrees Kelvin. (The colour temperature
of direct sunlight is around 5000 degrees
Kelvin.) Just as our eyes and brain adjust
to compensate for the changing colour
temperatures so does the digital camera,
using the automatic white-balance func-
tion to ensure that white is recorded as
white under all lighting conditions.

The auto function works well in most
situations, but to ensure optimum colour
many cameras also have a range of presets
for shooting under a range of conditions
that typically include tungsten, fluorescent,
cloudy and shady. Advanced cameras may
have several settings for balancing the dif-
ferent types of fluorescent light and ‘sun-
set’ and ‘flash’ presets. Many of the more
expensive models include a ‘custom’ or
‘one-touch’ setting that lets the photog-
rapher measure the colour of the ambient
light and apply a suitable correction.

There will be times when you want to
take control of the white balance. The im-
pact of shooting early or late in the day to
capture subjects transformed by a yellow-
orange glow, or just after dusk when the
world can be bathed in a soft pink light,
will be lost if the camera neutralises the
colour temperature. To capture the actual
colours in such situations select the ‘day-
light” or ‘neutral’” white-balance preset.

If you're saving your images as JPEGs
it's important to get the white balance
right in-camera because it's harder to
change satisfactorily in the computer. The
more inaccurate the setting the more dif-
ficultitis to change. If you're capturing im-
ages as raw files you can leave the white-
balance setting on auto and set it with
great precision when you open the file
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in the raw conversion software on your
computer. (See p138 for more details on
shooting raw files.)

CONTRAST CONTROL

Contrast refers to the difference be-
tween the lightest and darkest parts
of the image. The contrast control al-
lows the photographer to change
the number of intermediate tones
between the darkest shadows and
brightest highlights recorded. A high-
contrast image has a greater number
of black and white pixels than an image
with normal contrast. One problem with
compact cameras is their limited dynam-
ic range, or range of light levels that the
sensor is able to record. This can result
in blown-out, or overexposed, highlights
and blocked-up, or underexposed, shad-
ows in photographs taken in bright out-
door light. The dynamic range can be ex-
tended slightly by reducing the contrast
setting. Varying the contrast in the cam-
erais only recommended if images are to
be viewed on a monitor or printed direct-
ly from the memory card; otherwise, it's
better to adjust the contrast using image-
editing software.

SATURATION CONTROL

Colour can be set to look natural or with
varying degrees of saturation. Selecting
the saturated setting on a standard com-
pact camera increases the strength of co-
lour in the image. Many compact digital
cameras have inherently high saturation
settings, which can be brought back to a
more normal level by lowering the Satu-

ration Control. More advanced cameras
allow more precise variation in saturation.

SHARPENING CONTROL

Images can be made to appear sharper
or softer through the use of a filter that
increases or decreases the contrast be-
tween objects in the image. If used to ex-
cess, the sharpening control can produce
white or black lines along edges of high
contrast. This degrades picture quality. Its
use is only recommended if images are to
be viewed on a monitor or printed directly
from the memory card.
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Choice of equipment is important. It's the first building block in a series of creative deci-
sions that will lead to you capturing images that reflect your personal photographic vi-
sion. A good photographer can take good pictures of any subject on any camera with any
lens; however, matching your gear to the kinds of shots you want to take and the kind of
travel you prefer makes photography more enjoyable and productive. You can expect to
be out and about for many hours at a time, sightseeing, walking, climbing steps, getting
in and out of vehicles...all the time watching and waiting for that great shot, so unless
you have very specific aims that demand a truckload of specialist equipment, keep your
gear to a minimum. A bag with a couple of camera bodies and three lenses might not
feel particularly heavy when you pick it up at home to put it in the car, but after a couple
of hours on your shoulder it can become so burdensome that it acts as a real disincentive
to walk an extra kilometre or climb those extra steps. Your gear shouldn’t be a reason for
not going to places and getting the shots you bought it for in the first place.

When you're out taking photos, aim to
fit everything you need comfortably into
a small to medium-sized shoulder or sling
bag that allows quick access and doesn't
cause you to walk around with an obvi-
ous lean. Other gear can be taken on the
journey for specific shots but left in the
hotel room until required. A tripod, for
example, is useful for capturing some
images, but there is no need to carry it
around with you all day.

Until you've made several trips and are
confident anticipating your needs, what
you actually take will have to be a com-
promise between what you think you
need, what you can afford, and how much
weight you're prepared to carry. Finding
the balance is the trick. Aim to keep things
simple, accessible and manageable. You
don't need tons of expensive gear to take
great photos; you just need to know how
to get the best out of the equipment you
have and to use it within its limitations.

CAMERAS

Flip through the pages of camera maga-
zines and websites and it's easy to be
overwhelmed by the choice of cameras.
The digital age means that models are up-
dated or replaced at an alarming rate, with
every new wave being spruiked as signifi-
cantly better than the last. You just have
to accept that the camera you buy will be
superseded sooner rather than later. How-
ever, it's not as bad as it sounds. Technol-
ogy has reached a point where the chang-
es are no longer as regularly dramatic as
they once were, and the camera you buy
today will only need to be upgraded if your
interest level or requirements change. Al-
though you'll be confronted by a stagger-
ing array of cameras in all sorts of shapes,
sizes, colours and prices, first you'll need
to decide between the four types of digi-
tal camera that are of most interest to
travellers: compact, bridge, compact sys-
tem cameras and digital single lens reflex
(DSLR). Consider their advantages and
disadvantages in relation to your photo-
graphic goals and travel style. Within these
categories cameras are made to suit every
budget and requirement level and can be
broken down into entry level, midrange,
advanced and professional.

COMPACT DIGITAL CAMERAS

Compact digital cameras, also known as
digicams or point-and-shoot, are ideal for
taking photos with a minimum of fuss —
perfect if you want to travel light. It is this
category that is especially mind-boggling
and sees the most new camera releases.
The small sensors and fixed lenses mean
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that manufacturers can be more creative
with their designs, so there are very small
and thin cameras in the range. If all you re-
quire is a record of your trip to be viewed
on a computer or printed up to A4 or 20cm
x 25cm (8in x 10 in) for an album or picture
frame, a fully automatic, 12 MP compact
digital camera will easily do the job. Com-
pact camera sensor sizes range from 10
MP to 25 MP.

ADVANTAGES

o ease of use

o models are available to suit all budgets
© Nno accessories are required

o image sensors range: 10 MP to 25 MP
o

the majority of cameras have a fully
automatic mode, a built-in flash and a
zoom lens

o most cameras accept a removable and
reusable memory card

o many models have built-in wi-fi for easy
sharing of images

o small, light and easily carried in a pocket
or a small bag

o underwater housing is available for
many models

®

®

The prices given in this section should be regarded as a guide only and
are not a substitute for your own careful, up-to-date research. A year

is along time in the digital photography business, and prices, features
and performance of all products are changing rapidly. You should get

opinions, quotes and advice from a number of places before you part

with your hard-earned cash.
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o weatherproof and waterproof models
are available

o wide range of sizes and styles

o quiet shutter

o full HD Video mode

o retractable lens models are compact

o fixed lens eliminates the problem of
sensor dust

o useful as a second or backup camera for
DSLR users.

DISADVANTAGES

o lower battery capacity; battery power
must be managed and batteries regu-
larly charged to ensure the camera is
always ready to go

o lenses cannot be changed
o cheaper models have low-quality lenses

o some cameras restrict file size when
high ISO settings are selected

o lenses produce much greater depth
of field compared to a DSLR camera,
which means selective focusing (throw-
ing the background out of focus) is very
difficult to achieve

o accurate framing is limited when sub-
jects are composed through an optical
viewfinder (not the lens)

o battery power is consumed when sub-
jects are viewed via an electronic view-
finder or LCD screen

o many models don't have optical view-
finders, only LCD screens

o delay between pressing the shutter and
the picture being taken, known as shut-
ter lag

o if offered, raw file format is slow
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o noticeable noise at higher ISO settings
o restricted dynamic range
o not good for fast-moving subjects

o not good for low-light photography.

ENTRY-LEVEL COMPACT DIGITAL
CAMERAS
The compact digital range starts with
point-and-shoot cameras that are small,
light and very easy to use. They are aimed
at beginners and people who want to
keep picture-taking as simple as possible,
so the default position on all controls and
features is automatic. Sensor sizes range
from 10 MP to 16 MP, which is quite suf-
ficient to make prints up to 20cm x 25cm
(8in x 10in). They often have limited zoom
range and perform best in bright lighting
conditions. They are prone to noise in low-
light situations. Cameras in this category
range between US$100 to US$200.
Common features:

o 3-8x optical zoom lens
o autofocus lens

o built-in flash with optional settings for
red-eye reduction, fill flash, night flash
and flash off

o0 2.7in LCD
o Wi-fi capability

o preset shooting modes for portrait, land-
scape, action and close-up pictures

o ‘quick delete’ button

o 'quick review’ button

o slot for removable memory card
o three image-quality settings

o scene modes

o face recognition

o image stabilisation

o Video mode.

MIDRANGE COMPACT DIGITAL
CAMERAS
More highly recommended is the next
level of compacts with 16 MP to 20 MP
sensors, and the ideal choice for holiday
and family photography. They offer similar
results to what was expected of film as
long as the print size is restricted to less
than 22cm x 33cm (9in x 13in). This cat-
egory includes the ultracompact cameras
that continue to push the boundaries of
style and substance in the smallest pack-
age possible. Prices range from US$200
to US$500. In Automatic mode they're
point-and-shoot cameras, but they have a
number of features that give some con-
trol over composition and exposure.
Common features:

o 4x to 30x optical zoom lens

o autofocus lens, often with manual fo-
cus presets and macro capability to
10cm or less

o built-in flash with optional settings for
red-eye reduction, fill flash, night flash
and flash off

o adjustable settings for white balance,
ISO and exposure compensation

o controls to adjust colour, contrast and
sharpness

o focus lock

o large 3in LCD

o built-in wi-fi

o scene modes for portrait, landscape,

action and close-up pictures

o orientation sensor to rotate vertical shots
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o ‘quick delete’ button

o ‘quick review' button

o slot for removable memory card
o three image-quality settings

o various review options

o varying levels of manual control
o face recognition

o image stabilisation

o full HD video recording.

ADVANCED COMPACT DIGITAL
CAMERAS
Advanced compact digital cameras offer
another step up again in terms of func-
tionality, features, performance and im-
age quality. If you're prepared to sacrifice
the advantages of a DSLR to minimise
weight and bulk, an advanced compact
digital camera is the next best option.
Available with 12 MP to 25 MP sensors,
the best of these cameras are well built
and packed with features, including high-
quality fixed prime or zoom lenses; large,
bright LCD screens; fast file processing;
manual exposure modes; and multipoint
autofocus sensors to handle off-centre
subjects. Excellent print quality can be
expected up to 40cm x 50cm (16in x
20in), with some manufacturers claiming
50cm x 76¢cm (20in x 30in) prints are pos-
sible. Some models offer powerful 6x,
8x, 10x or 12x optical zoom lenses. If you
want to capture your travels digitally and
don’'t want to use a DSLR camera, an ad-
vanced compact is highly recommended.
Advanced compacts range in price from
US$500 to US$4000.

Common features:

o 4x to 25x optical zoom
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o optical viewfinder with adjustable
viewfinder diopter

o JPEG and raw file capture
o accept high-capacity memory cards
o burst mode

o controls to adjust colour, contrast and
sharpness

large 3in LCD
excellent build and component quality

excellent-quality lens

o O O o

focus and exposure lock for accurate
focusing and exposure of the subject

hot shoe for external flash
built-in wi-fi

image-file data display
increased ISO range

increased white-balance options

manual exposure modes

O 0 0 0O O o o

multipoint autofocus sensors to handle
off-centre subjects

o self-timer

o clip-on conversion lenses and filters
o sound annotation

o full HD video recording

o image stabilisation

o face recognition

o flash exposure adjustment.

BRIDGE CAMERAS

Looking like small DSLRs, bridge cameras,
also known as Superzooms, Electronic
Viewfinder (EVF) or ‘all in one' cameras, sit
between compact and DSLRs in terms of
style and size. They feature an electronic
viewfinder, which gives a live view of the
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scene (in the same way a video camera
does) and is the same image seen on the
LCD. They have a fixed but powerful zoom
lens made possible by the use of a sensor
the size of a compact camera’s. After a pho-
to is taken, the data display and the instant
review image are shown in the viewfinder
(as well as the LCD screen), so you don't
need to take the camera from your eye to
see the shot you've just taken. The best Su-
perzooms have feature sets that rival mid-
range DSLRs.

On the downside there is a slight lag
between reality and the view in the finder
or on screen. The EVF and LCD have low
resolutions, so the images they display lack
clarity and detail, particularly in highlight
areas and in low light. When it's dark the
viewfinder is also dark; focusing manually
can be difficult; the cheaper models display
poor-quality colour, which is distracting
when composing; they can white-out or
get filled with vertical white streaks when
taking backlit shots; and they use a lot of
power. The quality of the EVF and the LCD
vary considerably between cameras, so
check these out carefully. Cameras in this
category have 16 MP to 20 MP sensors and
range in price from US$400 to US$850.
They may appeal to people who are con-
sidering a DSLR but like the more compact
package and aren't interested in extending
their kit with additional lenses.

Advantages

o advanced feature sets similar to mid-
range DSLRs

o fixed lens eliminates the problem of
sensor dust

o compact and light compared to DSLRs

o manual controls

o 12x to 83x optical zoom
o accurate framing of close-up subjects

o option of viewing and reviewing via
the electronic viewfinder or the LCD
screen

o live view

o digital preview shows 100% of the im-
age as it will be captured

o full HD video recording.

Disadvantages

o same sensor size as used in digital
compacts, so susceptible to more
noise and offering less control of depth
of field than DSLR sensors

o no interchangeable lenses

o small ISO range

o no optical viewfinder

o limited system expansion options

o EVF and LCD screens are low resolution
o difficult to focus manually

o high drain on batteries

o risk of increased digital noise due to
heating of sensor through continuous
use of the LCD screen and the EVF.

COMPACT SYSTEM CAMERAS

Compact System Cameras or Mirrorless In-
terchangeable Lens Cameras (MILC) have
grown rapidly in popularity since the launch
in 2008 of the Micro Four Third camera
range developed jointly by Olympus and
Panasonic. Interest in this category really
took off in 2011-12 as new camera systems
from Nikon, Olympus, Pentax, Fujifilm,
Ricoh, Sony and Samsung were released.
These camera systems have filled the gap
between compact cameras and DSLRs by
combining the best features of both cat-
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egories, namely APS-C sensors (found in
the majority of DSLRs) and interchange-
able lens systems, to produce excellent
image quality in two compact design styles
reminiscent of the traditional rangefinder
camera or small DSLRs. Unlike the DSLRs
they are styled after, compact system cam-
eras don't have an optical viewfinder; they
have an electronic viewfinder as found in
the Superzoom bridge cameras. Those
styled on the rangefinder design use the
rear LCD screen for composing images as
is common with compact cameras. These
cameras will appeal to people who always
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wanted the flexibility to choose different
lenses, but were put off by the size and
weight of DSLR systems. Cameras in this
category have 16 MP to 25 MP sensors and
range in price from US$500 to US$2400.

ADVANTAGES

o smallest and lightest camera system
with interchangeable lenses

o models available with APS-C, Four
Third sensor sizes or full frame sensors

o APS-C sensor is around 12 times the
size of most compact camera sensors,
allowing more depth-of-field control
and producing higher-quality files in
low light than is possible with compact
cameras

o APS-C sensor, when combined with
quality lenses, produces image files
comparable to those of a DSLR

o JPEG and raw file capture

o built-in wi-fi

o Full HD or 4K video

o manual controls

o fast lenses

o built-in flash and hot shoe for external

flash

o DSLR and Four Thirds system owners
can use their existing lenses on the
smaller camera body via an adaptor

o sensor dust removal systems on most
cameras.

DISADVANTAGES

o larger and heavier than compact cam-
eras

o small lens range for most cameras
compared to extensive ranges available
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for DSLRs
o prone to sensor dust

o cameras can have difficulty focusing in
low light

o smaller batteries means less capacity
and more recharging required.

DIGITAL SINGLE LENS REFLEX
CAMERAS

If you're serious about travel photogra-
phy and aiming for success across the
widest range of subjects in all situations,
you can't go past a DSLR, which is based
on the familiar 35mm film single lens re-
flex (SLR) camera format. The subject is
viewed through the lens, allowing quick
assessment and adjustment of focus and
framing decisions. Its versatility, the num-
ber of useful features and the ability to take
interchangeable lenses to suit all subjects
makes this an ideal travel camera. Switch
to Auto mode to avoid worrying about the
technical stuff or use the manual override
to take control of the technicalities.

DSLRs are available in a wide price
range with varying sensor sizes and build
quality. The main drawback of the better-
quality models and the accompanying
lens range is that they are heavy and bulky
when compared to compact and bridge
cameras. But that's a small price to pay
if you're intent on getting great pictures.

Apart from the features, assess the
weight, size and feel of the camera. Ifit's too
heavy you may be inclined to leave it in the
hotel room. Don't compromise lens quality
for camera features. The lens determines
image sharpness, contrast and colour ren-
dition. Buy the fastest lens you can afford

for superior optics, strong construction and
maximum flexibility in low-light situations.
Many cameras are sold as a package with a
zoom lens at the bottom end of the quality
scale to keep the price down. Inquire about
what other options are available.

ADVANTAGES

o all DSLRs have a fully automatic set-
ting, making them easy to use even for
the digitally challenged

o interchangeable lenses and accesso-
ries to suit every application

o large buffer memory to minimise delay
between frames

o most models have built-in flash units

o most models have sophisticated light
meters and autofocus lens systems as
standard features

o subject is viewed through the lens

o typically based on existing film camera
systems, allowing the same lenses to
be used

o shoot raw file format

o wide ISO range

o expandable systems

o body and lenses can be purchased

separately, allowing the body only to be

upgraded

o good performance in low light com-
pared to compacts

o models include entry level, prosumer
(or semi pro) and pro.

DISADVANTAGES

o heavier and bulkier than compacts

o investment in or upgrade of computer
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equipment and software may be re-
quired due to large file sizes

o lens multiplier factor may require the
purchase of additional lenses

o more expensive than compact cameras
with equivalent MP sensors

o prone to sensor dust

o entry-level cameras don't show 100%
of the image to be captured.

ENTRY LEVEL DSLRS

The entry level DSLR category provides
cameras aimed at the first-time SLR user.
They're compact, light and are usually
sold as a kit with inexpensive, but slow,
zoom lenses to allow attractive pricing.
Typically, the kit will include a wide-angle
zoom lens with a focal length of around
18mm to 556mm f3.5 to f5.6. This is OK
for outdoor conditions but is far too slow
for the wide range of general subject mat-
ter and conditions you'll be photographing
on your travels. Fortunately, most camer-
as are available as body-only purchases to
allow consumers to buy a DSLR body to

41

Photographers using
DSLRs and telephoto
zoom lenses, Istanbul,
Turkey

DSLR, 24-70mm lens at 24mm,
1/125f8,15S0 400




GETTING STARTED

match their existing film SLR lenses, or to
simply buy a better lens. Most cameras
have 18 MP to 24 MP APS-sized sensors,
capable of producing excellent quality
prints up to 33cm x 48cm (13in x 19in).
Prices range from US$400 to US$800 for
a camera body and a zoom lens.
Common features:

o adjustable viewfinder diopter

o built-in flash

o hot shoe for external flash

o burst mode

o slot for a removable memory card

o controls to adjust colour, contrast and
sharpness

o focus and exposure lock
o histogram

o scene modes for portrait, landscape,
action and close-up pictures

large 3in LCD
live view LCD
image file data display

0O O O o

multipoint autofocus sensors with
selectable focus points

o orientation sensor to rotate vertical
images

o image stabilisation

o self-timer

o range of file size and compression
settings

o full HD video recording.

MIDRANGE DSLRS

Midrange or prosumer DSLRs are feature-
packed cameras aimed at enthusiasts.
They're slightly larger and heavier than
entry-level cameras and are available
as kits with zoom lenses or body only.
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They're well built and should withstand
the rigours of travel and perform reliably
in most conditions. Models are available
with APS and full-frame sensors captur-
ing 16 MP to 25 MP, capable of producing
excellent-quality prints up to 40cm x 50cm
(16in x 20in). Prices range from US$800
to US$3000 for a camera body only. The
cameras at the top of this range have sen-
sors, processors and features that deliver
image quality close to that of professional
cameras. The list of features you can ex-
pect is long and includes everything avail-
able in an entry-level camera, plus:

o image capture at six frames per second

or more

o large buffer memory

o CompactFlash slots that accept high-
speed cards

o second slot for SD memory card

o semiautomatic and full manual expo-
sure control

o depth-of-field preview button

o program modes

o colour space options

o wide range of file size and compression
settings

o integrated sensor-cleaning system

o built-in wi-fi

o full HD video recording.

PROFESSIONAL DSLRS

Aimed at the professional photographer,
cameras in this category have 18 MP or high-
er sensors to suit the varying applications re-
quired by working photographers. The high-
end cameras in this range offer the ultimate
in digital SLR capture with full-frame sensors
capable of producing the most data-rich files

and high-quality prints up to 75cm x 100cm
(20in x 30in). Prices range from US$3000 to
US$8000 for the camera body only. More
robust than their consumer-oriented cous-
ins, professional DSLRs are built strong us-
ing alloys for both the body shell and the
chassis, and are sealed against moisture,
water, dust and sand. They have long-lasting
batteries, the most extensive feature lists,
plus expanded functionality options and very
sophisticated image-processing controls.
You won't get scene modes or a built-in
flash, but you will get the following:

o advanced light-metering systems

o camera specifications tailored to suit
specific professional applications
exceptional build quality

extended ISO range

extended white-balance options

dual memory-card slots

fast autofocus

O 0 0 o 0 o

fine adjustment controls for sharpness,
contrast, saturation and colour tone

o high burst rates of at least 10 frames per
second

o large memory buffer
o more file-size and compression options

o increased working-temperature range
for reliability in extreme temperatures

o manual override of automatic functions
o integrated sensor-cleaning system

o full HD video recording.

RANGEFINDER CAMERAS

The rangefinder is another camera type
worth considering for travel photography,
even though there’s currently only one to
choose from, made by Leica, and it's not
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cheap. Rangefinder refers to the focusing
system, which splits or doubles the im-
age on the focusing point. Correct focus is
achieved by manually superimposing the
double image. Aimed at the professional
and keen enthusiast, it's popular with
photojournalists and street photographers
because it's compact and virtually silent,
so it's much easier to work discreetly than
with a DSLR. However, the rangefinder
camera doesn't have a huge following as
it lacks the advanced features, sophisticat-
ed metering and lens range of DSLR cam-
eras. DSLR users will find it takes some
time to learn to focus the manual system
quickly. Still, check it out if you intend to
specialise in candid people photography
and want professional DSLR results with
minimum weight and bulk. The 24 MP
rangefinder costs around US$6500.

ADVANTAGES
o accepts interchangeable lenses
o smallest professional camera on market

o high-end camera offering DSLR quality
in lighter and more compact package
than the DSLR

o compact and extremely well built
o high-quality lenses
o very quiet operation

o viewing of the subject is uninterrupt-
ed by the shutter because it is seen
through a viewfinder, not the lens.

DISADVANTAGES
o expensive

o limited features for the price compared
to DSLRs

o limited range of lenses.

43



AURORA BOREALIS,

DSLR, 24-70mm lens, 30 sec s f4, 1SO 2500, tripod

Chasing the northern lights is right up there with my
best ever travel and photography experiences. But
that was only after it threatened to be one of the
worst. | allowed four days in Tromso and pre-booked
with a local tour company. Each day they picked

me up at 5.30pm for a 10-12 hour Aurora Borealis
search. The firsttwo nights were cloudy, cold

and drizzly, and we saw nothing. On the third night

things weren’t looking too good either, but just as
deep despair was about to setin the guides got very
excited and started yelling “Aurora’s here, there
she is!” Sure enough, a faint green glow appeared
in a small break in the clouds. After two, long cold
nights totalling 26 hours of nothing, it was certainly
better than nothing. However, | thought the guides
were just doing their best to keep our spirits up. But

then the clouds started to clear, the sky lit up with
green bands of light and a rare red corona formed
overhead. Multi-coloured rays then appeared over
the mountain range and the water turned green; it
was simply breathtaking. It's hard to describe the ex-
citement (and relief), but it truly was a hairs-stand-
ing-up-on-the-back-of-your-neck/tears-in-the-eyes
moment, and minus 20 didn’t feel so cold anymore.




GETTING STARTED

LENSES

The capacity to interchange lenses is one
of the most persuasive factors for choos-
ing a DSLR. While you can photograph
almost any subject with any lens as long
as you can get close enough or far enough
away, this isn't always practical or safe.
Having various lenses on hand increases
your creative options and your ability to
solve photographic problems. Don't com-
promise on lens quality — buy the best
lenses you can afford, as lens quality de-
termines image sharpness, colour and the
light-gathering capacity of the lens, which
can determine how you shoot in various
lighting conditions.

FOCALLENGTH AND LENS SPEED

All lenses have a designated focal length
and maximum aperture, which are used
to describe the lens. The focal length is
the distance between the centre of the
lens when it's focused at infinity and the
focal plane, the flat surface on which a
sharp image of the subject is formed. A
normal, general-purpose camera lens is
designed to have a focal length approxi-
mately equal to the diagonal of the sen-
sor. A full-frame sensor has an image area
of approximately 24 x 36mm, and the di-
agonal measures 45mm. Consequently,
a bOmm lens is regarded as standard for
cameras with full-frame sensors; it cov-
ers about the same field of view as the
human eye looking straight ahead. Wide-
angle lenses provide a wider field of view
and closer focusing than a standard lens.
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Telephoto lenses have a narrower field of
view and a greater minimum focusing dis-
tance than standard lenses.

The maximum aperture describes the
widest opening available on the lens and is
described as an f-number (see p133). The
wider the maximum aperture the greater
the light-gathering power of the lens. Lens-
es with wide maximum apertures (f1.2,
1.4, 1.8, 2, £2.8) are also referred to as
fast lenses. The lower the maximum aper-
ture the slower the lens because its light
gathering ability is less. A lens with a focal
length of 100mm and a maximum aperture
of f2 is called a 100mm f2 lens. The wid-
er the maximum aperture the bigger and
heavier the lens is (and the more it costs).

Zoom lenses have variable focal lengths.
At one end the lens may have a focal length
of 28mm and at the other a focal length
of 90mm. At its widest position (28mm)
the lens is at its maximum light-gathering
capability, say, 2.8, but this changes as it
zooms in to its longest position (90mm) to,
say, f4.5. This lens would be referred to as
a 28-90mm 2.8-4.5 zoom. On very pricey
professional zooms the maximum aperture
does not change as the focal length varies.

IMAGE STABILISATION

A feature available on an increasing num-
ber of lenses is optical image stabilisation.
This is well worth paying for, especially
on telephoto and telephoto zoom lenses.
The lens makers have all given the feature
their own name including: image stabilisa-

tion (IS) from Canon, vibration reduction
(VR) from Nikon, shake reduction (SR)
from Pentax and vibration compensation
(VC) from Tamron. The technology uses a
floating element that counteracts camera
shake and allows the lens to be hand-held
at shutter speeds two or three stops slow-
er than required for nonstabilised lenses.
For example, with a 200mm lens, image-
stabilisation technology allows hand-held
photography at 1/60 or even 1/30 of a sec-
ond, rather than the recommended 1/200
of a second for non-IS lenses. This means
images can be taken in lower light without
a tripod or without switching to a faster
ISO setting. See p28 for other stabilisation
technology.

LENS MULTIPLIER OR
CONVERSION FACTOR

There are some unique features and is-
sues to understand about lenses for both
digital compact and DSLR cameras. Most
DSLR camera bodies are based on film
systems and accept lenses from camera
manufacturers’ existing lens range. This is
great news for photographers with a bag
full of lenses, who can keep their invest-
ment in digital-camera gear down by only
having to buy a digital body. However,
there is a catch! Unless you buy a cam-

Dockyards and city skyline, Melbourne, Australia

The advantage of carrying various focal-length lenses,
either fixed prime lenses or zoom:s, is clear when you
can take three different pictures without changing your
position.

(Top) DSLR, 24-70mm lens at 65mm, 1/160 f6.3, 15O 100

(Middle) DSLR, 70-210mm lens at 95mm, 1/160 f7.1,1SO 100

(Bottom) DSLR, 70-210mm lens at 170mm, 1/160 f5.6, SO 100

THE GEAR LENSES
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era with a full-size image sensor, the area
covered by all other sensors is somewhat
smaller than the 24 x 36mm area covered
by a frame of 35mm film. Consequently,
when lenses made for 35mm film SLRs
are attached to a digital body the effective
focal length is increased. This is known as
the lens multiplier factor (LMF), or focal-
length conversion factor. The multiplier
factor is determined by the sensor’s size
relative to a 35mm film frame or full-size
sensor. For example, if the sensor is two-
thirds the area of a frame of 36mm film
the camera has an LMF of 1.5x. A 100mm
lens becomes a 150mm lens on the digital
body; a 24-70mm zoom lens becomes a
36-105mm zoom. This can be a real bonus
at the telephoto end of your zoom because
an 80-200mm becomes a 120-300mm
lens. However, if you take a lot of pictures

Because many people already understand

focal length (see p46) and the relative angle
of view (see p149) based on experience with
35mm film cameras, manufacturers provide
35mme-equivalent focal lengths in their
advertising and technical specifications for

digital cameras and lenses.

with a 24mm wide-angle lens you'll be
disappointed — suddenly it will become a
not-so-wide 36mm. Be prepared to buy at
least one new lens when you buy your first
DSLR. On the upside, the maximum aper-
ture is not affected. Also, the smaller cov-
erage required means that manufacturers
have the opportunity to make lenses spe-
cifically for digital cameras that are smaller,
lighterand, in the consumer range, cheaper
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than lenses made for film SLRs. Be aware
though that these purpose-designed lens-
es for sub-full-frame DSLR cameras can't
be used on full-frame-sensor camera bod-
ies (or film SLRs) as they have a smaller
imaging circle and will vignette, or darken
the corners of, the image.

Lenses can be grouped by focal length
into seven main categories: superwide,
wide, standard, telephoto, super tele-
photo, zoom and special-purpose lenses
(which include macro, shift, mirror and
fisheye lenses). Every lens or lens group is
particularly suited to certain subject matter
(listed under individual lens descriptions).

Note that the following references to fo-
cal length are based on full-frame digital
sensors. For other digital cameras seek
out the equivalent focal lengths to suit the
size of your sensor.

SUPERWIDE-ANGLE LENSES

Superwide-angle lenses include 17mm,
21mm and 24mm focal lengths. With their
very wide angle of view, these lenses lend
themselves to landscape, interiors and
working in confined spaces. The 17mm
and 21mm are a bit too wide for general
photography. Unless these lenses are
used well, it's easy to include unwanted
elements in the composition and for sub-
jects to appear too small. The 24mm pro-
duces images that have a distinct wide-an-
gle perspective, but can be used in many
situations. Particularly suited to taking en-
vironmental portraits, they allow you to get
close to your subject to create a sense of
involvement in the picture while including
the location as well.

WIDE-ANGLE LENSES

Photographers often use 28mm and 35mm
wide-angle lenses as a standard lens. They
produce pictures with a natural perspec-
tive, but take in a considerably wider angle
of view than standard lenses. Fixed-focal-
length compact cameras commonly use a
35mm lens, as it's considered suitable for
a wide range of subject matter.

STANDARD LENSES

Standard lenses have focal lengths of
50mm or 55mm, which have an angle of
view that is close to what the eye sees.
They have an important place in the pho-
tographer’s kit because they're compact,
light and the fastest lenses available, mak-
ing them ideal for low-light photography.

TELEPHOTO LENSES

Telephotos range from 65mm to 250mm.
Their most common characteristics are
increased magnification of the subject and
a foreshortening of perspective. Medium
telephotosrange from85mmto 106mmand
make excellent portrait lenses. They give
a pleasing perspective to the face and let
you fill the frame with a head-and-shoulder
composition without being uncomfortably
close to your subject. The long telephotos,
from 135mm to 2560mm, are ideal for pick-
ing faces out of a crowd and showing de-
tails on buildings and in landscapes. They
also allow the frame to be filled when mov-
ing closer is not possible, such as at sport-
ing events or when you're on the edge of a
canyon. They clearly compress distances,
making distant objects look closer to each
other than they actually are.
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If you're shooting a lot in low light, consider complementing your zooms
with a fast standard lens, such as a 50mm f1.4. More compact than a
zoom, it’s also easier to slip into a bag for those times when you want to
take your camera but are put off by its weight and bulk, and you'll have

maximum flexibility for selecting your desired depth of field.

Church on Our-Lady-of-the-Rock Island. Perast, Montenegro

The wide field of view of a 24mm lens was perfect for revealing the colour and detail of
the church ceiling and placing the altar in its very ornate and colourful context.
DSLR, 24-70mm lens at 24mm, 1/30 f5.6, 1SO 2500
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Hong Kong Island sky-
line, Hong Kong, China
One fun effect that you can
create with zoom lenses is
achieved by zooming dur-
ing the exposure. Choose
a point of interest at the
centre of the composition
and, if you're hand holding
the camera, select a shut-
ter speed between 1/2 and
1/30. Start zooming before
you press the shutter. In
this case, shooting at night
I needed a much longer
exposure so | mounted the
camera on a tripod and
began to zoom out slowly
about 4 seconds after the
shutter was released.

DSLR, 24-70mm lens at 70mm,
8 secs f9,1S0 100, tripod

GETTING STARTED

SUPER TELEPHOTO LENSES

Ranging from 300mm to 1000mm, these
lenses display significant foreshortening
and have a very narrow angle of view.
Apart from the 300mm, the super tele-
photos are specialist lenses. If the weight
doesn't bother you then the price probably
will. A 300mm lens magnifies the subject
six times more than a standard lens, and
is commonly used by wildlife and sports
photographers. For serious bird photog-
raphy (that is, if you want to take pictures
where you can actually see the bird) a
500mm lens, at the very least, is required.

Z00M LENSES

Zoom lenses offer convenience and flex-
ibility by giving an unlimited choice of focal
lengths within the lens’ given range. The
many and varied focal-length options have
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made zooms extremely popular and the
ideal choice for travellers. A standard fixed-
focal-length outfit would typically include a
28mm wide-angle lens, a 50mm standard
lens and a 135mm telephoto lens. Use a
28-150mm zoom and you can carry a single
lens instead, and you have the added bo-
nus of all the focal lengths in between. This
allows various framing possibilities from a
fixed position, including the ability to hold a
subject moving towards or away from you
in frame without having to move with it, so
that it appears the same size. This is very
useful for action and wildlife photography.
Many zooms also have a ‘macro’ setting,
which allows close focusing.

The ability to make smaller and lighter
lenses thanks to the lens multiplier factor
(see p47) has encouraged manufacturers
to produce extreme focal-length ranges,
such as 28-388mm and 320-800mm,

which aim to be all-in-one lens solutions.
Even so, they are generally heavier, larg-
er and have greater minimum focusing
distances to the more moderate zooms.
Two zooms, such as a 24-70mm and a 70-
200mm, will cover most subjects. If that's
one lens too many, and the 28-200mm
doesn't suit you either, a wide-to-medium
zoom such as a 24-105mm or a 28-80mm
is the best single-lens option.

The main drawback with zoom lenses is
that they're slower than comparable fixed
focal lengths, which has a couple of con-
sequences. Firstly, unsharp pictures as a
result of camera shake are common -
especially at the telephoto end of the zoom
range and when using the close-focusing
feature. Image-stabilisation technology
and the ability to easily increase the ISO
sensitivity of the sensor have certainly
made this less of a drawback than it once
was. However, you need to be alert as you
zoom to the telephoto end of your lens that
the shutter speed is not dropping to a point
where camera shake is likely. Secondly,
your control over depth of field is limited
by the lens’ maximum aperture (see p133).

PERSPECTIVE-CORRECTION
LENSES

Perspective-correction (PC), or tilt and
shift, lenses are used by architectural pho-
tographers to eliminate the linear distortion
that occurs when you tilt a camera up to
photograph a building. These specialist and
very expensive wide-angle lenses allow
control of the angle of the plane of focus
through tilt and shift movements, so that
you can keep the image plane parallel to
the building. These will only be of interest
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Cathedral, Arequipa, Peru

The arch and cathedral aren’t about to fall over backwards, but that’s the impression
you'll get when you point your wide angle lens up at a building. Perspective-correction
(PC) lenses are the professional way to photograph buildings without having to find a
vantage point that allows you to keep your sensor plane parallel with the subject (see
p260) but in the travel photography context the problem is now easily fixed with image

editing software.
(Top) DSLR, 24-70mm lens at 35mm, 2.5 secs f8, 1SO 100, tripod

(Bottom) DSLR, 24-70mm lens at 35mm, 2.5 secs f8, ISO 100, tripod, corrected in Adobe Lightroom

to those with a special interest in architec-
ture or if you hate the look of buildings that
appear to be falling backwards. Keep in
mind that converging verticals can now be
corrected in image-editing software such
as Photoshop and Lightroom.
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Butterfly, Sentosa Island,
Singapore

The close focusing ability,
often called ‘macro’, on
many zoom lenses will
often be enough to get
close to small subjects
and save you the cost of
amacro lens, unless you
have a particular interest
in photographing this kind
of subject.

DSLR, 24-70mm lens at 70mm
macro, 1/200 f9, 1SO 125
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MACRO LENSES

If you have a special interest in photo-
graphing very small things, such as in-
sects or individual flowers, consider equip-
ment made for macro photography: macro
lenses, extension tubes or close-up filters.
Macro lenses are described by the degree
of magnification possible. A macro lens
with 1x magnification is capable of 1:1
reproduction (ie, it reproduces objects at

Magpie goose, Bamurru Plains, Australia

Teleconvertors are really useful when you only occasion-
ally need that extra focal length, in this case taking my
200-400mm lens to a much more effective 560mm.

DSLR, 200-400mm extender 1.4x lens at 560mm, 1/800 f11,
1SO 1000
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life size). A lens capable of 0.5x magnifi-
cation reproduces objects at half life size.
Macro lenses are available in various focal
lengths, including 50mm, which can be
used as a standard lens for ‘normal’ pho-
tography. Extension tubes go between the
camera body and the prime lens, which
determines the magnification. With a 35-
80mm zoom, magnification of 0.3x to
0.5x is possible. The least expensive, but
optically inferior, option is close-up filters,
which screw on to the front of a prime
lens. Available individually, or as a set of
three with magnifications of 0.1x, 0.2x and
0.4x, these can be used in any combina-
tion for a magnification up to 0.7x.

TELECONVERTERS

Teleconverters are optical accessories
that fit between the camera body and
the lens to increase the focal length of
the lens. They're available to increase
magnification by 1.4x or 2x. Used with
a 200mm lens, a 1.4x teleconveter turns
your lens into a 280mm, and a 2x convert-
er increases its focal length to 400mm.
Used with a 70-200mm zoom lens, a 2x
teleconverter will change the focal length
to 140-400mm. They provide an ideal so-
lution for people who need access to fo-
cal lengths in the super-telephoto range
for a one-off event such as an African sa-
fari. Teleconverters will save you a lot of
money, packing space and weight — but
you can't have all that without giving up
something. It's inadvisable to buy a cheap
teleconverter because the inferior optics
will have a noticeable effect on the sharp-
ness of your pictures. And why put a
cheap piece of glass between your good

lens and your sensor? Best results will be
gained by using a teleconverter made by
the manufacturer of the lens you intend
to use it with.

As with zooms, the main drawback,
even with high-quality teleconverters,
is loss of lens speed or light-gathering
power. With a 2x converter your 70-
210mm 3.5/5.6 suddenly becomes a
painfully slow f7-f11. It's fine in bright,
sunny conditions, but it won't take much
variation in the sun'’s brightness for you to
be cranking up the ISO sensitivity on your
camera'’s sensor or reaching for a tripod.

OPTICAL & DIGITAL ZOOM
LENSES FOR COMPACT
CAMERAS

Zoom lenses are standard on most com-
pact digital cameras and are available
with either an optical or digital zoom, or
both. The focal-length range of zooms
varies from camera to camera, and manu-
facturers make the range a major selling
point. It's also common to differentiate
between the optical and digital zoom
capability. The range, or power, of the
zoom is expressed as a number followed
by an ‘x". A lens with a focal length range
of 6.3-63.2 is described as a 10x zoom.
If the camera also features a 3x digital
zoom it would be described as having a
10x optical zoom with a 3x digital zoom
and a 30x total zoom. Optical zooms are
far superior, so be sure to clarify the type
and respective range on every camera
you consider.

Optical zoom works by physically mov-
ing the lens in and out of the camera body
to vary the focal length and magnify the
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subject accordingly. Digital zoom uses
the camera’s image processor to en-
large a portion of the image by creating
and adding pixels to the image using a
process called interpolation, which gives
the illusion of zooming in. It's similar to
cropping an image and then enlarging it
to the same size as the original. Digital
zooms offer what may appear to be ex-
treme zooming capability, but the results
are often disappointing because extra
pixels have to be generated to maintain
the set file sizes, resulting in loss of im-
age sharpness and a fall-off in image con-
trast. Camera shake (see p132) may also
be a problem. The same effect can by
achieved in a computer much more sat-
isfactorily due to better and more control-
lable interpolation processing, and you'll
be working with the superior file captured
by the optical zoom lens.

If your camera has both optical and digi-
tal zoom capabilities you may have to acti-
vate the digital zoom function through the
menu. Otherwise, it moves through the
optical range first, then switches to digital
for continuous zoom. Better cameras let
you know that you've exceeded the opti-
cal zoom range and are composing with
the digital zoom, usually via a line graph
on the display. Be aware that the effect of
digital zoom can’t be seen through an op-
tical viewfinder; you must compose with
the LCD screen unless your camera has
an electronic viewfinder.

CONVERSION LENSES FOR
COMPACT DIGITAL CAMERAS

Compact cameras do not have inter-
changeable lenses. However, some
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advanced compacts accept conversion,
or auxiliary, lenses that clip or screw onto
the front of the prime lens. These lens-
es are optical accessories. Wide-angle
conversion lenses increase the viewable
area; telephoto conversion lenses mag-
nify the subject; and close-up conversion
lenses allow macro photography. These
accessories may provide an economical
solution for people who want to increase
their compositional options without the
expense of a DSLR outfit. As with tradi-
tional optical accessories, it's inadvisable
to buy cheap conversion lenses. Inferior

ACCESSORIES

Once you've got your camera and lenses
organised, there are a few other pieces
of equipment and a range of accessories
that will enhance your photography expe-
rience and ensure things go smoothly on
the road. Plus, you'll need a convenient
and practical way of carrying it all.

FLASH UNITS

Available light is the primary source of il-
lumination for travel photographs, but it
still pays to carry a compact flash unit (also
called a flashgun or speedlight) if there
isn't one built in to your camera or if you'd
like to be a bit more creative with flash
light. There will be times when it's incon-
venient, impractical, prohibited or simply
too dark (even for quality sensors) to set
up a tripod.

All flash units have a guide number (GN)
that indicates their power with the sen-
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optics will degrade the image file. One
major problem with wide conversion
lenses is the very obvious distortion that
is introduced to the image. Note also that
lens speed, or light-gathering power, is
reduced by up to two stops. These lens-
es are also very heavy and can unbalance
the camera. Additionally, they can only be
used with the LCD screen or an electronic
viewfinder and therefore demand greater
battery power. Cameras with electronic
viewfinders have special settings in the
menu that must be activated when using
conversion lenses.

sor set to 100 ISO. Guide numbers range
from 10 to 50. The higher the guide num-
ber the more powerful (and expensive)
the unit. The majority of new cameras
have built-in flash units and these provide
a convenient light source, ideal for candid
photos such as in restaurants, bars, night-
clubs and at parties, but they have limited
value for creative photography (see p166).
Remember to always work within the lim-
itations of the flash. Most have a GN of 10
to 15 and illuminate subjects between Tm
and 5m from the flash.

There are many accessory flash units
to choose from, which are either mount-
ed onto the camera via a hot shoe or
mounted off-camera on a flash bracket,
connected to the camera with a flash
lead. Manual flash units are available, but
far more popular are automatic and TTL
(through the lens) units.

MANUAL FLASH UNITS

Manual flash units deliver a constant
amount of light and require a simple cal-
culation to determine the aperture setting
to achieve correct exposure. The shutter
speed is irrelevant (except for the syn-
chronisation speed — see p167) because
the flash duration is very fast, typically
1/10,000 of a second or faster. With a sen-
sor setting of 100 ISO, divide the GN of the
flash unit by the subject’s distance from
the camera. For example, if the GN is 32
and the subject is 8m away, then the ap-
erture will be f4. The intensity of flashlight
falls off rapidly as it travels away from the
unit, so the further away the subject is the
wider the required aperture. Most manual
flashes have a scale on the back of the unit
that shows the aperture required based on
the sensor’s ISO setting and subject dis-
tance. This saves adjusting the GN if you're
using a setting other than 100 ISO.

AUTOMATIC FLASH UNITS

Automatic flash units, which can be used
on any DSLR, have sensors that read the
amount of light reflected from the sub-
ject and quench the flash as soon as the
correct amount of light has reached the
subject. Most units offer a selection of f-
stop settings and indicators that confirm
correct exposure, or alert you to over- or
underexposure.

TTL FLASH UNITS

TTL flash is a more sophisticated form
of automatic flash. The sensor that de-
termines the exposure is in the camera
body, which means that the light that hits
the sensor is measured automatically,
taking into account the aperture setting
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and the filters on the lens. Any aperture
can be used (restricted only by the unit's
capacity and the distance from the sub-
ject), and the need for ISO and aperture
settings on the flash unit is eliminated.
Camera manufacturers make dedicated
flash units with TTL functions for use with
their cameras, and sometimes only for a
specific model. Independent flash manu-
facturers produce units that can be dedi-
cated to most cameras via an adaptor. To
simplify flash work, TTL flash units are
recommended (if your camera has TTL
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Mardi Gras parade,
Sydney, Australia

In a fast moving street
parade an automatic flash
unit is one of the quickest
and easiet ways to get
colourful, sharp images in
situations where shooting
with the availabe light can
be challenging and the
results not so certain.
DSLR, 24-70mm lens at 27mm,
1/602.8,150 400, flash



Positano at dusk, Italy
Carrying a tripod can be a
real hassle, but when the
lightis low, the colours
saturated and you want
the finest detail in your
pictures, they're an es-
sential piece of gear.
DSLR, 24-70mm lens at 28mm,
20 secs f13,1SO 100, tripod

—
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flash capabilities). Look for a unit with a
manual mode that will let you experiment
further with the possibilities of flash.

TRIPODS

You'll be able to photograph most sub-
jects without the aid of a tripod or other
camera support, but you won't necessar-
ily be able to take the best photographs.
There's no question that a good tripod is
an extremely important piece of equip-
ment for the serious travel photographer.
Whether or not you actually take one
comes down to the kind of pictures you

hope to take and whether these will be
worth the hassle of packing and carrying
the extra weight. You can take the ma-
jority of travel pictures without a tripod.
During most of the day there's plenty of
light, and hand-holding the camera will
present few problems. In low-light condi-
tions indoors or on city streets, increas-
ing the sensor’s ISO setting will let you
continue hand-holding the camera. But if
you want to achieve images with mini-
mum noise in low light indoors or out,
maximise depth of field and use slow
shutter speeds for creative effects, a tri-
pod is necessary.

The most common travel subjects
that call for a tripod are landscapes and
cityscapes. Many of the most successful
pictures of these subjects are taken early
or late in the day, when light levels are low
and maximum depth of field is required to
render the whole scene sharp. If you have
a special interest in landscape photogra-
phy you'll need a tripod. Look for one that
you're happy to carry — they're useless if
you keep leaving them behind. Anything
too flimsy will let you down by not keeping
the camera steady. Check them out at full
extension and with your camera and your
longest lens attached. Make sure you can
splay the legs for ease of use on unlevel
ground. If your budget allows, a carbon-
fibre tripod will take a load off your back.

TRIPOD HEADS

Tripod heads attach to the camera base
and allow movement of the camera in
any direction. Buy a reasonably good tri-
pod and you'll have a choice of heads.
It's worth checking out the options to
find one that you feel comfortable with.

You'll have a choice between a ball head
and a pan-and-tilt head. The ball head is
ideal for travel photography because it's
more streamlined and easier to pack.
Make sure that switching between hori-
zontal and vertical positions is smooth,
that it locks into position easily, and that it
is strong enough to support your biggest
lens in both positions.

Another feature worth its weight in
gold is the quick-release plate. The re-
lease plate is attached to the base of the
camera, and slides into the tripod head
and is locked in position. This saves a lot
of time attaching and removing the cam-
era from the tripod. They really come into
their own if you're working with multiple
cameras and long lenses with their own
dedicated tripod attachments.

OTHER CAMERA-SUPPORT OPTIONS
If you don’t want to take even a small tri-
pod there are several options worth con-
sidering. Table-top tripods support the
camera around 15cm above the surface.
These tiny tripods are suitable for com-
pact cameras that have auto exposures
running to several seconds, and for the
smaller DSLRs with wide-angle or stan-
dard lenses. They need to be used in con-
junction with a wall or table...unless you
want to take all your low-light pictures ly-
ing on the ground looking up.

Monopods are a single-leg camera sup-
port. They're well suited for street and ac-
tion photography and are often used by
sport photographers. They can provide
support in crowded places where setting
up a tripod would be impractical.

Alternatively, you can improvise a cam-
era support. Your camera bag will always
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be at hand, and can be easily manipulated
to cradle the camera. Jackets or sleeping
bags can be bundled up and the camera
nestled into the folds. A pile of stones
will do a similar job. These suggestions
will work better using DSLRs with zoom
or telephoto lenses, so that the front of
the lens can be positioned clear of the
support. When you've finished getting
organised, just hope that the elements of
the scene that attracted you haven't dis-
appeared. You can also try bracing your-
self against trees, buildings, fences or
anything else that is solid and in the right
place. It's worth practicing some hand-
held low-light photography, shooting at
speeds of 1/15 of a second and slower,
to find out how steady your hand is — and
just how far you can push your luck (see
p132). These compromises may or may
not work for you, but don't expect the
consistent sharpness, speed and ease
that the use of a tripod provides.

FILTERS

Filters are optical accessories that are at-
tached to the front of the lens, either via
a filter holder or screwed directly onto
the lens. Every lens has a filter size and
it's ideal if your different lenses have the
same filter size, as it reduces the num-
ber of filters you need to carry. Filters are
available for a wide range of technical and
creative applications, but those discussed
here are favoured by professional travel
and landscape photographers. If you
want to keep your gear simple, only two —
the skylight and the polariser — are really
necessary for general, colour travel pho-
tography. The white-balance function on
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digital cameras also alleviates the need to
carry colour-correction filters.

If you do carry four or more filters,
consider carrying them in a filter pouch.
Although filters are neatly packaged in
individual cases, a pouch is much more
practical because it takes up less room
and gives quicker access.

The use of filters should be handled
carefully; they don't automatically im-
prove pictures, and often they do the op-
posite. Good filtration should not be no-
ticed. It's good practice not to stack, or to
use more than one filter at a time — mak-
ing the light pass through more layers of
glass than necessary will result in a loss
of image quality. Also, stacking screw-in
filters on wide-angle lenses may cause
you to photograph the filter mount itself,
which will show up in the photograph as
a vignetting or darkening of the corners.

SKYLIGHT (1B) & ULTRAVIOLET (UV)
FILTERS

Technically, skylight filters reduce the ex-
cessive bluishness that often occurs in
colour photography outdoors, especially
in open shade. UV filters absorb ultraviolet
rays, which can contribute to hazy and in-
distinct outdoor photographs. Filters also
protect your lenses from dirt, dust, water
and fingerprints. Lenses are expensive, fil-
tersaren’t. It's much better to clean a dirty
big fingerprint off a filter than off a lens.

POLARISING (PL) FILTERS

A polarising filter is an essential item in any
camera bag. Polarisers eliminate unwanted
reflections by cutting down the light re-
flected from the subject. This increases the
colour saturation and the contrast in the
picture, intensifying colours and increasing
contrast between different elements. The
level of polarisation is variable and is con-
trolled by rotating the front of the filter and

A skylight or UV filter should be

on every lens you own simply

to protect the expensive optical
glass from dust, dirt, water and

fingerprints.

Shop window, Lucerne, Switzerland

(Left) Taken without a polarising filter, this is
an ineffective photo. The reflection from the
window reduces colour and contrast.

DSLR, 24-70mm lens at 63mm, 1/50 {10, 1SO 100

(Right) Add a polarising filter and there’s still
alittle reflection, but it’s been minimised and
moved away from the main subject area.

DSLR, 24-70mm lens at 63mm, 1/25 f16, 1SO 400,
polarising filter

the camera lens in relation to the position of
the sun. As you view your subject through
the lens you can see exactly what effect
the filter will have at different points in the
rotation. A polariser has its most marked
effect when the sun is shining and the filter
is at 90 degrees off axis with the sun. It has
its minimum effect when the sun is directly
behind or in front of the camera.

Although the effect produced by pola-
risers can be seductive in the viewfinder,
they shouldn't be treated as standard fil-
ters. Don't leave them on your lens. They
don't enhance every photo, and should be
used only as a creative tool. Additionally,
they reduce the amount of light reaching
the sensor by two stops. On lenses wider
than 28mm it's important to note the posi-
tion of the filter, particularly in clear areas of
the picture such as the sky. If it's not posi-
tioned properly one part of the sky may ap-
pear darker than another, which translates
to very unsatisfactory image files and more
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time at the computer correcting the prob-
lem. Also, when the contrast of a scene is
already high, such as white snow against a
blue sky, overpolarisation can result in the
sky recording as an unnatural-looking black.
There are two types of polarising filters,
the standard PL and the circular polariser
(PL-CIR). The PL-CIR is designed to avoid
problems with through the lens (TTL) au-
tofocusing. Check your camera manual,
but if in doubt, use a circular polariser.

NEUTRAL DENSITY (ND) FILTERS
Neutral density filters reduce the light
reaching the sensor. They are available
in one-, two- or three-stop densities or
combined in a single variable filter and
are typically used in bright conditions to
achieve shallow depth of field, or to allow
slower shutter speeds to express move-
ment. Some advanced compacts have
built-in digital ND filters that you access
through the camera’s menu.
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Lake St Moritz at dawn, St
Moritz, Switzerland

(Left) By exposing for the
buildings, good colour and
detail were ensured, but
the reflection in the water
is too dark.

DSLR, 24-70mm lens at 24mm,
0.5 secf16,1SO 100, tripod

(Middle) Exposing for the
water the reflection is
recorded correctly but the
colour and detail in the
mountain and sky are lost.
DSLR, 24-70mm lens at

24mm, 1 sec f16,1S0O 100,
tripod

(Right) A graduated neu-
tral density filter placed
over the top half of the
frame solves the problem
by evening out the light
levels between the light
and dark areas, ensuring
good colour and detail in
the sky, mountains, town
and the reflection.

DSLR, 24-70mm lens at 24mm,
1secf16,1SO 100, tripod,
graduated ND filter
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You can maximise
the number of
shots you get
from your camera
battery by turning
off the LCD screen
and using the
optical viewfinder
to compose im-
ages; resisting the
temptation

to review and
delete images;
only using image-
stabilisation
functions when
necessary; and
switching to
Manual focus

mode.
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GRADUATED FILTERS

Graduated filters are clear in one half
and coloured in the other. The density of
the colour decreases towards the centre
of the filter to prevent the boundary be-
tween the two halves showing up in your
photograph. Available in many colours,
they are special-effect filters that have to
be used very carefully or the result will be
unnatural. For example, if you put a sun-
set coloured filter on to change the colour
of the sky to orange, but the shadows in
the picture are short, the use of the filter
will be obvious and the effect amateurish.

The most useful graduated filter is the
grey, or neutral density (ND grad) filter. ND
grads don't add colour to the image, but
reduce the light reaching the sensor in half
the scene. It's used by landscape photog-
raphers to even out exposure differences
where the contrast between two areas of
a scene is too high for the sensor to record
detail in both areas (see p137).

When using graduated filters it's
important not to stop down too much, es-
pecially with wide-angle lenses, as this can
result in a sharp line across the picture. If
your camera has a depth-of-field preview
button, use it to ensure the line isn't visible.

Graduated filters are much more useful
and easier to control in the square, slip-in
holder style than the screw-in style. It al-
lows you to move the filter up and down
for more accurate placement of the line
between the coloured and clear areas.

BATTERIES, CHARGERS,
ADAPTORS AND CABLES

Digital cameras use a lot of power that
requires batteries, chargers, adaptors and
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cables that have to be packed and then
untangled every time you get to a hotel.
Battery power is consumed at every step
of the way, including turning the camera
on and off, using the LCD screen, zoom-
ing and focusing, using an electronic
viewfinder, reviewing and deleting im-
ages, firing the flash, using image-sta-
bilisation lenses, writing images to the
memory card, and transferring files from
the camera. In other words — everything!

Always carry spare batteries for each
piece of equipment. Ideally, you'll begin
each day with two fully charged batteries.
This becomes more important the further
off the beaten track you go, especially if
your camera uses lithium batteries (they
last longer but aren’t readily available in
smaller places).

The latest models from quality manu-
facturers include power-saving facilities
that have led to lower battery consump-
tion in most cameras. Even so, managing
battery power is a serious business when
you're on the road and should be consid-
ered when you're shopping for a camera.
Most cameras come with a rechargeable
battery do, but double check. You're likely
to come across three types of recharge-
able battery; each has its strengths and
weaknesses:

o The common AA nickel cadmium
(NiCd) rechargeable batteries suffer
from what’'s known as ‘memory effect’.
This results in reduced power levels if
they're not fully discharged before re-
charging, which can be a bit inconve-
nient. However, they can be recharged
up to 1000 times.

o Nickel metal hydride (NiIMH) batteries

have much greater capacity on each
charge than NiCds, and they can be re-
charged at any time. They're only a bit
more expensive than NiCds when you
consider the total lifetime of the battery
and are much cheaper to run than al-
kalines. The only downside is that they
can only be recharged approximately
500 times.

o Many cameras use lithium-ion (Lion)
batteries. They're the most expensive
but offer the greatest capacity per
charge. Be aware that many cameras
are supplied with a camera-specific
Lion battery. This makes it especially
important to carry spares — availability
on the road can’t be guaranteed.

Once you have got your camera with re-
chargeable battery, do not leave home
without:

o at least one spare rechargeable camera
battery

o at least one set of nonrechargeable
batteries if your camera or other gear
accepts AA or AAA cells (in case re-
charging is not possible)

o at least one set of spare batteries for
your portable flash unit

o power-conversion adaptor plugs for all
your destinations

o the battery recharger and cables.

If you're carrying multiple chargers for
your camera and other power-hungry
gear, such as a laptop, a video camera and
phone it's worth taking a double adaptor
or better still a four-point power board so
you can charge several items at once.

If you are going to be away from a pow-
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er supply for any length of time, you'll
need to investigate charging your gear
using compact, foldable solar panels and
battery chargers.

CABLE RELEASES

Cable releases, also known as remote
switches, are accessories that are con-
nected to the camera body and let you
fire the shutter without physically touch-
ing the camera, reducing the risk of cam-
era shake. If you have your camera on a
tripod (or a pile of stones), you should use
a cable release. DSLR users will need to
use the dedicated electronic cable release
made for their camera by their camera’s
manufacturer. These are not compatible
with other camera makes or even with
other cameras by the same manufactur-
er. Compact cameras do not generally ac-
cept cable releases, but some advanced
compact cameras have wireless or infra-
red devices that perform the same func-
tion, as well as letting you fire the shutter
at some distance from the camera.

LENS HOODS & EYECUPS

Lens hoods are essential and should be fit-
ted to every lens if one is not built in. Their
function is to prevent stray light entering
the lens, which can cause flare, reduce
sharpness and affect exposure settings.
They also protect the front of the lens.

If your DSLR doesn’t have a built in
eyecup around the eyepiece, buy one as
an accessory. It will prevent light enter-
ing the eyepiece so that the viewfinder
remains at its optimum brightness for ac-
curate focusing.
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Dive boat photographer,

Great Barrier Reef,
Australia

DSLR, 24-70mm lens at 57mm,
1/800 10, 1SO 1000, underwa-

ter housing
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LCD HOODS

An LCD hood provides shade for the
screen to make it easier to compose pic-
tures in bright conditions.

CLEANING KITS

Lens tissues and a blower brush are suf-
ficient for most cleaning requirements.
For really stubborn marks on lenses, a
lens-cleaning fluid may be required. Gen-
erally, though, it's not worth carrying on
the road. To keep your camera’s image
sensor clean you'll need a dedicated an-
tistatic brush and/or a natural air blower,
depending on your preference. See p91
for advice on cleaning sensors.

PORTABLE STORAGE DEVICES

Portable storage devices are compact,
light, easy to use and can be powered by
AA batteries, rechargable batteries or a
power adapter. They accept most mem-
ory cards either directly or via an adap-
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tor. Capacity ranges up to 2 TB, allowing
thousands of high-resolution images to be
stored, ready to be transferred to a com-
puter at a later date. The higher-priced
units have LCD screens, so images can be
reviewed anytime and, just as importantly,
allowing visual verification of successful
transfer. Portable CD readers and CD-RW
units let you store images on a hard drive
and make backup copies on CD, making
you totally self-reliant (ie you don't need
access to a shop, internet café or comput-
er to transfer and back-up pictures).

CARD READERS

Card readers are compact devices that con-
nect to a computer via a USB port. Cards
are inserted into the card reader and imag-
es are transferred at the touch of a button.
Available in single- or multiformat versions,
they can be left attached to a computer,
which means less fiddling around with ca-
bles every time you want to transfer imag-
es. Multiformat card readers are particularly
useful if you're using two or more cameras
that use different memory cards.

UNDERWATER HOUSINGS

If you'd like to explore the marine world
with your nonunderwater camera, you'll
need to protect it with an underwater
housing. Compact-camera manufactur-
ers offer underwater housings as an ac-
cessory for many of their models. DSLR
users have the choice of selecting from
various models at varying prices made by
specialist companies; these housings are
capable of going down as far as you're
willing to go yourself.

OTHER ITEMS

You'll also find a few other items are par-
ticularly useful:

o an alarm clock, so you don’t miss a sin-
gle sunrise (or the train)

o a head torch for early-morning and late-

BAGS

If you've got anything more than a simple
DSLR outfit, your choice of bag is impor-
tant for comfort, security and ease of ac-
cess. When buying one, take all the equip-
ment you intend carrying on your travels
and try out the options in the shop. Aim
to fit all your gear into one bag, but ensure
that it's easily accessible. It can then be car-
ried onto planes as hand luggage, and you
only have one bag to worry about. Try not
to select a bag that looks so good it's worth
stealing. Look for bags with wide straps
and shoulder pads — they make carrying a
weighty bag much more comfortable.

It's important to have a trial run with
your bag of choice loaded up with every-
thing you intend to take. Don't just wander
around the lounge room for five minutes.
Carry it and use the equipment to see
how comfortable and easy it is.

Many travellers prefer to carry their cam-
era and lenses in their regular day-pack.
Avoid this unless you're prepared to carry
your camera on your shoulder whenever
you're out; having to remove the camera
from the day-pack every time you want to
take a photo is slow and inefficient.
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evening walks, as well as changing set-
tings on your camera in the dark

© a compass, so you can predict where
the sun will rise and set

o gaffa tape, for running repairs (easy to
carry if you wrap a couple of metres
around the legs of your tripod).

Lots of bags look good but are not nec-
essarily functional or comfortable. The
following are the main styles available.

DAY-PACKS & BACKPACKS

Ideal for carrying lots of equipment, but
access is slow because the bag has to be
removed from your back. Popular for hik-
ing and trekking.

SOFT SHOULDER BAGS

These offer quick access and are gener-
ally comfortable to carry. They conform to
the body and adapt easily as the gear in
the bag changes. However, they offer the
least amount of protection from knocks.

HARD-SIDED CASES

These offer the greatest protection for
equipment, but are very uncomfortable
to carry around. Access is slow and all
your gear is displayed when you open
them up. Ideal if you're carrying a lot of
equipment and need to check it in on
planes, but carry a soft bag for use at
your destination.
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On plane trips,
travel with all
your gear in a day-
pack-style bag,
and then transfer
it to a shoulder
bag for use at
your destination.
You can get much
more gear into
the day-pack,

but the speed of
access afforded by
ashoulder bag is
preferable when
shooting. Plus,
you can revert

to the day-pack
for particularly
long walks, for
which the shoul-
der bagisn't so

comfortable.

GETTING STARTED

SLING BAGS

A hybrid of the day-pack and shoulder-
bag options, these let you keep your bag
on your shoulder but provide easy and
quick access to your gear.

JACKETS & VESTS

Photographers’ jackets and vests have
numerous pockets, which distribute
the weight of the gear evenly over the
shoulders. Quick access is assured...that
is, if you can remember in which of the
400 pockets you've put what you need.
They're useful in crowded situations and
permit greater agility in more adventurous
environments than a bag swinging from
the shoulder or bulging from your back.
Plus, you can always carry a bit more gear

onto the plane by loading up the pockets
and wearing it.

POUCHES

If you have one camera and a zoom lens,
consider carrying it in a pouch worn on a
belt. Pouches provide quick access and
take the place of the camera-maker’s case.
There's usually enough room for essential
items like filters, a notepad and a pen.

STRAPS

Camera straps should be wide. Those pro-
vided by the camera-makers are not always
comfortable, especially for cameras with
heavy telephoto and long zoom lenses.

BUYING GUIDE FOR DIGITAL CAMERAS

When you've read the preceding section,
browsing the internet, thumbing through
catalogues and visiting camera shops
won't be quite so overwhelming as they
might otherwise be. The range of camer-
as and accessories is simply staggering,
and at first glance can be confusing. What
appear to be very similar cameras in terms
of size, megapixels and lens can be more
than US$1000 apart in price. Some cam-
eras come with one lens, others with two,
and others are advertised ‘body only’. The
quickest way to make sense of this is to
remember the adage, 'you get what you
pay for’. It can certainly be applied to cam-
era equipment. Higher prices should buy
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a camera with more features and better-
quality components, construction and
optics. In the digital world it also means
more pixels, larger pixels, larger sensors,
more in-camera computer memory and
increasingly sophisticated and faster in-
camera image-processing software. The
key things to keep in mind are:

o How much you want to spend

o What kind of pictures you want to take —
holiday snaps or considered images

o What you want to do with the pictures.
Will you view them on a personal com-
puter or sell them to the world?

o How much involvement you want in
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the capture process (fully auto or lots of
personal input?)

o What priority you're going to give to
photography on your travels. Will you
shoot as you go or plan in advance?

o How involved you want to be in the
postcapture digital process. Do you
want to be an image-editing master, or
would you rather have no involvement?

The quickest way to get a sense of what's
out there and how much you'll need to
spend is to go online. The internet is a
great resource, especially once you're
comfortable with the technology and the
terminology. There's information on every
aspect of digital imaging, including test
reports, camera comparisons, techni-
cal specifications, price guides, personal
opinions, sample images, manufacturers’
propaganda and lots of valuable and up-
to-date information on buying and using
digital cameras.

It's also a good idea to visit a large retail-
er. A good salesperson will quickly match
your needs and budget and come up with
a short list of possibilities. Spend time

DSLR SYSTEMS

Outlined below are three suggested cam-
era outfits for travel photography. The gear
should fit into a single camera bag (except
the tripod) when the equipment is removed
from its individual cases. There are numer-
ous other camera-and-lens combinations,
so use this as a guide as you consider your

handling these cameras and take photos
with them in and around the shop. It's the
only way you'll discover which cameras fit
comfortably in your hand, feel balanced,
are easy to use, are too heavy or too light,
or too big or too small. You'll also be able
to determine if the controls and menus are
easy for you to access and operate, and
if it feels comfortable to take, review and
delete images. You should be able to ac-
cess all key controls with fewer than three
clicks of a button, or toggles of a switch.
It's also worth considering if this purchase
may be a stepping stone to a future up-
grade because of the lens-factor issue.
Shop around because retail prices
can vary considerably, especially when
a model is about to be superseded. Al-
ways check the warranty. This is particu-
larly important if buying on the internet or
outside your own country. Make sure it
covers your home country and those you
intend visiting, in case you require repairs
while travelling. No matter where you buy
your camera, leave yourself time before
you travel to use it intensively for a couple
of days so that any problems are detected
immediately and can be sorted out.

own budget, needs, photographic goals
and travel plans. Note that the focal lengths
are based on full-frame sensors.

BASIC SYSTEM

This is a popular system with many travel-
lers who want to keep it simple, and is the
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Some handy
websites to start
researching
equipment online:
www.allmemory
cards.com, www
.camerastore.
com.au, Www
.cnet.com, www.
dcviews.com,
www.digicamhelp
.com, www.re-
viewed.com, www.
dpreview

.com, www.fred
miranda.com and
www.steves

-digicams.com
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Take your own
flash memory
card when you're
shopping around
and use it in the
cameras you're
interested in. You
can then view and

compare the files

on your computer,

which is always
much more re-
vealing than a 3in

LCD screen.

GETTING STARTED

recommended minimum outfit:
o DSLR camera body

o 18-200mm 3.5-5.6 zoom lens
o 16-20 MP sensor

o built-in flash

o skylight or UV filter

o polarising filter

o two or three 16 GB memory cards.

STANDARD SYSTEM

The addition of a portable flash and a tri-
pod adds flexibility in low light and greater
control over depth of field.

o DSLR camera body
o 16 MP to 25 MP sensor
o 18-55mm f3.5-5.6 zoom lens

o 70-200mm f4 zoom lens or 100-
400mm f4-5.6 zoom lens (if wildlife or
sport is a priority subject)

o portable flash

o compact tripod

o skylight or UV filter for each lens
o polarising filter to fit all lenses

o four 16 GB memory cards

o card reader

o portable storage device for storing and
viewing images.

ADVANCED SYSTEM

A versatile outfit for the traveller who
places a high priority on picture-taking
and is more concerned with capturing
images than the weight and bulk of their
camera bag. The extra body is a great
backup in case of loss or damage to
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one of your cameras, but also increas-
es speed and flexibility while shooting.
The fixed-aperture fast lenses offer a
significant step up in terms of image
quality and, along with the tripod, will
increase picture opportunities and give
you greater control over depth of field in
the majority of low-light situations. The
bounce-flash kit provides natural-looking
flash pictures.

o two DSLR camera bodies

o 18 MP to 25 MP sensor

0 24-70mm 2.8 zoom lens

o 70-200mm 2.8 zoom lens

o 300mm f4 lens

o 1.4x teleconvertor

o portable flash

o bounce-flash reflector kit

o skylight or UV filter for each lens
o polarising filter to fit all lenses

o compact carbon-fibre tripod

o four 16 GB memory cards

o card reader

o laptop for viewing and storing images

o 2x external hard drives for backing
up images

Photographing bird life from an airboat with
DSLR cameras and telephoto zoom lenses,
Bamurru Plains, Australia.

DSLR, 70-200mm lens at 200mm, 1/400 f16, 1SO 400

THE GEAR DSLR SYSTEMS
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It's possible to buy
a camera, take it
out of the box, set
it on Auto and get
good pictures. But
to ensure minimal
problems and
maximum suc-
cess, buy the cam-
era far enough in
advance to give
yourself time to
become totally
familiar with all
its functions and
creative possibili-
ties, especially if
it's your first

digital camera.
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@®@O0THER IMAGING OPTIONS

Traditionally, the realms of still and moving imagery were regarded as two quite dif-
ferent disciplines with their own specialist equipment and visual language. You were
either a photographer or a movie-maker. Creatively, the disciplines have much in com-
mon, but with each requiring unique equipment and skill sets there wasn't a lot of
crossover. However, converging technologies that bring together various functional-
ities into one device, such as still cameras with Video mode and telephones with built-
in cameras, are challenging these conventions, at least at the equipment level.

With Video mode a standard feature on most digital compact cameras, DSLRs and
smartphones, many people who never would have considered travelling with a video
camera are experimenting and enjoying the opportunity to capture moving images of
their trip. The camera’s bundled software or any number of third-party options let you
view, edit and combine both your still and moving images into slide-show and movie
presentations.

The most obvious benefits of converging technologies are the reduced number of
devices you need to own and the opportunity to experiment with another medium with-
out the investment and extra luggage. Not that long ago, if you wanted to make phone
calls, take still pictures and shoot movies you needed three different devices, a couple
of bags and four arms. Now you can do it all with one pocket-sized device and one hand!

Additionally, the rise and rise in popularity of GoPro cameras and drones equipped
with cameras are great examples of how technology and innovation from outside the
traditional photographic industry are enabling new and exciting perspectives and pos-
sibilities for creative image capture for everyone, from novices to professional photog-
raphers and film makers.

CAMERA PHONES

The camera is an integral feature of the
mobile smartphone. Sensor size, lens
type and photo and video-taking features
are prominent in the sales pitch of every
new product. The appeal is obvious: you
can capture, view and distribute your im-
ages and videos with ease, from a device
that slips easily into a pocket or purse and
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is always with you. Not only that, you can
even make phone calls!

Although the image quality varies
widely on the enormous range of camera
phones on offer, their potential as a cre-
ative tool has been embraced by photog-
raphers, artists and film makers.

The technology is, of course, moving

OTHER IMAGING OPTIONS CAMERA PHONES
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Melaleuca for-
est, Bamurru
Plains,
Australia
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8 MP, 4mm lens,
1/120 2.2, JPEG,
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Reflections in
window, Sydney,
Australia

Camera Phone, 8 MP,
4mm lens, 1/1702.2,
JPEG, 1SO 32
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fast. Image quality and the experience
of photography and video improve with
every new model release. Cameras in
smartphones have reached the 41 MP
sensor size (although most of the better
cameras range from 12 to 23 MP) and in-
clude quality lenses made by well-known
lens makers such as Carl Zeiss and Leica,
increased storage capacity and features

once exclusive to digital cameras, such as
adjustable white balance, scene selection,
optical zoom lenses, flash, macro focus,
autofocus, choice of ISO setting, face de-
tection and shake-reduction technology.
Most capture video in high definition while
the top of the line models can record in
ultra-high definition (UHD) 4K resolution.
The quality of the image file and the
increasing range of camera features in-
cluded in the best smartphones offer a
serious alternative to the lower-end com-
pact cameras for people who just want to
point and shoot and enjoy their images on
a computer screen, share on social media
or print up to 8 x 10in or A4. But if you
want more than that from a camera, keep
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using the phone for making phone calls.

If you do want to make sure that the
pictures you take with a camera phone
are the best they can be, and especially
if you intend to use it as your primary im-
age-capture device on your travels, con-
sider the following features.

CAMERA RESOLUTION

With sensors ranging from 5 MP to 41 MP,
there is no shortage of choice. Choose a
camera with a 6 MP sensor or higher if you
want to be able to make A4 or 8 x 10in-
sized prints. Generally, the higher the MP
count the more detailed the images. If you
think you'll want enlargements of your im-
ages up to A3 or 11in x 17in, buy a phone
with a 16 MP sensor.

SENSOR SIZE

Don't forget, you can’t simply compare
megapixel for megapixel when evaluating
digital cameras and camera phones. Ex-
cept for the very high-end camera phones,
most are inferior to mid-level compact
digital cameras. They have smaller sen-
sors, which means the megapixels are
smaller and squashed closer together than
in an equivalent digital compact, and the
on-board software compresses the im-
ages heavily to maximise storage capac-
ity. The largest camera phone sensor is 1
inch, around seven times larger than the
1/3 inch sensors used in the majority of
camera phones. The better quality camera
phones have sensors that are a relatively
large %2 inch in size. To put this into per-
spective the APS-C sensor used in the
majority of DSLRs is around 21 times larg-
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er than the 1/3 inch sensor, and a full frame
DSLR sensor is around 50 times larger.

LENS

As with camera lenses, the quality of the
glass through which the light passes to
the sensor is crucial in determining image
quality. One of the main reasons that many
camera-phone pictures look decidedly
poor is that many camera phones have
cheap plastic lenses. Higher end devices
have much better lenses, some made by
well-known camera lens makers which the
marketing blurb will be quick to point out.
The majority of camera phones have fixed
wide angle lens (around 28mm equivalent)
with a maximum apertures ranging from 2
to f2.4. The wider the aperture the better
the images in low light. If the camera does
have a zoom lens make sure it's an opti-

cal zoom, which is also a good indication
that the phone has a better-quality lens. As
with compact cameras, avoid digital zoom
lenses (see p53).

The better phones may also protect the
lens with a toughened glass lens cover.
However, this cover is itself rarely protect-
ed and is easily compromised with finger-
prints and dirt picked up from pockets and
bags which will degrade the image file.

RAW CAPTURE

Most camera phones use the JPEG
file format and compression routine
as it allows quick in camera process-
ing and large numbers of images to be
stored. Raw file capture, the preferred
format of the serious photographer, is
now available on a few high end camera
phones. Raw files are not processed by
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the camera’s software, so they retain all
the information originally captured. The
photographer then has complete con-
trol of how the image is processed (and
therefore looks) by adjusting white bal-
ance, exposure, contrast, saturation and
sharpness. Of course, this will involve
considerable time working with the file
in an image-editing app, either on the
phone or on a computer. Raw files are
large so make sure the phone has the
appropriate storage capacity but better
still supports storage expansion with a
removable memory card.

IMAGE STABILISATION

A great feature for improving image
sharpness, particular in low light situa-
tions. Two systems are being employed
in camera phones: Electronic image sta-
bilisation (EIS) uses software, which typ-
ically will increase the ISO rating of the
sensor to allow faster shutter speeds to
be used. The superior optical image sta-
bilisation (OIS) system works by mount-
ing the sensor and lens on a moveable
rig that physically shifts to counter op-
erator camera shake.

BUTTONS AND MENUS

Make sure you actually handle the
phone in its picture-taking mode before
purchase. How easy is it to get to the
camera mode, access the picture-taking
menus and make changes? Press the re-
lease and make sure you're comfortable
with the position of the button.
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STORAGE CAPACITY

Phones come with a fixed internal flash
memory capacity ranging from 8 GB to
128 GB. If you're shooting a lot of imag-
es and video choose the highest capac-
ity you can afford. Alternatively, choose
a phone that accepts removable flash
memory cards, known as expandable
memory, usually a Micro SD card (see
p24). Make sure it's easy to access the
card for easy removal.

SCREEN

The high resolution screens on flagship
smartphones are all ultra sharp with
excellent contrast and accurate colour
reproduction and most exceed the stan-
dard 1080p high definition screen resolu-
tion of 1920 pixels x 1080 pixels. On a
phone the screen is also your viewfinder
so compare screens with this in mind,
particular how easy they are to view in
bright conditions.

PRINTING OPTIONS

Most smartphones are capable of wire-
less printing either through a feature
supplied with the phone, such AirPrint
for iPhones, or through apps provided by
printer manufacturers to suit their prod-
ucts. If you don't have a wireless capable
printer check your phone offers Pict-
Bridge or has a removable memory card:

o PictBridge allows camera phones to
be connected directly to a printer via
a USB cable (this custom cable is typi-
cally supplied with your camera phone,
but if not can be purchased separately).

OTHER IMAGING OPTIONS CAMERA PHONES

o Memory Cards allow the images to be
transferred to the phone's removable
memory card for printing at home, a
kiosk or online.

Alternatively, you can transfer your im-
ages to a computer and print using your
normal printer set-up.

FLASH

Camera phones come with a tiny built-
in flash but are only useful for subjects
within a range of Tm to 2m.

MANUAL CONTROLS

Most camera phone users simply point
and shoot but advanced devices are in-
cluding manual controls so you can ad-
just ISO, shutter speed and aperture to
suit the subject matter, such as using
fast shutter speeds for action photogra-
phy or your creative intent. If you smart-
phone camera doesn’t offer manual
controls, or as many as you'd like, there
are plenty of apps that build on the basic
functionality of the built-in camera to im-
prove performance with manual controls
and creative functions including ProCam-
era and VSCO Cam.

VIDEO-RECORDING
CAPABILITY

If video quality is important, look for a
phone with a Video mode that captures
1080p high definition at 30 frames per
second (fps). Top of the line camera
phones are now capable of capturing
Ultra High Definition 4K resolution at 30
fps. Shooting high definition video on
your phone means you'll have to pay at-

tention to managing storage capacity as
a minute of video captured at 1080p at
30 fps will take up 130 MB of space or
375 MB if captured with 4K resolution.

CARRIER CHARGES

Find out the charges for sharing your im-
ages with other phone users. Wireless
carriers generally charge a fee to send
photos to another phone as a Multimedia
Service (MMS) message, to email it to
an internet address or to upload it to an
online storage site. Fees for sharing pic-
tures are often in addition to your base
plan charges. Depending on the carrier,
the fee might be a few dollars per month
or it might be charged on a per-image ba-
sis, which could add up quickly if you're a
shutterbug. Look for a wireless provider
that charges a flat fee for unlimited pic-
ture sharing.

You can bypass your carrier's MMS
charges altogether if your phone has
Bluetooth and the person you want to
share with is sitting next to you with
their Bluetooth-capable phone. More
practically, share photos with friends
using apps such as Facebook Messen-
ger, WhatsApp, Google Hangouts and
iMessage that use mobile data or wi-fi.
Alternatively, transfer your photos to a
computer and share them via email (see
p353) or a blog (see p356), but this elimi-
nates the spontaneity of instant picture
messaging.
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GoPro ready for
underwater action,
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GOPRO

Compact, lightweight, durable, water-
proof, shockproof, mountable, inexpen-
sive and capable of capturing stills and
high definition video, GoPros are the go-
to device for capturing first person point
of view action and adventure sport. In
other words, if you want to get a shot or
video clip of yourself riding a bike, surf-
ing a wave, climbing a rock face, driving
a car, swimming with dolphins (you get
the idea) then mount a GoPro on your-
self or your equipment and everything
you do will be recorded so you can share
your feats with the world. And plenty of
people are doing just that with over 6000
GoPro tagged videos being uploaded to
YouTube every day. GoPros have fixed ul-

g

tra wide angle lenses with a field of view
of 170 degrees that creates a distinctive
look. For photographers and film makers
a GoPro is another piece of gear in the kit
that can add a new perspective or solve a
problem in recording from angles difficult
to get to with conventional gear.

DRONES

Drones, or more correctly unmanned
aerial vehicles (UAV), are an increasingly
popular way to capture aerial perspec-
tives without needing to hire planes or
helicopters and to access locations and
points of view difficult or even impos-
sible, to get to.

Also known as quadcopters, remotely
piloted aircraft (RPA), hexacopters, multi-
rotors, unmanned aircraft systems (UAS),
drones are essentially flying robots with a
camera attached. No longer the domain
of highly trained professionals, drone pho-
tography is the latest area of the industry
to be democratised by the development
of a range of affordable and easy to use
devices, from toys for children to ad-

OTHER IMAGING OPTIONS DRONES

vanced models able to capture raw image
files and high definition video, straight
out of the box. Enthusiast models with
built-in camera that fit into a day pack are
available for around US$1200. If you want
to send your DSLR into the sky you'll be
spending over US$5000 for the drone
and necessary accessories.

Drones are a lot of fun and in the
hands of talented photographers and film
makers are being put to great effect to
achieve remarkable imagery. The biggest
issue is not acquiring and learning how
to use the drone, but being able to fly it
when and where you want. With safety,
security, privacy key issues governments
and agencies around the world are intro-
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Bombo Quarry,
Kiama, Australia
Sending a drone
mounted with a
camera 100m into the
air, directly above my
position on the rocks,
captures a completely
different shot of the
same subject to what
| was seeing at sea
level (see page 238).
DJIInspire 1,20mm lens,
1/115 f2.8,150 100




DJl Inspire 1 with remote
control and Go App on
Apple iPhone

Camera Phone, 8 MP, 4mm
lens, 1/35 f2.2, JPEG, ISO 32
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ducing and updating regulations to try and
keep up with the significant increase in
both recreational and commercial drone
usage. Headline cases include the banning
of drones in all US National Parks claim-
ing negative impact and safety concerns
for other visitors caused by noise and ir-
responsible behaviour including crashing
drones into landmarks and flying too close
to wildlife. Regulations vary everywhere,

but typically include restrictions such as
the following rules issued by the Civil Avia-
tion Safety Authority (CASA) in Australia:
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o Drones must be kept at least 30m away
from other people and 30m away from
vehicles, boats and buildings that are
not on your own private property unless
you have permission from the property
owner

o Do not fly the drone higher than 120m

o Do not operate a drone above large gath-
ering of people such as beaches, sport-
ing events or firework displays

o The drone must remain in eye sight

o Do not use a drone within 5.5km of an
airport or other aircraft sites such as he-
licopter pads

o Only operate in daylight

Similar rules, but with varying distances,

apply in the UK. In the USA all UAVs

weighing more than 250g must be regis-
tered with the Federal Aviation Adminis-
tration (FAA). Drones have been banned

altogether in India since October 2014.

Recreational drones are also banned in

parts of Antarctica and at Machu Picchu.

In China you can fly a drone for recreation-

al purposes as long as it weighs less than

7kg and you avoid flying near airports and
flightpaths and are careful when flying in
urban areas and over people!

Clearly, if you intend to fly a drone, at
home or on your travels, you must ac-
quaint yourself with the rules and regu-
lations as they apply specifically to the
place and time to avoid fines, confiscation
or being arrested.

@COMPUTERS & SOFTWARE

Computer and software are an integral part of the equipment requirements for pho-
tographers and anyone else who wants to view, store, edit and generally manage an

image collection.

DIGITAL PHOTOGRAPHY WITHOUT

A COMPUTER

A computer isn't necessary to take or print
digital pictures. The absolute simplest
method is to buy enough memory-card
capacity to cover your entire trip and wait
until you get home to have them printed.
With a 64 GB memory card in a 16 MP
compact camera you could take around
14,000 high-resolution JPEGs or 1300 raw
files or 8000 JPGS and 80 minutes of vid-
eo before needing a second card. The fol-
lowing workflow is as close as you can get
to the predigital experience of dropping
off film at the photo lab to be developed
and printed, with the added benefits of not
paying for the printing of pictures you don't
want and not having to buy more film:

o select a memory card to suit your ex-

pected needs

o review images on the camera’s built-in
LCD screen as you take them

o delete images you're not satisfied with

o at the end of your trip take the memory
card to a photo lab and order a print of
every image, and request the files be
transferred to a DVD (this gives you the
digital equivalent of negatives)

o delete the images from the memory
card

o file the DVD for future reference.
However, if you want to enjoy all the pos-
sibilities that the digital medium has to of-
fer, a computer and imaging software are
integral to a digital photographer’s set-up.

COMPUTER SPECIFICATIONS

Digital images contain a lot more informa-
tion than text files and require a consid-
erable amount of computer memory or

RAM to process them quickly. A decent
hard-disk drive capacity is also important
to handle image storage and image-editing
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Most laptops store
data on a hard disk
drive (HDD), an
electromechani-
cal device that
contains spinning
disks and other
movable parts,
making them sus-
ceptible to data
loss from knocks
and vibrations.
For frequent

flyers they are
also vulnerable

to extreme shock,
typically caused
by turbulence

and air pressure
differentiation. If
you are travelling
regularly, con-
sider purchasing

a computer with a
solid-state drive
(SSD) that stores
data on micro-
chips and contains
no moving parts,
thereby minimis-
ing these risks.
SSDs are more
expensive than
HDDs but also of-
fer longer battery
life and faster

performance.
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software. The processors in today’'s com-
puters are sufficiently fast for handling
most image-processing requirements.
Exactly what computer specifications you
need depends on how many pictures you
take, their file size, the software you use
and the degree of involvement you want
to have with the process.

Photographers generally have two
computer systems: a laptop or notebook
(see p9b) for the road, and a desktop with
the biggest monitor they can afford back
at the office.

If you capture your images as JPEGs on
a 12 MP or higher compact or DSLR, the
following is a recommended minimum
computer set-up for Mac and PC desk top
systems:

MONITORS

If you're serious about shooting digital
images, investment in a good-quality,
decent-sized (at least 50cm or 20in)
monitor is money well spent, especially
if you intend to use image-editing soft-
ware to work creatively with your pho-
tographs. Check out industry favourites
Eizo ColorEdge and NEC SpectraView.
Displaying an image so that it fills the
screen of a large monitor will soon reveal
how good it is, or if it has to be sent to
the recycle bin. It needs to be able to cor-
rectly display the colours, contrast and
sharpness you've gone to the trouble of
capturing, so that you can make proper
judgements about the image and not
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o 2 GB RAM
o 1 TB hard disk drive

o video (or graphics) card with 64 MB
video RAM

o LCD monitor with a minimum pixel res-
olution of 1024 x 768

o DVD-ROM drive.

If you're capturing raw files, the follow-
ing is the recommended minimum com-
puter set-up

o 4 GB RAM

o 2 TB GB hard disk drive

o video card with 128 MB video RAM

o LCD monitor with a minimum pixel res-
olution of 1024 x 768

o DVD-ROM drive.

spend time unnecessarily editing the im-
age. Delve into the equipment manuals
to ensure that your monitor is displaying
the right number of colours and that the
screen resolution setting is correct.

ENVIRONMENT

The monitor should be placed in a room
with neutral-coloured walls and soft, in-
direct lighting. It should be positioned so
that stray light and reflections don't hit the
screen and degrade the colour and bright-
ness of the image. A screen shade will
help to minimise reflections. Strong back-
lighting and even brightly painted walls are

COMPUTERS & SOFTWARE COMPUTER ACCESSORIES

to be avoided: these affect your percep-
tion of colour on the screen.

CALIBRATION

A monitor cannot be guaranteed to dis-
play accurate colours as this is dependent
on a variety of factors, including manufac-
turing variables, make, model, age and
the user’s viewing position. To overcome
these problems and ensure that what you
see on your monitor is as close as pos-
sible to what others will see when they
view your images on theirs, monitors
need to be calibrated. The aim is that they
display neutral colours, without colour
bias. The simplest, and free, method to

calibrate your monitor is to use the Adobe
Gamma tool, supplied with most imaging
software. After setting the brightness,
contrast and colour balance, the program
saves the results as a Profile, which be-
comes the default settings for the moni-
tor display.

More sophisticated tools such as the
ColorVision Spyder and X-Rite display
calibration solutions are used by photog-
raphers, photo labs and pre-press bu-
reaus. The device is physically placed on
the screen and reads the characteristics
of the monitor, then makes the required
adjustments using dedicated software.
Screens should be calibrated regularly if
they are in constant use for image work.

COMPUTER ACCESSORIES

Storage is really the main issue of a grow-
ing image collection, and there are a couple
of solutions other than buying a computer
with the biggest hard disk you can get.

EXTERNAL HARD DISK DRIVES

An external hard disk drive is just that: a
computer component that is exactly the
same as the hard drive built in to your
computer, only supplied as a peripheral
device that connects to the computer with
a USB cable. There are two reasons to in-
vest in external hard disk drives. Firstly, as
your collection grows you'll probably find
that the images are taking up all the space
on your computer’s hard drive, affecting
its performance and limiting your ability
to add new software to your computer.

Secondly, and more importantly, your im-
ages should be backed up to an external
hard disk drive. Hard-disk drives are con-
stantly growing in capacity and dropping in
price. A 1 TB hard drive can store around
200,000 12 MP JPEG files or 60,000 raw
images. They're a much better backup so-
lution than that offered by optical media
as you can keep your entire collection in
one place, making it easy to browse, to
move from one computer to another and
to transfer to a larger hard disk when your
collection gets even bigger. External disks,
both desktop, which plug directly into the
power supply, and portables, which draw
their power from the computer via the
USB connection, are available with mul-
tiple terabytes (TB) of storage capacity.
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OPTICAL MEDIA

Optical storage media such as CDs,
DVDs and Blu-ray discs are a common
means to store digital photos. CDs are
available in 650 MB and 700 MB capac-
ity. DVDs come in single and dual layer.
Single-layer DVDs have a capacity of 4.7
GB, about six times that of a CD. Dual-
layer DVDs have a capacity of 8.5 GB.
There is some debate as to the life ex-
pectancy of optical media, and they should
certainly be handled with care and stored
appropriately. The useful life of a stan-
dard CD-R can be as short as two years
if the reflective layer is tarnished through
exposure to light, heat, humidity and mis-
handling. A better, but more expensive,
alternative are gold CDs and DVDs -
so called because the reflective layer is
made with 100% 24-karat gold. Manu-
facturers claim a lifespan of 100 years for
gold CDs and 300 years for gold DVDs.

SOFTWARE

All digital cameras come with software
programs for the easy transfer of im-
ages from the camera. For those who
want to explore the opportunities and
possibilities of the digital-imaging world,
investment in more advanced image-
editing software is necessary. Addition-
ally, if you're shooting large numbers of
images, serious consideration should
be given to a cataloguing program right
from the start. Alternatively, there are
workflow applications that handle your
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You can extend the life of all discs by:

o never touching the surface: handle
discs by the outer edge or the centre
hole

o using a non-solvent-based felt-tip per-
manent marker pen made for writing on
the label side of discs

o never using adhesive labels

o storing discs upright in plastic cases,
book-style

o keeping discs in cases when not in use
o storing discs in a cool, dry, dark place.

If you have a disc that your computer
won’t read, you should try it in one or
two other machines. If it still doesn't
work, clean the surface carefully with
a disc-cleaning detergent, isopropyl al-
cohol or methanol by wiping gently in a
circular motion.

images each step of the way, and also
online solutions.

CAMERA-BUNDLED
SOFTWARE

All digital cameras come with a disc load-
ed with software that provides drivers to
support the downloading of image files to
a computer, plus tools for enhancing pho-
tos. The bundled software varies in func-
tionality from simple to sophisticated,
often related to the price of the camera.

Even the most basic programs enable
images to be viewed as thumbnails, en-
larged through a zoom or magnification
function, resized for sending via email, and
printed easily on a desktop printer. Simple
editing tools enable retouching, cropping,
red-eye reduction and image rotation.
Some cameras are bundled with pan-
orama stitching and basic video-editing
software. Additionally, file-management
functions allow images to be catalogued
for quick access. Cameras that can cap-
ture images in the raw file format are
supplied with proprietary software to pro-
cess and convert the files (see p20). This
bundled software is great for people who
want to keep digital imaging simple.

IMAGE-EDITING SOFTWARE

That pictures can be altered on computer
is commonly understood. It's one of the
best-known things about digital photogra-
phy, and altered images are often referred
to as having been ‘photoshopped’, in ref-
erence to the industry-standard image-
editing software Adobe Photoshop.
Specialist software is available for ev-
ery aspect of the postcapture process of
digital imaging, and ranges from highly
sophisticated programs that offer power-
ful and sophisticated tools with custom-
isable features to simple one-purpose
applications. You can pay or consider the
free options. Like all software, each prod-
uct has pros and cons, and you'll need to
assess them in terms of your personal
needs and budget. Consider the follow-
ing, aimed at the beginner and general
consumer market: Adobe Photoshop Ele-
ments, Corel Paint Shop Pro, Corel Photo-

COMPUTERS & SOFTWARE SOFTWARE

Impact X3 and Serif PhotoPlus. Mac users
could also check out GraphicConverter.

FREE SOFTWARE

There are several free options, and if
you're completely new to the image-
editing side of digital it's not a bad idea to
explore one of these first to see what's
possible and gauge your level of interest
in the process. You may find you enjoy
this as much as taking pictures and so will
want to purchase a sophisticated pack-
age, or you may find the free software of-
fers enough for you. Download The Gimp,
RawTherapee or VicMan Photo Editor to
experience what you can get for free.

RAW FILE-CONVERSION
SOFTWARE

Raw files must be processed or convert-
ed before they can be opened in photo-
editing programs. Conversion software
converts the file into a recognisable RGB
picture, which is then processed into a
standard file format, usually JPEG or TIFF.
You have considerable creative control
over how the data is processed, includ-
ing being able to adjust exposure, colour,
contrast, saturation, sharpness and white
balance. These are the same as those
offered in the menu of nearly all digital
cameras but they are considerably more
powerful and sophisticated, plus they of-
fer more controls.

If your camera can capture raw files,
the bundled software will include pro-
prietary raw conversion software made
by the camera manufacturer. This is dif-
ferent from maker to maker and often
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different between camera models made
by the same company. Many image-
editing and workflow applications include
raw file conversion software that can han-
dle the files from many different cameras.
Adobe Photoshop's Camera Raw software,
which ships with Photoshop, Photoshop
Elements and Adobe Lightroom, supports
more cameras than any other program. If
you're going to use a third-party raw con-
version program, check that it supports
your camera. As new cameras are released
the software vendors release updates to
support them, but there may be a lag.

IMAGE BROWSERS

Image browser programs such as Adobe
Bridge, which is bundled with Adobe Pho-
toshop and Photoshop Elements, and Pho-
toMechanic by CameraBits allow you to
browse a folder of images. You can view
your images as a set of thumbnails in vary-
ing sizes, or individually in the preview win-
dow; add metadata such as your name, the
image location and a caption; assign ratings
to images and then sort by rating; move or
copy images into different folders on the
hard disk or an external hard disk; and view
the EXIF metadata recorded by the cam-
era at the moment of capture. You can also
process and convert raw files ready for ed-
iting in image-editing software.

IMAGE CATALOGUING
PROGRAMS

As your image collection grows — and for
digital shooters it can grow very quickly —
there is a real need for you to be able
manage it so you can find files quickly
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and efficiently. Cataloguing programs
such as Extensis Portfolio, Phase One
Media Pro and Canto Cumulus make
it possible. These programs allow you
to create thumbnails of your images,
add metadata and keywords and then
find them in any folder on the com-
puter’s hard disk, external hard disk or
optical media.

WORKFLOW PROGRAMS

Dedicated workflow software, such
as Apple's Aperture and iPhoto (which
is bundled with all Macs) and cross-
platform Adobe Lightroom, Corel After-
Shot Pro, CyberlLink PhotoDirector and
ACDSee Pro, are single applications that
have been developed to provide all-in-one
solutions to image management by per-
forming every step of the workflow from
importing images to output, allowing us-
ers to manage files as they move from
camera to editing, to storing, to output.
Computer users will be familiar with
managing text and image files via a folder
system using the file manager in the com-
puter's operating system (OS). Image-
workflow software takes the place of
the computer's OS file manager, and im-
ages are imported into its library system
instead. It's then possible to browse,
compare, sort, add metadata, add ratings,
process raw files, edit, resize (for web gal-
leries, photo sharing sites and email) and
export files to a printer. Most importantly
you can search your entire image collec-
tion at once, not just one folder at a time.

@PREPARATION

Once you've got your gear sorted, there are plenty of other things you can do at home to

make your trip photo-friendly. If taking photos is an important part of your trip, it's worth

Chinese New Year Festi-
val, Beijing, China

planning your travels with your photographic goals in mind. Time spent researching your =~ When the idea for

a trip or offer of an

destinations, preparing for the conditions and creating shot lists will be rewarded with  ;signment comes up,
increased photo opportunities and more pictures. Simply shooting as you go along will ! checkthe dates of

festivals and the days of

rarely provide enough opportunities to be in the right place at the right time. You might  the week that markets are

be lucky and stumble across a weekly market or an annual festival, but a little research

held. This forms the basis
of my itinerary. In this

can guarantee your presence at such events, which is much better than turning up the  case, atwo-week trip was

day after and being told how wonderful it was.

built around Chinese New
Year celebrations in Hong

Often, even with thorough research, you'll still find yourself having to stand around in ~ Kengand Beijing.

DSLR, 24-70mm lens at 70mm,

one spot for ages, or going away and returning. As most people travel with friends, fam-  1/12513.5,150 200

ily or partners the priority given to photog-
raphy often has to be compromised, but
with a little planning you can increase the
amount of quality time available for tak-
ing pictures and still accommodate the
needs of your travelling companions. If
you're on a set schedule, on say a group
tour, your options may be very limited,
but that's even more reason to do some
preplanning with photography in mind.
Likewise, the shorter your trip or time
in each place, the more thorough your
research and planning should be. If time
is of the essence, you really do not want
to miss the best sights. Nor do you want
to spend valuable time walking to a place
to discover that it would have been better
to visit at another time of day.

You also need to allow time to become
thoroughly familiar with your equipment,
practise your shooting technigues and
come up with a plan for managing and pro-
tecting your images.
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GET INSPIRED

GETTING STARTED

RESEARCH

You canlearn a lot about a place that will
help you make photo-friendly decisions in
the planning stage and begin your famil-
iarisation process well before you arrive.
Complement the obvious questions about
how to get there, what the exchange

You can learn a lot about the photographic possibilities
and be inspired by some of the best images taken at the
destinations you're going to visit by searching the image
collections of the big photo libraries like Getty Images
(www.gettyimages.com) and Corbis (Wwww.corbis.com),
and specialist travel-image libraries like National Geo-
graphic Creative (www.natgeocreative.com) and Robert
Harding (www.robertharding.com). You'll find thousands
of images shot by professional photographers over several
years in all sorts of conditions, as well as themed travel-
related galleries that are sure to whet your appetite.

WHEN TO GO

Assuming you're free to go any time, don't
book your flights until you've checked
out two key factors: the dates of special
events and festivals, and the weather.

Festivals provide so many great photo
opportunities that it is well worth plan-
ning your trip around them. Also check the
dates of public holidays, as there are often
special events associated with them.

No matter how well you plan you can’t
control the weather, but you can increase
your chances of getting the conditions you
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rate is and what the weather is like with
research into potential subjects, such as
market days and festivals, the best view-
points, and sunrise and sunset times.
Then add information gained by viewing
images on websites, in brochures, maga-
zines and books, and you'll be in a much
better position to determine when to go,
where to stay, what to see, the order of
your itinerary and how long you may need
in each place to achieve your photographic
ambitions. One day at a monastery festi-
val featuring masked dancing may be
enough for the sightseer, but someone
keen to take photographs could happily
spend three days watching the event.

If you know people who have been to
your destination, ask them what they did
and look at their photos. You'll soon dis-
cover a great deal about the place.

want by understanding the climate of the
region you intend to visit. Day after day
of blue skies isn't necessarily the aim; it
might be great for sightseeing but it's not
so good for creative photography, unless
you're specifically shooting for holiday
brochures. Inclement weather can provide
the atmosphere and light that will make
your images different. Ideally, you'll be in
a place long enough to experience a vari-
ety of conditions, which will add interest
to your image collection.

PREPARATION TRAVELLING WITH OTHERS

TRAVELLING WITH OTHERS

Trying to combine serious photography
with a family holiday, or while on a group
tour, can be a challenge. Group itinerar-
ies are rarely sympathetic to the needs of
a keen photographer. The one exception
to this is dedicated photo tours, often
led by experienced travel photographers.
These trips are intended to put you in the
right place at the right time, and to give
photography priority.

However, if you're not on a photo tour,
with a little thought you can do many
things within the normal parameters of
a holiday with others and still maximise
your time photographically. For example,
many cities have observation decks at
the top of buildings, or lookouts from
nearby hills. A map will tell you if the
direction of the sun will be best in the
morning or afternoon. With this informa-
tion you can suggest visiting the place at

the best time for photos. Others won't
care when they visit as long as they visit,
so take control of the timing. You can ap-
ply this tactic to the entire itinerary.

It's best to pick one or two themes to
photograph comprehensively, and work
on them within the framework of record-
ing your trip. You could prioritise markets,
allowing extra time for them and shooting
the rest of your trip as it happens.

One of the easiest ways to fit in with oth-
ers but still give photography some priority
is to get up and shoot before breakfast. The
lightis often at its best, the activity in towns
and markets is at its most intense and inter-
esting, and you won't inconvenience any-
one. You'll also be rewarded with experi-
ences and images that most people miss.
The more thought you give to this possibil-
ity in the planning stage, the more chance
you have of making it happen.
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Use a guidebook
to complement
your group tour.
There'll often be
other attractions
in the area that
the tour won't
visit, which you
might be able to
find time to get

to alone.

On safari in Bandhavgarh
National Park, India
Sometimes, especially
when the chance of spot-
ting a tiger is imminent,
you just have to fitin with
the group, orin this case
several groups.

DSLR, 70-200mm lens at
70mm, 1/250 f4.5, 150 400



CARNAVAL,

DSLR, 70-200mm lens at 200mm, 1

160 f5,1SO 3200

Carnavalin Rio is awesome! With over 300 street
parties around the city over a five day period there is
always something to photograph. The street parties
are great as access is easy and they're free. The
most famous spectacle though is the Samba School
Parade that takes place in the purpose built Samba-
drome and therefore is at the top of the priority list

to photograph. I secured a ticket on the afternoon
of the parade (not recommended) and consequently
ended up on the top level, which felt like a problem
atfirst, butit wasn’t. The floats are so big and the
number of participants is huge, making it possible
to capture a good variety of images from the one
location with my 70-200mm zoom lens. The parade

goes for hours and is quite repetitive so there is time
to review images, consider options and work on par-
ticular compositions. This shot is my favourite from

a whole series of images where | composed tightly
on the dance troupes accompanying the floats, elimi-
nating the surrounds to produce colourful, abstract
compositions.




GETTING STARTED

TIME

It goes without saying that the more time
you have, the more opportunities you give
yourself to photograph subjects in the
best light. Photographers demand more
time in a place than the average camera-
toting tourist — sometimes just a few extra
minutes can make all the difference. The
sun may come out or go in, the right per-
son may stop and stand in just the right
place, the rubbish-collection truck that's
parked in front of the city’s most beautiful
building may move on, the person buying
fruit may hand over their money. If you
have days rather than minutes, you can
look for new angles and viewpoints of
well-known subjects, visit places at dif-
ferent times of the day, wait for the best
light, and get better coverage.

Although it's possible to cover a lot of
ground in a day and work quickly through
a shot list, the light is at its absolute best
only twice a day. It's not easy photograph-
ing more than one or two subjects in that
hour or so at the beginning and end of
each day.

As a really rough guide, assuming your
intention is to photograph as many sub-
jects as possible, four nights and three full
days will allow you to cover most cities

SHOT LISTS

As you make discoveries about the places
you're going, create a shot list: a list of the
subjects and places that you want to pho-
tograph. Group the subjects by location
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and towns reasonably well, although you'll
need to set a cracking pace in the larger
cities. Importantly, you'll be able to plan
at least six sessions of photography in the
best light.

Three more days will allow you to go
beyond the expected and delve deeper
into the life of the city and its inhabitants.
You'll be able to explore lesser-known
places and encounter people who don't
see a lot of tourists. You'll benefit from
being able to shoot at a more comfort-
able pace, increase your chances of get-
ting great light at dawn and dusk, and
decrease the impact of bad-weather
days. The extra time will also allow you
to experience the destination on working
days and over a weekend, when the at-
mosphere, activity and photo opportuni-
ties can vary considerably. You'll also be
able to get to take one or two day trips to
surrounding places of interest.

Don't forget to take into account the
time of year and the season that you'll
be visiting. European summer days are
very long and winter days short, whereas
on the equator the sun rises and sets at
about the same time every day.

and make notes such as opening times
and the best time of day to visit.

Circle each place on your map. This
will show you how much walking you can

expect to do, and will also give you an
idea of the best time of day to shoot each
subject, simply by determining the posi-
tion of the subject in relation to the rising
and setting sun.

Gradually you'll build up a picture of ev-
erything you want to see and when to see
it. In turn this will inform your decision of
the best area to stay and how many days
you'll need to cover everything. If your time

PREPARATION EQUIPMENT

available is fixed, it will help you prioritise to
ensure you can photograph the main sub-
jects in the number of days you have.

A well-researched shot list will make
you the most informed person in town,
but don't be afraid to stray from it. There
will be plenty of interesting things to pho-
tograph that you haven't read about or
seen pictures of, particularly the everyday
activities of the local people.

PERFECTING YOUR TECHNIQUE

There's no better way to prepare for
shooting your trip than getting out there
and doing it. You can photograph most of
the subject themes discussed throughout
this book in any town or city in the world,
including your own.

Planning and executing a shoot of your
own city is a great way to practise your
research skills, test your camera equip-
ment, perfect your technique, develop
your eye and get a feel for changing light.
Buy a guidebook, check out the post-
cards and souvenir books, and draw up
a shot list. Treat the exercise exactly as

EQUIPMENT

Don't travel with equipment you've never
used before; organise it in plenty of time
and use it for a while before you set off.
If you don’t have time to become familiar
with the gear, at least take the camera
manual with you. Check and clean gear at

you would if you were away from home.
You'll quickly get an insight into just how
much walking you can expect to do, how
many locations and subjects you can
expect to photograph in a day, and how
manageable your equipment is. You can
then use this knowledge to plan your trips
away from home a little more accurately
to meet your own goals.

As a bonus, you'll be rewarded with a
fresh insight into your home town. You're
sure to see it in a different light and to
discover subjects and places you didn't
know about.

least six weeks before you travel. Allow
plenty of time to have cameras serviced
and repaired if necessary, or to buy new
equipment and familiarise yourself with it.

An advanced compact camera or, bet-
ter still, a second DSLR camera body is
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Pack your camera
battery charger,
leads and adap-
tor plugs in your
carry-on luggage
with your camera
so that if your
luggageis lost or
delayed for more
than a day you'll
still be able to
take photos.

GETTING STARTED

great insurance against loss, damage and
breakdown. But don’t forget: it's no use
having a second DSLR body in your pack
if all your lenses are stolen.

CHECKING DSLRS

Thanks to the instant playback of images
you at least know immediately if there
is a problem with your digital camera.
Even so, it's still worth putting a DSLR
through its paces to double-check every
component is functioning properly. This
is also good practice immediately after
your gear is serviced or repaired. Particu-
lar attention has to be paid to keeping the
sensor clean. The following steps will
confirm all is well:

o Take several images on all the memory
cards you intend to travel with.

o Take shots at various combinations of
shutter speed and aperture.

o Take a series of shots using the con-
tinuous or burst mode.

o Repeat the above steps with each lens
you use.

o Test the self-timer and the flash, and
use any other accessories you intend
to take.

o Clean all lenses and filters with a blow-
er brush and/or a natural air blower. If
there's dirt or fingerprints that won't
blow off, breathe on the lens or filter
and then wipe the lens gently in a cir-
cular motion with lens tissue or a lens
cloth. If the marks are really stubborn
you will need lens-cleaning fluid. By
always having skylight filters on your
lenses you should rarely have to touch
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the lens.

o Use a blower brush and/or a natural air
blower to remove dust from the rear
lens element.

o Use lens tissue or lens cloth to clean
the eyepiece.

o Check that all screws on the camera
and lenses are tight.

KEEPING THE SENSOR CLEAN
Keeping the image sensor of a DSLR or
Compact System Camera free from dirt
and dust is critical. Sensors are electri-
cally charged components and conse-
quently attract dust. This is only an issue
for DSLR and CSCs when the sensor is
exposed while lenses are being changed.
The main problem is that any dust or
dirt on the sensor will appear in every
image. It can be removed with image-
editing software, but imagine how much
time that could take after a trip. Note
also that you're not going to see the re-
sult of dust on the sensor when view-
ing your pictures on the camera’s LCD
screen. It's not until you view a variety of
images at 100% magnification in image-
editing software that the problem will
be revealed. Some of the latest DSLR &
CSCs have built-in sensor-cleaning sys-
tems that vibrate the sensor to dislodge
dust; these vary in their efficiency, which
experience with your own camera will
reveal. You may want to consider having
the sensor professionally cleaned before
a trip, but you also need to know how to
do it yourself so that you can deal with
problems on the road.

CHECKING FOR SENSOR DUST
Checking for sensor dust is best done
when you are able to transfer images to
a computer. Follow these steps to see if
you need to take action:

o Set the focus mode to Manual and set
the focus at infinity.

o Fill the frame with a piece of evenly
lit, blank white paper and set the ex-
posure at one or two stops over the
meter reading to ensure the paper re-
cords as white.

o Take a photograph and transfer the im-
age to your computer.

o View every inch of the file at 100%.

o If you see any kind of mark you'll need
to clean the sensor.

If you don’t have access to a computer
you can follow the same procedure, but
you'll have to inspect the file on the cam-
era’'s LCD screen.

CLEANING THE SENSOR

Removing dust from the image sensor
is a delicate operation and extreme care
needs to be exercised, as damage to the
sensor can render the camera unwork-
able and leave you with a costly repair bill.
Only clean it when you know you have a
dust problem. Ideally, you'll be able to re-
move dust with a blower brush or natural
air blower without touching the surface.
More-stubborn particles may require sen-
sor swabs and cleaning fluid made spe-
cifically for cleaning sensors, at which
point most photographers will use a pro-
fessional service — this is recommended.
However, if you do have to clean the sen-
sor this is how to do it:

PREPARATION EQUIPMENT

o Set upin aclosed environment, such as
aroom or a tent.

o Ensure the camera battery is fully
charged.

o Use a purpose-made statically charged
brush (such as one from Visible Dust)
and/or a natural air blower (such as a
Giotto RocketAir). Never use a com-
pressed air blower, as it can blow mois-
ture droplets onto the sensor.

o Remove the lens and choose the ‘Clean
Sensor’ option from the camera’s
menu. If your camera doesn't have this
feature set the shutter speed to the ‘B’
setting.

o Press the shutter to lock the mirror up
and reveal the sensor. (This is why the
battery should be fully charged. You don't
want the mirror resetting while you're in
the middle of cleaning the sensor.)

o Hold the camera with the lens mount
facing down so that any dust will fall
out and new dust is less likely to fall in.

o Gently brush the sensor and/or release
a couple of bursts of air.

o Turn the camera off to reset the mirror
and replace the lens.

o Follow the procedure for checking for
sensor dust to see if you've been suc-
cessful in removing the dust.

Prevention is, of course, the best option.
Avoid changing lenses in dusty environ-
ments and windy conditions. This is eas-
ier said than done, but travelling with a
single body and one zoom or two camera
bodies and two zooms will eliminate or
minimise the need to change lenses.
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Even if you are
familiar with your
gear, it's worth
taking the camera
manual with you.
Digital cameras
have so many
features there’s a
good chance that
you're not actu-
ally using them
all. A particular
situation may
raise questions
that if you have
access to the
manual may lead
you to discover
another great
feature you didn't

realise you had.

GETTING STARTED

HOW MUCH MEMORY CAPACITY TO TAKE

How much memory-card capacity to take
is no longer a difficult decision as prices
have come down dramatically and you'll
rarely find yourself too far from someone
selling them. However, it's best to leave
home with your own tried-and-tested
cards and only resort to on-the-road pur-
chases if you've underestimated your
need. How much memory to leave home
with depends on the length of your trip,
how many pictures you anticipate taking,
the file size you select and how you in-
tend to manage the image files.

If you plan to rigorously review your
pictures and delete the unwanted ones,
you could probably select an appropriate
memory card to cover your needs. In this
case, remember that you're only counting
the good pictures. Judicious editing will
mean that the memory card only needs to
store your good pictures, not the ones that
usually end up in the rubbish bin. Make re-
view and selection easier and more fun by
carrying AV cables (these come with most
digital cameras) to connect your camera to
a TV set. Most cameras are PAL and NTSC
compatible, so you'll be able to view your
pictures anywhere you can access a TV set.
If this plan works for you it's still strongly
recommended that you carry a spare card.

However, you may prefer to review
your pictures at the end of the trip in
the comfort of your home. This will give
you access to the benefits provided by a
personal computer with its superior pro-
cessing speed and large monitor. In this
case, you may choose to carry enough
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memory-card capacity for the entire trip.
More highly recommended is the use of a
portable storage device (see p62).

You'll want enough capacity on your card
to store at least 400 images per day. The de-
cision can be made much easier if you have
a clear plan on how to manage the files.

WHAT CAN GO WRONG?

One of the wonders of digital
photography is that it's possible to
capture an entire trip on a tiny bit of
plastic as big as a postage stamp.
Unfortunately, the digital advantage
may be negated if any of the following
happen:

o You accidentally delete some or all of
your images.

o The memory card is removed before the
camera has finished writing to the card.
Always wait until the image has been
saved before turning off the camera.

o The memory card is removed while the
camera is turned on.

o The CompactFlash memory card is
inserted carelessly. This can result in
damaging the connector pins in the
camera body, preventing it from ac-
cepting cards and resulting in an expen-
sive camera repair.

o The memory card is damaged by an
electromagnetic field. Keep memory
cards away from TVs, computer moni-
tors, microwaves and mobile phones.

o The battery fails during writing.

PREPARATION HOW MUCH MEMORY CAPACITY TO TAKE
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Once you've transferred the photos from the memory card to the

storage device, you can delete the images from the memory card

and reuse it. Rather than use the ‘Erase All’ function in the camera’s

review mode you should format the card. This clears all image and

indexing data off the card much more effectively and ensures the card

continues to deliver optimum performance.

o The memory card is damaged. When
the card is not in the camera, store it
in a purpose-made dust- and moisture-
free container, out of direct sunlight and
away from heat sources.

o The memory card is lost. They're very
small and easy to misplace.

o The camera containing the memory
card is stolen. Cameras are expensive
pieces of desirable hardware and need
to be protected from theft.

o The memory card is rendered useless
or corrupted through mishandling or by
a computer virus.

FILE RECOVERY

The good news is that if the problem is
technical, data-recovery software can
recover deleted files from removable
media as long as you haven't recorded
new images on the card. Some image
files on cards that have even been format-
ted are still not beyond recovery. Special-
ist software usually comes with the card
or you can download software from the
internet that is cheap and effective. Some
photo retailers provide a data-recovery
service, which you may prefer to use if
you're not confident dealing with the
problem yourself.

People at an internet café, Canberra, Australia

If you don’t want to carry a laptop but still want to
manage and share your pictures while you're away,
you can do a lot of imaging work at internet cafés.
DRangefinder, 21mm lens, 1/60 f4, 1SO 320
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GETTING STARTED

ON THE ROAD: PROFESSIONAL PRACTICE

All photographers need a system that lets them work efficiently. | travel with a laptop with a sold state
hardrive loaded with Adobe Lightroom, two portable hard drives and a memory card reader. Image
files | manage as follows:

o |start the day with four empty 16 GB CompactFlash memory cards (two in each camera).

o At the end of the day | attach the two external hardrives and memory card reader to the laptop.

o | put a memory card in the card reader.

© Adobe Lightroom opens automatically and brings up a dialogue box that allows me to select the
destination for the images and add metadata to the image files during the transfer process.

o | create a single folder named after the country I'm visiting on each external drive.

o In the dialogue box | add information that is generic to all images on the card, such as my name,
copyright assertion, city and country.

o | click the ‘lmport’ button and the images are copied to the portable hardrives creating a master file
on one and a backup on the other.

o After the import is complete | verify it was successful by viewing the folders on the external hard
drives and opening a couple of images in the Lightroom Develop Module. | now have the recommend-
ed minimum two copies of my original raw files.

o | put the memory card back in the camera and format it ready for the next shoot.

o | review the images and delete only the really obviously bad ones (so that | never have to look at them
again) but | wait until | get home to make final image selections, process the raw files and perform
image-editing on my fast desktop computer with large, calibrated monitor.

WORKFLOW ON THE ROAD

If you're going to be travelling for more than
the average holiday period, are using a cam-
era with a 12 MP sensor or higher to shoot
large JPEGs or raw files, and know you'll be
taking a lot of photos, then carrying enough
memory cards for the entire trip may not
be practical or cost effective. You may also
have concerns about travelling around with
your entire trip’s worth of photos on one
memory card. This will mean you'll need to
consider how you're going to manage your
pictures to ensure you have enough free
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memory every day. You can also take ad-
vantage of another of digital photography’s
strengths and create multiple copies of
your images for additional security.

Although this section looks at manag-
ing your images on the road, you actually
need to have a plan as to how you're going
to do this before you leave home, so that
you are adequately prepared from day one
of your trip. For a full discussion on digital
workflow and digital-asset management
back at home see p329.

PREPARATION WORKFLOW ON THE ROAD

TRANSFERRING IMAGES

If you would rather not buy and carry
enough memory cards to cover your ex-
pected requirments, or are concerned
about having all your images on the one
large GB card in the camera, you can trans-
fer your photos to a storage device. The
images can then be erased from the card
and it can be reused. Images can be trans-
ferred to various storage devices, typically
computers, portable storage devices such
as hard disk drives and USB flash drives
and optical media such as CDs or DVDs, as
well as to online storage providers.

STORAGE DEVICES & SERVICES

Carrying a portable (laptop or notebook)
computer gives you the ultimate flex-
ibility for dealing with image files on the
road. Assuming you've got access to
power to recharge the battery, enough
hard disk space for storage and enough
RAM for fast processing, you can review
your pictures any time. The large screen
allows more accurate assessment of
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your images before your decide whether
to delete them. You can also make cop-
ies, organise, caption, enhance, email
and upload photographs to your social
media accounts using your preferred
software as you go. See p81 for rec-
ommended specifications. However,
portable computers add weight to your
luggage and they make you a target for
theft so they may not suit all travellers,
especially those visiting out-of-the-way
places.

Remember, when transferring raw
files you won't be able to see the actual
images unless the camera’s proprietary
software or raw conversion software is
loaded (see p81).

An attractive alternative, particularly if
you're travelling for a while and intend
shooting thousands of images, is a por-
table storage device (see p62).

A convenient option for the traveller
shooting JPEG files who wants to keep
equipment, cost, weight and bulk down
is to use local CD/DVD transfer services,

(&)

If your computer doesn’t have a dedicated slot for the memory cards
you use, transfer photos from camera to computer using a card reader
that plugs in via a USB port (see p62). This is a compact accessory that
doesn’t require battery power, minimising the risk of losing images
mid-download as you can from the camera if the batteries drain. It

also means you won't be draining the camera’s battery power between
sessions when you need to download images but don’t have time to
recharge the battery. Plus, transfer rates are considerably faster if you

are using memory cards of 8 GB or more and transferring raw files.
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Photographer’s portable
workstation in tent,

Sani, India

Laptop computers, card
readers and portable hard
drives are now standard
in the travel photogra-
pher’s kit.

DSLR, 24-70mm lens at

24mm, 1/30 3.2, 1SO 400
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GETTING STARTED

Damaged camera and lens, Sydney, Australia

You'll often find yourself a long way from a camera repair shop, so even with your equipment properly insured, the last
thing you need is a breakdown or an accidental soaking. You can’t do much about it if you slip, your camera hits the
rocks and the lens bounces into the sea, but a thorough check, clean and test of all your equipment before you leave

home will help minimise the risk of missing pictures.

INSURANCE

available in most cities (and more and
more remote places). Always ask the op-
erator to run the completed disc to verify
the transfer has been successful before
deleting the images from your memory
card. It's highly recommended that you
order two copies and post one of them
home.

If you can access the internet, prefera-
bly via a broadband connection, you can
upload your images to one of the many
online storage providers (see p343).
You'll want to have an account set up
and be confident using the service be-
fore you leave home.

Travel insurance is essential. Find a poli-
cy thatincludes coverage of your camera
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DSLR, 70-200mm lens at 70mm, 1/320 f5, 1SO 400

gear. If you're carrying anything more
than a standard outfit it may be neces-
sary to insure it separately. Write a list of
all your equipment with serial numbers
and value, email it to yourself so you can
access a soft copy and carry two printed
copies of this list on your travels. Keep
one with your money and the other in
your main bag. It will be essential if your
gear is stolen and you have to fill in a
police report.

If you buy equipment on the road,
make sure your policy covers it. Photo-
graph the receipts so you have a copy
to prove ownership if everything is lost
or stolen.

@®AT YOUR DESTINATION

You've got the gear, done the research, refined your technique and taken a flight. Now
the fun really begins, and new issues and challenges arise. The time has come to face
the reality of capturing images in a new and unfamiliar environment, with limited time and
in the weather you're given. It doesn't matter how much reading and looking at pictures
you've done — it isn't until you land at your destination and start exploring that you'll get
any real sense of its scale, geography, layout, where the light falls at the time of year
you're there and most importantly, your response to the place. It can be quite daunting,
but once you're out and about there are ways of making every opportunity count. Security
and camera care also need to be considered.

AT CUSTOMS

Unless you have an unusual amount of
equipment you should have no trouble
clearing customs at your destination.
Don't panic if you read that you're only al-
lowed to take in one camera (and you've
got two or three) — you'll rarely be ques-
tioned. If you are, three things can help:
say you're carrying the gear for others in
your group (the size of which can vary,
depending on how much gear you have);
tell them you're not carrying video (un-
less you have a video camera), as cus-
toms officers are much more interested
in video cameras than still-camera equip-
ment; finally, explain that you have so
much camera gear because their country
is so beautiful!

Destination sign post, Punta del Este, Uruguay
DSLR, 24-70mm lens at 27mm, 1/160 f8, 1SO 100
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Always ask for a
room on a high
floor with a view,
as you may be able
to capture a great
shot without even

leaving your room.

GETTING STARTED

Plaza Sotomayor and ship at port, Valparaiso, Chile

Some views are worth paying extra for. As dusk ap-
proached I set up my tripod on the balcony and captured
day turning to night without even having to put my gin and
tonic down. It's great when you pay the money and actu-
ally get the shot as well.

DSLR, 70-200mm lens at 123mm, 6 secs, 9, 1SO 100, tripod

FAMILIARISATION

For the photographer the aim is to get to
know the destination as quickly as pos-
sible. Start on your way to the hotel from
the airport, the train or bus station or from
your car. Look for things of interest and
ask the driver (language difficulties aside)
what it is and then time how long it takes
to get to the hotel, and ask for the names
of the different neighbourhoods you drive
through. Unless you arrive when the light
is at its photographic best or when a festi-
val is in full swing, take some time at the
start of your visit to confirm key informa-
tion from your pretrip research and start
to expand that research with local knowl-
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WHERE TO STAY

Budget is often a factor in deciding where
to stay, but to make your time most pro-
ductive and enjoyable make sure you have
an understanding of the size and layout of
the city or town and the locations of the
main sights before booking a room. Ideal-
ly, stay in as central a location as you can.
Accommodation may be cheaper on the
edge of town but you'll spend more mon-
ey on taxis or have to walk further to get to
the action. You'll also have to get up earlier,
return home later and carry around extra
bits of gear (such as your tripod) when you
don’t need them. It's a huge advantage to
be able to pop back to your room to pick up
and drop off gear as required, change and
rest without losing valuable time travelling
back and forth to your hotel.

edge. Again, you can start by quizzing the
taxi driver on the way to your hotel about
the weather pattern, special events and
vantage points. At the hotel you can ask a
lot more questions of the reception staff
and the concierge, and then ask again at
the local tourist office. Always assume
there is more on than you know about.
There are far too many local festivals and
events for guidebooks to list. If your own
research revealed details about an event,
don't be put off if the tourist office staff
have no idea what you're talking about.
Some local festivals are so local that half
the locals don't even know they're on.

AT YOUR DESTINATION FAMILIARISATION

The main point is not to assume that
people will spontaneously inform you of
what to see and what's on. In fact, it pays
to get into the habit of seeking informa-
tion from a variety of sources, including
fellow travellers, throughout your stay, as
you can never have enough new and use-
ful information. The quality of answers
will vary from an uninterested ‘I know
nothing,” to having someone drop every-
thing and not rest until they've tracked
down every last answer for you.

Try to undertake the following:

o Confirm event dates and times that your
pretrip research uncovered, and estab-
lish the best places to be on the day.

o Confirm opening hours.
o Confirm sunrise and sunset times.

o Get local opinion on what to see, inter-
esting locations and vantage points.

o Check that there are no access issues
at the vantage points for your sunrise
shoots (such as opening times for a
gate in the 2m, barbed-wire fence),
then work out how you're going to get
there and how long it will take.

o Ask about cultural restrictions or local
sensitivities to photography. Borders
are often sensitive areas, as are air-
ports, bridges and anything that resem-
bles a military checkpoint or installation.

o Check out what tours are on offer and
assess their usefulness.

o Check out postcards, tourist publica-
tions, local magazines and books — they
provide a good overview of the places
of interest, as well as a guide to poten-
tial vantage points. This is worth doing

regularly during your stay, as the imag-
es will make much more sense as your
familiarity with your destination grows.

But really, there's no better way to speed
up your familiarity than to get out and
walk. You'll quickly add first-hand knowl-
edge to your research, and the map will
soon make a lot more sense. Head for
the main attraction: a city square, the
main street, a market, the beachfront or
the harbour. Study your map as you go,
to get a feel for where things are and the
direction of the light in relation to the main
sights. You'll also quickly get a sense of
the best ways to get around. On this first
sojourn ensure you get to at least one
vantage point that overlooks the area.

In larger cities consider joining an or-
ganised city tour. These have limited use
for good photography as they're usually
run in the middle of the day and give very
little time at each destination, but are
a useful and inexpensive way to get a
quick overview of a new city and its main
sights; particularly in very large cities,
where walking everywhere isn't practi-
cal or even sensible. You can then decide
where you'd like to spend more time and
at what time of day. If your budget allows
or time is of the essence, forget the bus
and do the same thing in a taxi. You can
start earlier, finish later and spend as lit-
tle or as much time at each place as you
wish. If you get the right taxi driver, you'll
find yourself with a personal guide who
will be full of useful information that you
can put to good use in the days ahead.
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Never, ever trust
the weather. If the
weather is fine on
the morning you
arrive it's very
easy to assume
that it will still be
fine in the after-
noon. This is a big
mistake. If you're
clear about your
priorities, start at
the top of the list
if conditions are
good. If you arrive
in unfavourable
conditions you can
start with lesser
priorities that

are more suited
to the conditions.
And remember, it
works both ways:
bad weather can
turn good just as

quickly.




Town reflected in Thu
Bon River at dusk, Hoi An,
Vietnam

Cities built beside rivers
are areal bonus for the
photographer. Many and
various vantage points
along the river bank and
bridges are just about
guaranteed. The reflec-
tions of the buildings in
theriver notonly add a
very photogenic element
to the composition but
their inclusion prevents
linear distortion.

DSLR, 24-70mm lens at 45mm,
30 secs 9, 1SO 100, tripod

GETTING STARTED

VANTAGE POINTS

Make your way to a high vantage point
that overlooks your destination as soon as
you can. Not only will it help you get your
bearings and make the scale of the place
clear, but you're pretty well guaranteed
excellent photo opportunities.

Big cities often have official vantage
points on nearby hills or at the top of
tall buildings that provide great views
of the city and beyond. Local postcards
and tourist brochures will feature these
views and often reveal the time of day
they were taken. If not, use your map to
determine if it's best to head up in the
morning, afternoon or either. After taking
in the well-known views, try to seek out
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different vantage points at various loca-
tions around the town so you can create
distinctive photos.

Smaller places may not advertise a look-
out, but most taxi drivers will know where
you can look out over their town, or sim-
ply just follow the streets that are heading
uphill. Hotels of all standards sometimes
have rooftop bars, restaurants and swim-
ming pools that can be easily accessed.
Other views can be had from café balco-
nies, shops windows and high-rise car
parks. It's worth checking out a few of
these possibilities during the day, noting
where the sun will set and rise, and return-
ing later to the best-placed viewpoints.

AT YOUR DESTINATION ROUTINE & HABITS

FINE-TUNING PLANS

As vyou're exploring your destination,
consider what you're learning and start
fine-tuning your shot list. You'll soon dis-
cover that a theoretical shot list drawn
up thousands of kilometres away will not
totally match the reality on the ground.
You'll have to add and subtract subjects
for lots of reasons. You may spend half
a day photographing a festival that your
pretrip research didn’t reveal, or an event
may be cancelled, leaving you with unex-
pected time on your hands. The weather
may be playing havoc with your sched-
ule. You may have to miss out on photo-
graphing a building because it's covered
in scaffolding; a fountain may be dry; a
landmark hotel shut for renovation. The
list of variables is endless, and you need
to adapt quickly to ensure you see and
photograph everything that is important
to you.

Plan what you intend to do each day,
paying particular attention to what you're
going to photograph in the late afternoons,

ROUTINE & HABITS

Potential images come and go in front of
your eyes in a matter of seconds and are
easily missed. A good routine plays a big
part in helping you react quickly to photo
opportunities. Let's start with the most ob-
vious one: never leave your hotel room (or
your house, if you're a home-bound travel-
ler) without your camera. Even if you arrive
in terrible weather conditions or there's

b L D i | T —

at dusk, at sunrise and in the early morn-
ings. This will help you prioritise your
schedule as reality takes over from pretrip
research. This is an ongoing exercise that
will keep you busy every time you sit down
for a coffee or a meal.

only 10 minutes until sunset or you have
a specific nonphotographic reason to be
heading out, take your camera. Opportuni-
ties can occur at any time, even when you
least expect it. It's almost guaranteed that
these photo opportunities will be particu-
larly interesting, unique and never to be re-
peated if you don't have your camera with
you. Don't say you haven't been warned!
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Potala Palace, Lhasa,
Tibet, China

Leading a photography
trip to Tibet, | was keen to
take the group to a hilltop
vantage point | had found
on a previous visit to
Lhasa. Fortunately, |

went to check it out alone
early in the day, not at
photography time with
the group in tow. The hill
had been taken over by
the military and was now
ano-go zone. Alternate
viewpoints were found by
the lake (above) and from
city buildings, but it was
another lesson in double
checking pre-trip re-
search on arrival. Things
change and often you just
have to find that out for
yourself.

DSLR, 24-70mm lens at 35mm,
15 secs f16, 15O 100, tripod



Piccolo Port at sunset,
Syracuse, Italy

The disappointment of

a cloudy, wet afternoon
can quickly turn to elation
if you have the strength
to stick to your plan and
head to your predeter-
mined viewpoint regard-
less. You can’t judge the
weather from 2km away,
and you can’t assume
there won't be great light
for one or two minutes -
even on the worst of days.
DSLR, 24-70mm lens at 24mm,
1.3 secs f14,1S0 100, tripod

GETTING STARTED

BEFORE YOU SET OFF

o Set the local time and date on your cam-
era to ensure accurate data records.
This is especially important if you're
shooting with two cameras or intend to
share photos with fellow travellers.

o Ensure you've got enough memory for
the day, even if you intend to return to
your hotel. Only you know how much
you'll need based on your camera’s
maximum resolution and your shooting
habits. But as a guide, start the day with
at least 8 GB of free memory in 12 MP
cameras and 16 GB in cameras of 18 MP
or higher.

o Pack a spare memory card.

o Keep everything in the same place
in your bag so you're not constantly
searching for things.

WHEN YOU'RE OUT & ABOUT

o Have your camera around your neck,
switched on and with the lens cap off.
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You can't take pictures quickly if you
have to get the camera out of a bag,
remove the case, turn it on and remove
the lens cap.

Have the lens you're most likely to need
on the camera. If you're on a crowded
street looking for environmental por-
trait opportunities, a 24mm might be a
good choice. If you're using zooms, set
the lens at the most likely focal length
for the subject you're anticipating.

Be aware of existing light conditions and
have your camera set accordingly. Change
the settings as conditions change. If us-
ing manual settings, adjust the aperture
and keep the shutter speed appropriate
for the lens you're using. If your camera is
set on auto, make sure the shutter speed
doesn't drop too low for hand-held pho-
tography without you realising.
Constantly check the ISO, especially if
you're in and out of buildings and you're
increasing the speed for low-light in-
teriors. It's very easy to then shoot in
bright outdoor conditions with an inap-
propriate 1ISO setting.

Always change memory cards when
they're full, or even before. It's often
worth changing when you only have
a couple of shots left, rather than only
having a couple of frames available
when the action starts.

Store full memory cards in appropri-
ately marked storage containers sepa-
rately from empty memory cards so
you don't grab a full one when you're
in a hurry (and have to spend precious
time deleting images or finding another
card before you can take photos).

AT YOUR DESTINATION PHOTO ETIQUETTE

o Have a notebook and a pen in your
camera bag for recording important in-
formation quickly and accurately.

AT THE END OF THE DAY

o Prepare your gear each evening for the
next morning’s shoot so you're ready to
go as soon as you wake up.

o If you're carrying a laptop or a portable
storage device, download images, back
them up and format memory cards (see
p94 for details on digital workflow).

o Charge batteries.

PHOTO ETIQUETTE

There are no rules for taking pictures, ex-
cept those imposed by the law and local
authorities. Mostly it's up to individuals to
assess what is and what isn’t appropriate.
You need to distinguish between ac-
tivity put on for tourists where taking
photos is expected and welcomed, and
day-to-day activity. Just about anything
can be photographed, including religious
ceremonies, funerals, people on family
outings or on the beach, if approached
with sensitivity and respect. | really do be-
lieve it's possible to be respectful and still
come away with not only great images
but a rewarding experience to match.
People often ask you to send them a
photo. If you take people’s names and
addresses with the promise of sending
a photo, make sure you do. If you don't,
it makes it harder for the next traveller,
and gives tourists (and photographers) a

o Clean lenses.
o Clean the sensor if necessary.

o Set the shutter speed and ISO for your
intended first use. If you've been using
your camera on a tripod and making long
exposures, set the shutter speed back
to your normal hand-held preference.

o If you've been using the self-timer for
added stability on long exposures, turn
it off. There's nothing more frustrating
than hitting the shutter for the first shot
of the day only for the camera to start
beeping and fire 10 seconds later.

Traveller with locals, Shigatse, Tibet, China

The LCD screen has been a great development in photog-
rapher/subject relations, allowing pictures to be shared
on the spot and letting the subject enjoy the result of your
photography, albeit briefly.

DSLR, 24-70mm lens at 61mm, 1/125 5, I1SO 400
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If in any doubt
at all about the
appropriateness
of taking pictures,
justask. It's
always worth get-
ting two or three
opinions if the first

one is negative.

GETTING STARTED

bad name. Just remember that when you
get home, organising photos for a dozen
strangers in distant lands is much more of
a chore than it appears when you're having
fun collecting names and addresses. Hav-
ing said that, if your subject has an email
address, it's a lot easier to email a file than
to make prints and post them. You can also
turn the request for a photo into an advan-
tage if you hope to license the images, by
getting your subject to fill in their details on
a model release form (see p360).

People travelling in groups often un-
intentionally put local people in a diffi-
cult position by queuing up or crowding
around someone who has agreed to be

RESTRICTIONS

You will come across few places that have
restrictions on taking photographs for per-
sonal use, particularly outdoors, but make
sure you're aware of any cultural restric-
tions or local sensitivities to photography.
For example, bridges in India and beaches
in France can be sensitive subjects, as are
border posts, airports and anything that
resembles a military checkpoint or installa-
tion. If a sign says 'no photos’ it should be
respected. It doesn’t mean you can’t seek
permission: a courteous enquiry can often
result in the stated rule being overturned.
Generally, you'll only need to seek per-
mission when you want to take pictures
(other than a couple of quick snaps) inside
shops, cafés, restaurants, bars and night-
clubs or other private businesses. These
are difficult places to take decent pictures
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photographed but didn't realise they
were giving permission to a whole bus-
load of camera-carrying tourists. Unless
the person is a professional model or
someone who is posing for photos and
receiving payment, this could make them
feel quite uncomfortable. Try to find oth-
ers to photograph. You can help prevent
this zoolike atmosphere from happening
if you're the one taking the initiative and
approaching people just by wandering
away from the group for a few minutes.
You'll be rewarded for this behaviour with
photos of the locals who aren’t on every-
one's memory card.

in quickly and without drawing attention
to yourself, so it's wise and polite to seek
permission before you pull out the camera.

Be aware, though, that seeking permis-
sion in some places can lead to a small-
scale Spanish Inquisition, with numerous
phone calls to off-site managers and the
loss of a lot of time. Unless you're on as-
signment and have to get a shot in a par-
ticular establishment, it's easier to move
on and ask elsewhere.

Setting up a tripod is the single quickest
way to draw attention to yourself and can
trigger security people into action. Large,
modern shopping complexes and enter-
tainment areas appear to be particularly
sensitive. The logic seems to be that if
you're using a tripod you must be a pro-
fessional, so you should have permission.

TAKING NOTES

Take notes of what you've photographed
and where you took it from. Digital camer-
as record the date and time automatically
in the EXIF metadata (see p27). Not only
is this information important for caption-
ing your pictures later, but it's an effective
way to learn from your own endeavours
and very useful if you wish to return at a
later date.

It can be just as important to make notes
when you haven't taken a photo. When
you find a location or subjects that will
make a great image but you either don’t
have the time, the light isn't right or the
elements you want to include aren’t in

SECURITY

You need to be alert and proactive to mi-
nimise the security risk to yourself, your
equipment and your images. Cameras are,
unfortunately, particularly attractive targets
for thieves. If you are filling up memory
cards rather than downloading images
each night, it's even more imperative to
protect your camera. You could lose an en-
tire trip — hundreds, even thousands of pho-
tos, if your camera is stolen on the last day.

Most guidebooks will advise you to not
walk alone at night on deserted city streets
or through parks, but there may be other
areas that are best avoided all the time.
These no-go areas may be revealed in your
pretrip research, but get local and updated
opinion from your hotel staff on arrival. It's

AT YOUR DESTINATION SECURITY

place, note the place and its appeal. Use
your compass to establish a north point;
this will indicate where the sun will rise or
set and allow you to determine the best
time of day to return. Balance this with
other factors, such as whether you want
people in the shot.

Don’t attempt to commit this knowl-
edge to memory. It's easy to mix up the
details of subjects, locations and times of
day when you're taking a lot of photos in
an unfamiliar place. It's also very easy to
simply forget about potential shots, es-
pecially on a first visit, as you'll be over-
loaded with possibilities.

®

Note-taking is an
important part of
the overall pack-
age for successful
travel photogra-
phy. Good notes
are needed for
correct caption-
ing of the images,
and as a reference
for returning to
the same spot at

another time.

Lenin’s Tomb in Red Square, Moscow, Russia

Lenin’s Tomb is photographed day and night by hundreds
of visitors who visit the Red Square. But to capture it
illuminated against a darkening sky requires a tripod and
long exposures. | didn’t know it would lead to the threat
of arrest (nothing a little cash didn't sort out). Experi-
ence, however, has taught me not to set up until the very
last minute in the most discreet manner possible, then to
work really fast to get my shots, just in case.

35mm SLR, 24-70mm lens, 5 secs f11, Ektachrome E100VS, tripod
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Outdoor market, Soweto,
South Africa
Johannesburg and Soweto
have troubled reputations
that are hard to ignore on
your first visit, especially
asit’s reinforced by the
locals. Consequently, |
thought it prudent to hire
adriver/guide to show

me around and generally
watch out for me. It's not
something | do often, but
if time is limited or you're
unsure of the security
situation it can save a lot
of time and worry.

35mm SLR, 24mm lens, 1/125
11, Ektachrome E100VS

GETTING STARTED

better to deliberately investigate these ar-
eas than accidentally wander into them.

This is a particular issue in some urban
areas at vantage points overlooking the
city, as these are often located in parkland
and you'll either be there very early, when
few people, if any, are about, or complet-
ing your photography after dark.

Things change: the guidebook author
may have had a bad experience that co-
loured their advice; an area may have
been revitalised as a result of commercial
development; or security may have been
increased to deal with the issue. Howev-
er, if the area is considered risky and you
still want to go there, hire a local guide or
take a taxi and ask the driver to wait.

Being overly concerned about the securi-
ty of your equipment doesn’t only take the
fun out of photography — it can prevent you
from taking photos at all. A camera is no
good at home, in the hotel, or at the bottom
of your day-pack. By taking sensible pre-
cautions and remaining alert, you should
be able to access your camera quickly and
easily and still retain possession of it.
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Here are some tips to minimise the risk
of having your photographic gear and im-
ages stolen:

o Cameras, lenses, memory cards and
the battery charger should be carried
onto the plane as hand luggage on the
way to your destination. Even if your
clothes don't make it, at least you can
take photos. You may choose to pack
some equipment in your check-in lug-
gage on the way home.

o Carry the camera bag across your
body, not on your shoulder — it's harder
to snatch.

o Carry your camera around your neck, not
on your shoulder — it's harder to snatch.

o Don't put your gear in an expensive-
looking bag with ‘Canon’ emblazoned
on the side.

o If you have a top-opening bag, close it
between shots.

o When you put your bag down, put your
foot through the strap.

o Walk on the building side of footpaths
rather than along the kerb so as to avoid
motorbike thieves.

o Carry a portable storage device and
transfer images each evening.

o Back-up images from the portable stor-
age device to a portable hard drive,
USB flash drive and / or an online stor-
age provider.

o Don't plan to shoot your entire trip on
one high-capacity card. Although very
attractive in terms of convenience (es-
pecially if you're shooting large JPEG
or raw files), if the card is damaged,
lost or stolen you lose all your pictures.

Several 4 GB or 8 GB cards offer more
peace of mind. Be sure to store them
carefully, since some of them are very
small and can be easily mislaid.

o If you're not carrying a portable storage
device, transfer images to a USB or CD/
DVD regularly.

o Store memory cards, your laptop and
portable-storage devices in the hotel
room'’s safe or a safety deposit box at
reception.

o If safes and safety deposit boxes don't
exist and you're not confident in the se-
curity of your room, carry full memory
cards with you in the same place as your
money. Ideally, you'll have a backup of

CAMERA CARE

Things can go wrong. Problems are mag-
nified in remote areas because camera-
repair shops often don’t exist. Equipment
problems can occur in all sorts of ways:
cameras can get lost, dropped, stolen or
stop working. Regular checks and clean-
ing help prevent some problems, but oth-
ers have to be dealt with along the way.

Do a basic check and clean at least once
a week while you're travelling. Check lens-
es and filters daily to prevent a build-up
of dirt and fingerprints. These should be
removed immediately, as they can cause
flare and loss of definition, resulting in soft
images. This is equally true for compact
cameras as for DSLRs.

If your camera does break down while
you're travelling, there really isn't much
you can do about it except take it to the

AT YOUR DESTINATION CAMERA CARE

your images somewhere else as well.

o Never place your gear on overhead
racks on trains, boats or buses. In other
words, never let it out of your sight.

o If travelling overnight on trains or fer-
ries, use the bag as a pillow, perhaps
under a jacket.

o If you go out without your camera it's
best locked in the in-room safe or in
your main pack or suitcase, rather than
left in a portable camera bag. If you
have more than one camera, separate
them.

o Never leave equipment, or exposed
memory cards, in an unattended car.

nearest camera shop and hope someone
can perform some magic. If it's a new
camera, trying to fix it yourself by open-
ing it up will void the warranty.

THE PLASTIC-BAG TECHNIQUE

One quick and easy solution to protect your
gear from most airborne problems is the
old ‘plastic bag and rubber band’ trick. Cut
a hole in the bottom of a plastic bag just big
enough for the lens to fit through and use
a rubber band to secure it in place on or
just behind the lens hood. You then access
the viewfinder and shutter release through
the bag's original opening. The lens hood
will help protect the filter on the front of
the lens from rain, snow or dust, but keep
checking it and wiping it as necessary.
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Holi Festival, Mathura,
India

When you're this close to
orange-water-throwing
revellers you and your
camera are going to get
drenched, unless you're
prepared. And if you are
prepared you'll be the
envy of other travellers
who can only photograph
from a distance. The
camera in-the-plastic-
bag technique (see p107)
won't work so well in
extreme situations such
as this so | opted for an
AquaTech All Weather
Shield to ensure the
camera stayed much less
colourful than me.

Still from video footage by
Abraham Joffe

GETTING STARTED

PROTECTION FROM THE
WEATHER

Weather conditions can change rapidly, so
you have to be prepared. Just because it's
a perfectly still, sunny day when you leave
your hotel doesn’t mean that a dust storm
won't engulf you an hour later. Unsettled
or unusual weather often brings with it
moments of spectacular light and a change
in the daily activity of the locals. Get out
there and you can be rewarded with fan-
tastic photographic opportunities. To take
advantage of changing, unusual or difficult
situations without putting your gear at risk,
additional protection is needed.

WET WEATHER

Just because it's raining or snowing
doesn’t mean you have to put your camera
away. It's not a great idea to get your cam-
era wet although most cameras can take
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a fair bit of rain; just wipe it dry as soon
as you get inside. Unless someone is on
hand to hold an umbrella for you, shoot-
ing with one hand from under an umbrella
isn't easy — especially as the light is prob-
ably low. It's much easier to keep your
camera under your jacket between shots.
The camera-in-the-plastic-bag technique
(see left) works well if the downpour isn’t
too heavy but the best option though is
to purchase a rain cover. Check out the
options from AquaTech, Think Tank, Op/
Tech and Vortex Media. Some camera
bags have an outer shell built in for protec-
tion against wet weather. If yours doesn't,
a large plastic bag is easily carried and will
do the job.

EXTREME COLD WEATHER

Most modern cameras will function prop-
erly down to 0°C. Professional DSLRs
will operate adequately around —10°C to

-15°C. The biggest problem in very cold
temperatures is that batteries will fail. You
can often solve this by removing the bat-
teries from the camera and warming them
in your hands. To minimise battery prob-
lems, keep your camera and its batteries
warm until you start shooting. If you're not
in a comfortable, warm hotel and intend
going out at first light, sleep with your
camera and spare battery, ie keep them
under the blankets or in your sleeping bag
during the night. When you head out into
the cold morning have the camera under
your jacket until you need it; shoot quickly,
then tuck it back into your jacket as soon
as you've taken your shots.

Condensation can also be a problem.
When changing lenses outdoors don't
breathe into the camera or onto the lens,
and ensure snow doesn't get into the
camera. Entering a warm room causes
the water vapour on the cold metal and
glass surfaces to condense rapidly and
mist up with tiny water droplets. When
you go out again this water will freeze. To
prevent this, wipe off as much moisture
as possible, and don't change lenses until
the camera has warmed up.

In extreme cold, don't touch the cam-
era’s metal parts with bare skin because
it will stick. These problems don't usually
arise above —10°C. Make sure you've got
a large eyecup on and tape over the metal
parts to help prevent your face coming
into contact with them. Otherwise you
could find your camera stuck to your face
(which would be rather unpleasant, but
could make a great shot for some other
photographer).

AT YOUR DESTINATION CAMERA CARE

HOT & HUMID WEATHER

Extreme heat can melt the glues holding
the lens elements in place, but the big-
gest problem is the effect it can have
on camera sensors, as they are not only
light sensitive but heat sensitive. Cook-
ing a sensor increases noise so keep your
equipment as cool as possible. It's rec-
ommended that you:

o Be aware that the floors of buses and
cars can get very hot on long journeys,
especially around the engine.

o Don’t leave cameras in rooms in cheap
hotels that become ovens around mid-
day.

o Never leave cameras or memory cards
in direct sunlight.

o Never leave cameras or memory cards
in a car, especially in the glove box. On
a hot day, say 37°C, temperatures in
cars can range from 64°C to 107°C.

High humidity can lead to fungus growth
on equipment. Packets of silica gel (avail-
able from camera shops), which absorb
moisture, should always be in your bag
when travelling in humid climates.
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People under umbrellas
in Ximending shopping
distict, Taipei, Taiwan

The weather really can
test your patience. Usu-
ally it rains when you
don’t want it to, which is
probably most of the time.
However, wet days offer
awhole lot of new photo
opportunities which you
can take advantage of if
you're prepared. One of
the reasons you pay more
for professional cameras
is to be able to work in
conditions where every-
one else has an umbrella
up without having to worry
too much about the cam-
era getting wet, thanks to
the comprehensive use of
O-rings to seal them from
the elements.

DSLR, 24-70mm lens at 70mm,
1/125 4,150 200



Gentoo penguin rookery,
Petermann Island,
Antarctica

If you're going to photo-
graph the landscape at
the best time of day in
places like Antarctica,
you're going to be cold.
The camera will probably
be fine, but you won't

be if you don't come
prepared. The last thing
you need is to miss photo
opportunities because of
discomfort through lack
of preparation.

DSLR, 24-70mm lens at 24mm,
1/250 14,150 125

GETTING STARTED

Moving from an air-conditioned room
to warm temperatures outdoors causes
condensation on lenses and viewfinders,
which can take up to 10 minutes to clear.
As soon as you get outside, take your
camera and each lens out of your bag and
remove the front and rear lens caps so
that the condensation can clear naturally.
Don't wait until your first photo opportu-
nity comes along or you'll spend precious
minutes wiping the lens, including the rear
lens element, which is best not touched.

SALT WATER

Salt water and sea spray can cause ir-
reparable damage to your camera. When
shooting by the sea, protect your camera
with a rain cover or plastic bag (see p107)
and keep your gear bag closed. Cameras
can also be protected against sea spray by
wiping with a cloth lightly soaked in WD40
(or any substance that displaces moisture).
When travelling by boat, place equip-
ment in strong, sealable plastic bags. If you
drop a camera in the sea, the only thing
you can do is wash it under fresh water as
quickly as possible to remove the salt. The
camera’s chances of survival aren't good.

SAND & DUST

Sand and dust are deadly enemies of pho-
tographic equipment. If you find yourself in
sandy or dusty conditions when the wind
is blowing, be especially protective of your
equipment. A single grain of sand in just
the right (or wrong) place can cause a lens
to seize up. Any foreign object on a digital
camera’s sensor is a potential nightmare,
as it will leave a mark on every frame. In
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most cases it can be removed but you may
find yourself spending countless hours at
the computer dealing with the problem

(see p93). If you know you will be going
to dusty or sandy environments take extra
care (and spend more money if you have
to) to get a camera bag that is fully sealable
and comes with a protective outer shell.

To prevent damage from sand and dust:

o Avoid changing lenses and memory
cards if sand and dust are in the air.

o Blow or wipe off dust and sand quickly.

o Don't put your camera bag down on
the sand.

o Keep your camera bag well sealed.

AT YOUR DESTINATION CAMERA CARE

o In severe conditions put the camera bag
inside a plastic bag or place equipment
in plastic bags inside your camera bag.
With high humidity, don't leave equip-
ment in bags for more than two hours.

o Use a protective cover or the camera in

the plastic bag techniqgue when shoot-
ing (see p107).

1m



THE ART OF
PHOTOGRAPHY

Great photos don't just happen in the split second it takes to release the shutter.
They are hand-crafted moments in time created by photographers who can see,
select and organise the elements before them into a visually cohesive and unique
composition, and then translate that vision onto the sensor. To achieve this, no mat-
ter what camera you're using or what subject you're photographing, you need to
work through a series of decisions regarding exposure, composition, light, and how
to handle movement. You can also broaden your take on the specific subjects you'll
encounter by seeking out iconic images, making the most of the time you have and
looking for opportunities to tell stories through pictures.



® MOMENTS IN TIME

So far the emphasis has been on the technical side of photography. This is obviously
important but it's one thing taking technically good images, especially as camera tech-
nology prevents and image-editing software fixes a range of once-common mistakes;
it's quite another to take consistently creative images. This is largely because the ele-
ments that go into the creative side of image-making defy automation, and they always
will. The reality is that good pictures can be taken on any camera on any media. Many
memorable images have been taken over the last hundred-and-eighty years using the
equipment of the day. Even at famous tourist sights where there's a certain place to
stand to take 'the’ photo, the variation in the quality of images produced is amazing.
Great pictures are the result of matching an interesting subject with the best light, a
pleasing placement of the elements and exposing the sensor to just the right amount
of light using ISO, shutter speed and aperture settings that translate the way you see
the scene — and retain all the detail and depth of colour — onto the sensor. It is how the
photographer handles this combination of technical and creative skills at a particular
moment in time that produces unique images and allows individuality to shine through.

(Opposite) Prakhar
Tshechu, Chumme Valley,
Bhutan

I've been to a lot of mon-
astery festivals and have
learned a little bit about
what to expect. However,
every festival seems to
also have its own unique
rituals. At the Prakhar
Tshechu it was these nov-
ices in procession around
one of the monastery
buildings. Fortunately,
they walked around the
building three times
(something | have learnt
to expect). Consequently,
| composed the shot and
waited for the monks to
walkinto frame - three
times.

DSLR
1/160 f8, 1SO 400

6-35mm lens at 28mm,

INSPIRATIONAL BOOK:
EARTH IS MY WITNESS,
ART WOLFE

School children on fort
walls, Galle, Sri Lanka
This young man’s improm-
tu dance performance for
his schoolmates certainly
livened up awalk on the
fort walls.

DSLR, 24-70mm lens at

33mm, 1/200 4.5, 150 100
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PREVISUALISATION

You don't need a camera in your hand to
‘see’ images. How often have you heard
someone say, ‘If only | had my camera’, or,
worse still, said it yourself? At these mo-
ments we are responding to the fact that
the elements that make a good photo, in
our own opinion, are currently in play. It
also implies that the moment is fleeting,
which it usually is.

There's a common concept in photog-
raphy called previsualisation. Essentially
it means creating a photo in your mind’s
eye and then setting out to capture it. You
can do this from anywhere. Images can be
previsualised at home, maybe inspired by

Child running on roof of Opera House, Oslo, Norway

There was plenty to photograph on the upper level of
Oslo’s Opera House. Once | had captured the view and
various architecural details | set up here and waited for
someone to come into frame and add the dynamic ele-
ment that makes a photograph unique.

DSLR, 24-70mm lens at 67mm, 1/250 f14, 1SO 400
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a television program or movie, from see-
ing published photographs or from your
own memories of a place. The inspiration
doesn't have to be visual. A travel writer
may describe the scene from a café balco-
ny which could inspire you to search it out.
More commonly, previsualisation kicks in
at the destination. You might come across
a great location but the light is coming
from the wrong direction, or you know it
will look much better without the crowd of
people, or there are no people when there
should be. You may figure out that if you
climb a particular hill, at a particular time
of day, then the view over the city or land-
scape will be what you're after. Or, if you
wait for another hour, or two, the weather
will change and with it the light and a mun-
dane scene will be transformed.

Previsualisation is just as much about
spontaneity as it is about planning. When-
ever you raise the camera to your eye,
you've already previsualised a photograph
and if the scene remains static you'll get the
shot. The photographer fine-tunes this act
to capture seemingly fleeting moments, an-
ticipating the photo opportunity that is im-
minent if, for example, a person turns their
head, reaches out to hand over money to a
vendor or walks through an archway; or the
impact the sun will have when it appears
from behind the cloud. Previsualisation is a
crucial tool in achieving a high percentage
of good pictures in the limited time that is
typical of a travel itinerary.

MOMENTS IN TIME BEING THERE

BEING THERE

So much time creating good pictures is
spent not actually taking pictures but in-
cessantly looking, either on the move or
standing around; watching, waiting. If
you're out and about you create the op-
portunity to come across fleeting mo-
ments, to add to your knowledge of the
place and build your list of potential im-
" 5 i \ . ages through previsualisation. You will

1 not get those ‘lucky’ pictures from your
hotel room or bar stool.

Once you've got the image in mind you
need to commit, whether it's a matter of
seconds for an action to occur, a couple
of hours for the weather to change or
revisiting a location at the best time of
day. Commitment to the image is a key
professional trait; it keeps photographers
out there way beyond the time needed to
simply visit a place or individual site.

Ao | RN

®
Digital camera technology is proceeding at
arelentless pace but the essence of great
photography and the skills required haven't
changed at all. No camera will make creative
decisions for you, or take you to the right
place at the right time.

Child playing on painted steps, Valparaiso, Chile

Very occasionally things come together so quickly you don't have to wait, you just have to
be very quick. As | was composing a shot of the steps, hoping someone would eventually
come walking down, this young girl came out of a doorway, jumped onto the tiles beside
the staircase and slid down expertly without pause. Another example of why it pays to
constantly check that your camera settings are correct for the light and subject you

hope to capture.

DSLR, 24-70mm lens at 24mm, 1/200 f5, ISO 400
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After three days of prayers and traditional dances in
the monastery, the climax to the Sacred Fire Festival
isreached in an adjacent field where a structure of
wood and pine had been erected. After dark, at the
auspicious moment, the structure was set alight and
the waiting crowd of hundreds of people ran through
as fast as they possibly could.

It was a remarkable scene: a traditional religious
ceremony one minute, to absolute chaos the next. The
structure only burnt for around ten minutes, so once
itwas alight it was frantic for the spectators and me.
It was easily one of the hardest things I've photo-
graphed thanks to the intense heat, bright flames,
people running in all directions and police pushing

spectators (and me) back from the area in front of the
structure. | did try a few shots with flash but as usual |
much preferred the more difficult but rewarding avail-
able light shots, where the people are predominantly
silhouettes against the flames, except for those about
to run through the structure.




ICONIC SUBJECTS

One of the great challenges for the travel
photographer is to capture images that in
a single frame encapsulate a distinguish-
ing feature of the country they're visiting.
Every country has natural landforms, build-
ings and monuments on its ‘must-see’
list. The Pyramids, Machu Picchu, Angkor
Wat, Eiffel Tower, Uluru, Great Wall, Grand
Canyon, Taj Mahal...places whose image
is already deeply etched in our mind’s eye
well before we stand before them our-
selves. These places are photographed
millions of times a year by visitors from all
over the globe and feature in books, maga-
zines and brochures, on websites, post-
cards, tea towels, cups and place mats.
So even people who haven't been there
or aren't known to care much about image
content will have high expectations as to
how pictures of these places should look.

Famous places always deserve more
than one visit. On your first visit you'll
probably be inclined to blaze away at the
subject from all angles. A second visit can
be approached more calmly and deliber-
ately. A review of published material such
as postcards and souvenir books after
your first visit will make a lot more sense.
You'll know where things are and where
the light will be and what time you need
to be there.

New and interesting pictures are pos-
sible; you'll just have to work a bit harder
to acquire them. Set yourself the triple
task of taking a classic view of the sub-
ject that is as good as or better than the
published images, then look for a different

MOMENTS IN TIME ICONIC IMAGES

view from those you've seen before, and,
finally, get close and fill the frame with a
detail view to create an abstract, but rec-
ognisable, image.

Beyond the famous sights you can
achieve a similar outcome by focusing on
other unigue elements of a country’s cul-
ture and environment: traditional dress,
foods, festivals, sports, souvenirs, art and
craft, and wildlife — all present opportuni-
ties for capturing iconic images.

Revisiting places, especially after you've
seen the results from your first attempt, is
one of the best ways to improve your travel

photographs.

Colosseum, Rome, Italy

(Opposite) Guggenheim
Museum Bilbao, Spain

The Colosseum, like so many other amazing Roman ruins, is situated alongside a busy
road, coexisting as an iconic travel destination for every visitor to Rome and a familiar
backdrop to daily life for the local population. To capture this juxtaposition | included the
road and traffic but made it more photogenic by shooting at dusk with a long exposure
to represent the presence of vehicles with attractive and colourful light trails.

DSLR, 24-70mm lens at 34mm, 15 f9,1S0 100, tripod
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THE CLASSIC VIEW

Spend five minutes looking at postcards
or pictorial books of the country you're
in and you'll soon get a feel for what are
considered the classic views of its most
famous places.

The classic view is absolutely worth
taking, but the challenge is to do it as well
as —or better than —it's been done before.
In many places it's easy to get to the van-
tage points and replicate well-known pic-
tures. That's no problem — it's a famous
view because it's a great view — but it's
better to treat it is a starting point for your
own interpretation. Do this through your
choice of viewpoint, lens and, of course,
the light you shoot in.

@
When you're shooting well-known sights,
the light has to be fantastic or your shot just

won’t compare.

Opera House, Sydney, Australia (Architect: J@rn Utzon)
DSLR, 24-70mm lens at 61mm, 1/10 sec f16, 1SO 100, tripod
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A DIFFERENT VIEW

Once you've got your own take on the
classic view, think about how you can
photograph the subject in a different
way. This is often easier said than done,
particularly with really famous places, as
photographers have been trying to do
this for years. This includes the locals,
who obviously have more opportunity to
do so and the advantage of local knowl-
edge. It's still possible, but it takes a bit
more effort than following the path to the
classic view.

These shots require a combination of
time, clever composition and great light.
Apart from those rare moments when
everything comes together on your very
first visit, you'll need to invest some time
to achieve a different view. Walk around
the area, check out various viewpoints,
get up close if you can and then move
further away. Compose as you go with a
variety of focal lengths. Most importantly,
make sure you're there when the sun is
low in the sky and the colour of daylight
is at its most intense, as the colour and
quality of the light is the magic ingredient.

THE DETAIL VIEW

Famous buildings and natural landforms
don't have to be shown in their entirety
to be recognised so, for a third shot in
your series of images, consider filling
the frame with only a portion of the land-
form or structure. Apart from creating an
interesting photographic challenge, the
images are often of more interest to view-
ers than the classic shot, which they are
already familiar with.

MOMENTS IN TIME ICONIC IMAGES
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Opera House, Sydney,
Australia

(Architect: J@rn Utzon)
DSLR, 24-70mm lens at 44mm,
1/250f13,150 400

Opera House,

Sydney, Australia
(Architect: J@rn Utzon)
DSLR, 70-200mm lens at
130mm, 1/45 2.8,

1SO 1000, tripod
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MAXIMISING THE MOMENT

You've bought the gear, learned how to
use it, have developed an understanding
of exposure, light and composition, trav-
elled halfway around the world, got up be-
fore dawn, walked for 3km in the dark and
the subject you've come to photograph is
glowing in the warm light of a brilliant sun-
rise. It goes without saying that you really
should maximise the moment by getting
as many and as varied shots as possible
while the light is at its best, so obviously
you're going to be working within a very
small time frame. Depending on the day
you'll have anywhere from 10 seconds to
15 minutes of really fantastic light so to
make the most out of it you need a plan.
Ideally, you will have had time during an
earlier recce, or while you were waiting
for the light, to come up with a course of
action. It is more difficult if you're view-
ing the scene for the first time but with
practice you'll start doing the basics
instinctively.

At its simplest you can maximise the
moment by shooting a series of images of
the same subject without changing camera
position but by shooting at a variety of fo-
cal lengths, both vertically and horizontally.
More complex is doing the above but from
several predetermined camera positions.
This can lead to some frantic activity —
especially if it involves driving a car between
shots — that gets your heart pounding and,
in public places, gets heads turning.

Of course, you also need to be flexible
enough to respond and reprioritise your
original plan if the light throws up some

surprises of its own. No matter what hap-
pens you need to balance the time you
commit to getting the best shot from
each location with the need to move to
your next camera position. The challenge
is to know when you've got ‘the’ photo-
graph, so you can move on; procrastinate
and you'll end up with one shot, not two,
three or more.

Roman and Imperial Forums, Rome, Italy

The many ruins of ancient Rome cover a large area so when the light suddenly turns
golden and even statues start to look good, you need to work quickly and know exactly
where to head (or run) for the next shot. In this case, I'd spent an hour or so earlier in
the afternoon wandering around checking viewpoints and compositional possibilities,
so when the perfect light arrived | was ready to pounce.

(Opposite) DSLR, 24-70mm lens at 35mm, 30 secs f11, 1SO 100, tripod

(Above, top left) DSLR, 24-70mm lens at 32mm, 1/125 f4.5,150 100

(Above, top right) DSLR, 24-70mm len Omm, 1/125f6.3,1SO 100
(Above, bottom left) DSLR, 24-70mm lens at 54mm, 1/125 f5,1SO 100

(Above, bottom right) DSLR, 24-70mm lens at 40mm, 1/80 3.2, ISO 100
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Huranga Holi Festival,
Mathura, India

Festivals are the perfect
subject to consider
shooting with a view to
presenting the images as
avisual narrative. They
have a beginning and an
end, and usually build to a
cresendo. Apart from cap-
turing different scenes and
activities, make sure you
move around to various
viewpoints and compose
with varying focal lengths
to ensure variety in your
final presentation.

11,150 4(

left and right)

DSLR, 16-35mm lens at 35mm,

1/160f7.1,1SO 400
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TELLING A STORY

A variation on ‘maximising the moment’
is to tell a story through a series of clearly
connected images. Although these are of-
ten taken in one session, they could also
be accumulated over as many visits and
as much time as you want to dedicate to
the series. Each image should be strong
in its own right and worthy of individual
attention but when viewed in sequence
they build on each other to reveal a story.

If the subject involves people engaged
in some form of activity, you'll often have
the opportunity to apply every composi-

tional tool and people-photography tech-
nique you can remember to use in the time
you've got. With any subject, work through
the classic, different and detail-view strat-
egy as well as the techniques employed
to maximise the moment. You may feel
like you're overdoing it by taking way too
many pictures and you may not use all the
images you take in the final presentation.
However, it's much better to have choices
than to miss a key link in the visual nar-
rative, which you may not discover until
you're actually putting the story together.




HURANGA HOLI FESTIVAL,
MATHURA, INDIA

DSLR,

nm lens, 1/250 4,150 200

Shooting Holi is easily one of the most intense
photographic experiences I've had. The festival
reached its climax at the Badadev Dauji Temple
when the floods of water rained down. A
procession of gods is accompanied by men
throwing buckets of water on the watching
women, who in turn tear the shirts off the men,

roll them up, then beat anyone within range with the
wet, rolled up shirt. And yes, it hurts! For about 40
minutes | was buffeted around by the milling crowd
as water and coloured powder was splashed around,
but being on the temple floor provided the intimate
point of view that puts the viewer right there.




@ EXPOSURE

Setting the exposure is more than a technical necessity — it's a creative decision that
controls the mood, quality and feel of the photograph. When you take a photograph
you're translating what the eye sees, through the lens and onto the image sensor. The
choices you make when setting the exposure play a big part in determining the suc-
cess of the translation.

Correct exposure means the sensor is exposed to just the right amount of light to re-
cord the intensity of colour and details in the scene that attracted you to take the photo
in the first place. Too much light and the image is overexposed and will appear too light.
Not enough light and you have underexposure and the image is too dark.

Even though image-editing is part of the image-capture process, its primary pur-
pose is not to rescue badly exposed pictures. Digital images can certainly be enhanced
through skilful image-editing. However, it can only happen if all the required information
is captured in the first place. It's a mistake to think that badly executed digital images can
be rescued’ in Photoshop (or other image-editing software programs) to produce stun-
ning prints displaying the full tonal range and colour of the original scene. ‘Photoshop-
ping’ to correct mistakes should be a last resort and not part of your standard practice.
Having to manipulate images — even if the changes are modest — redistributes the tones
in the image, affecting sharpness, colour saturation, contrast and noise, and effectively
diminishes image quality. Just as importantly, getting the exposure wrong means you'll
be wasting a lot of time in front of the computer correcting mistakes. And if you intend
to print straight from the camera, the quality of the prints will be nowhere near as good
as they could be.

A good exposure is achieved through a combination of the sensor’s ISO rating, the
aperture setting and shutter speed. You can let the camera make these decisions for
you by selecting a fully automatic exposure mode. However, that deprives you of the
ability to control key aspects of the picture-taking process that determine how your
pictures look, particularly in relation to the creative use of blur and depth of field.

ISO RATING

Image sensors are light sensitive. The
ISO rating determines the sensitivity of
the camera’s sensor to light and is the
foundation on which the variable settings

of shutter speed and aperture are based.
As the ISO setting is increased, the sen-
sor becomes more sensitive to light. The
settings are described as 'ISO equiva-
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(Opposite) Rumbak Val
, Ladakh, India
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Get into the habit
of resetting the
ISO to the lowest
setting, known as
the native setting,
immediately after
you've finished
shooting at a high-
er sensitivity. It's
easy to be shoot-
ing interiors at ISO
800 and forget to
put it back only to
find later that you
spent the rest of
the day shooting at
ISO 800 outdoors

in bright sunlight.




®
For general hand-
held photography
the semiautomatic
Shutter-Priority
Auto modeis rec-
ommended. In this
mode you can't
accidentally let
the shutter speed
drop too low and
run the risk of

camera shake.

THE ART OF PHOTOGRAPHY

lents’, allowing the photographer to
understand the sensor's sensitivity by
relating it to the familiar ISO rating se-
quence of film: 25, 64, 100, 125, 160,
200, 320, 400, 500, 640, 800, 1000,
1250, 3200 and 6400 ISO.

The ISO sensitivity can be electronically
varied from shot to shot. Being able to
vary the ISO rating from one frame to an-

SHUTTER SPEED

The shutter speed is the amount of time
that the camera’s shutter remains open to
allow light onto the sensor. Shutter speeds
are measured in seconds and fractions
of seconds and progress in a sequence:
typically, one second, then 1/2, 1/4, 1/8,
1/15, 1/30, 1/60, 1/125, 1/250, 1/500,

CAMERA SHAKE

other is one of the most useful tools that
digital capture has given the photogra-
pher, bringing a freedom to shoot effort-
lessly in dramatically different light levels
and use the variable ISO as a creative tool
to fine-tune exposures.

1/1000, 1/2000 and 1/4000 of a second.
The higher the number, the faster the
shutter speed and the less light allowed
in. Digital cameras also allow intermedi-
ate settings such as a 1/90 of a second in
automatic modes.

A practical consideration when selecting shutter speeds is to ensure that your
pictures don't suffer from camera shake as a result of the shutter speed drop-
ping too low. This is a very common problem when cameras are used on Auto-
matic. If hand-holding the camera, a good standard shutter speed is 1/125 or
1/160. However, be prepared to vary your shutter speed depending on the lens
you're using. The general rule of thumb is to select a shutter speed the same or
higher than the focal length of the lens. With a 24mm lens, a shutter speed of
1/30 is recommended; with a 200mm lens, 1/250 is the desired minimum shutter
speed. With zoom lenses the minimum shutter speed should vary as you zoom in

and out. The longer the lens, or at the telephoto end of zoom lenses, the higher

the minimum shutter speed required.

Image stabilisation technology allows us to break this general rule to a point,
but you need to understand it so that you don’t drop the shutter speed below the
speed at which the technology in the camera or lens can correct the movement

(see p46).
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EXPOSURE ISO, SHUTTER SPEED & APERTURE COMBINATIONS

APERTURE

The aperture is the lens opening that lets
light into the camera body. The aperture is
variable in size and is measured in f-stops.
The most familiar f-stop sequence, from
the widest aperture to the smallest, is 1.4,
f2, 2.8, f4, 5.6, 8, f11, f16 and f22. As
you progress along the scale to 22 you are
‘stopping down’, and with each stop you

halve the amount of light that will reach
the sensor. In the other direction, as you
move towards f1.4, each stop doubles the
amount of light that will reach the sensor,
and you are ‘opening up’ the lens until it's
‘wide open’ at its maximum aperture. Digi-
tal cameras also allow intermediate set-
tings such as f13 in automatic modes.

ISO, SHUTTER SPEED &
APERTURE COMBINATIONS

The ISO setting, shutter speed and aper-
ture are all closely interrelated. An under-
standing of the relationship between these
variables, and the ability to quickly assess
the best combination required for a particu-
lar result, is fundamental to creative pho-
tography. With the sensor’s ISO setting at
ISO 100, point your camera at a subject and
your light meter may recommend an expo-
sure of 1/125 at f4. But, for example, by
decreasing shutter speed one stop to 1/60
and stopping down the aperture by one
stop to 5.6, you could still make a correct
exposure (because the smaller aperture
compensates for the longer time that the
lens is open). Similarly, 1/30 at f8 or 1/15 at
11 would also be correct exposures. If you
chose to set the sensor to ISO 400 under
exactly the same conditions, you could se-
lect 1/500 at 4, or 1/250 at 5.6, or 1/125
at 8, or 1/60 at f11. All of the above com-
binations will ensure the sensor is exposed
to just the right amount of light. You have
to decide which combination will give you

Prayer wheel, Trongsa
Dzong, Bhutan

The same scene can be
portrayed quite differ-
ently through choice

of shutter speed and
aperture. The top image
captures a realistic view
of the prayer wheel in
an entrance way in the
monastery. The bottom
image, taken with a
much longer shutter
speed, has recorded the
spinning prayer wheel as
ablur, adding a dynamic
element to the image.

(Top) DSLR, 24-70mm
lens at 70mm, 1/125 f8,
1SO 100, tripod

(Bottom) DSLR, 24-70mm
lens at 70mm, 2 secs f10,

150 100, tripod
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the effect you want by giving priority to
one element over the other. A photograph
of a waterfall taken at 1/250 will look quite
different to one taken at 1/2. The ability to
alter the combination of these three vari-
able settings is one of the most powerful
creative tools at your disposal.

PROGRAM SHIFT

A really useful, and quite powerful,
feature that is available on the more
advanced digital cameras is a Program

MEASURING LIGHT

All compact and DSLR cameras have
built-in  light meters that measure, or
read, the amount of light reflected from
the subject. All meters work on the prin-
ciple that the subject is mid-tone; ie not
too light or too dark. In practice, most
subjects are a mix of tones, but when
the meter averages out the reflected
light a mid-tone reading results in a prop-
erly exposed image. When very light or
very dark subjects dominate scenes,
exposure compensation is required (see
p136). Some advanced compacts and all
DSLRs provide the user with a choice of
three metering modes: multizone, centre-
weighted and spot.

MULTIZONE METERING

The most common system used in DSLRs,
multizone metering divides the scene into
zones. The meter reads the light in each
zone and sends the information to the
camera’s computer, which recognises the
extreme tones and gives a reading based
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Shift control. The Program Shift control
offers manual control of the aperture
and shutter speed combination while
the camera is in the fully automatic Pro-
gram mode. After depressing the shut-
ter release halfway — in order to focus
and set exposure — the Program Shift
control allows you to scroll through the
other shutter speed/aperture combina-
tions that would also result in the correct
exposure of the scene.

on what it evaluates as the most important
parts of the scene. This systemis also called
matrix, evaluative, multisegment, multi-
pattern and honeycomb-pattern metering.

CENTRE-WEIGHTED METERING
Centre-weighted metering reads the light
reflected from the entire scene and pro-
vides an average exposure setting biased
towards the centre section of the view-
finder. Generally, readings are accurate
unless there are very large light or dark
areas in the scene.

SPOT METERING

This takes a reading from a small area and
is ideal for taking a reading of your main
subject when it's part of an unevenly lit
scene. Once the light meter has read
the light, it recommends appropriate set-
tings. Depending on your camera, you
can prioritise the settings by selecting
manual, semiautomatic or fully automatic
exposure modes.

EXPOSURE MODES

MANUAL MODE

You set both the shutter speed and the
aperture manually. Adjust either of the
controls until the meter indicates correct
exposure.

SHUTTER-PRIORITY AUTO MODE
You select the shutter speed and the
camera automatically selects an appropri-
ate aperture.

APERTURE-PRIORITY AUTO MODE

In this semiautomatic mode you se-
lect the aperture and the camera auto-
matically selects an appropriate shutter
speed.

PROGRAM AUTO MODE

In this advanced semi automatic mode the
camera selects both the shutter speedand
the aperture.

SUBJECT OR SCENE PROGRAM
EXPOSURE MODES

In these fully automatic modes you se-
lect a preset exposure mode to suit the
subject, and the camera sets the appro-
priate shutter speed and aperture com-
bination. The list of preset modes varies
from camera to camera but will always in-
clude these five standard subject modes:
Portrait Sets a large aperture to minimise
depth of field and produce an out-of-focus
background.

Landscape Sets focus on infinity, a small
aperture for maximum depth of field and
turns off the flash.

EXPOSURE EXPOSURE MODES

HAND-HELD EXPOSURE METERS

Most modern cameras have inbuilt exposure meters that
measure the amount of light reflected from the subject.
You can do the same thing with an accessory light meter,
which some photographers prefer to use. However, for the
traveller there isn't really much point carrying around this
extra piece of equipment.

Dancer performing at Maho Casino, St Martin

This is a classic example of when to use spot metering - a spot-lit subject against a
black background.

DSLR, 70-200mm lens at 200mm, 1/125 F2.5, 1SO 500

Sport or Action Sets the fastest shutter speed to render sharp
images of moving subjects.

Night Scene Sets slow shutter and large aperture to

record the low level of ambient light and fires flash to
illuminate foreground subjects.

Close-up or Macro Allows the camera to focus on

subjects less than 60cm or 70cm away and is useful for photo-
graphing flowers and other small objects.
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Customs House and
marina at Telaga Harbour
Park, Pantai Kok, Lang-
kawi, Malaysia

A three-frame bracket
shows the difference a
full stop either side of the
camera meter’s recom-
mendation makes.

(Top) The mix of dark and
light areas has resulted in
agood exposure.

DSLR, 24-70mm lens at 55mm,
1/80 at f11,1S0O 100, tripod

(Middle) One stop over
and the light areas have
lost the depth of colour
and the image looks weak,
but there is detail and
colour in the shadow.
DSLR, 24-70mm lens at 55mm,
1/80 at 8, 1SO 100, tripod

(Bottom) One stop under
and the light areas still
look good with lots of
detail, but the dark areas
have lost their colour
and detail.

DSLR, 24-70mm lens at 55mm,
1/80 at f16, 1SO 100, tripod
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OTHER EXPOSURE CONTROLS

EXPOSURE COMPENSATION

Many compact digitals and all DSLRs
allow you to override the recommended
meter settings via an easy-to-use
exposure-compensation control, without
having to make changes to the shutter
speed or aperture settings. The control
typically allows over- or underexposure
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of the sensor in third- or half-stop incre-
ments, up to two or three stops. Turn the
dial to +1 and you'll increase the amount of
light reaching the sensor by one stop. Turn
it to =1 and you'll decrease the amount
of light by one stop. After adjusting the
exposure-compensation dial remember to
reset it before shooting your next subject.

Get comfortable using the exposure-
compensation control and you might find it
does the job for you in the majority of dif-
ficult light situations.

FOCUS & EXPOSURE LOCK

Most advanced compacts have a combined
focus-and-exposure lock that works like a
spot meter. Check your manual to learn
how to engage the lock. Usually it involves
selecting a ‘spot mode’, positioning the
auto-focus mark on the subject, depressing
the shutter button halfway and holding it
there while you recompose. Press the but-
ton fully when you're happy with the com-
position. The camera will focus and set the
exposure for the subject you spot-metered.

BRACKETING

Bracketing is an important technique used
to ensure that the best possible exposure
is achieved. A standard bracket requires
three frames of the same scene. The first
is at the recommended exposure, say
1/125 at f11; the second, generally at half

a stop over (1/125 at f9.5) and the third at
half a stop under (1/125 at f13). Bracket-
ing uses memory-card space. This can be
recovered by deleting the less successful
exposures. However, if you're bracketing a
lot just make sure you have enough mem-
ory-card capacity to cover your shooting
requirements until you get a chance to
review and delete, or transfer the images
from the memory card. If the shot really
matters, then bracketing is the best way

SETTING EXPOSURE

If you're disappointed with pictures be-
cause they are too dark or too light when
using semi automatic Program mode, a
little understanding and a few techniques
will give you the option of improving
things. If you're shooting raw files then
there is a bit more to understand to make
sure you get the best out of your cam-
era’s sensor (see p138).

EXPOSING JPEG FILES

When you point your camera its light meter
recommends appropriate settings (based
on your chosen exposure mode). You can
accept it or override it. In many cases,
especially when the lighting is even, the
camera’s light meter does a good job. If
shooting JPEGs without intending to do
image-editing, you'll enjoy the simplicity of
using the camera’s suggested exposure.
Difficulties arise when: a scene has large
areas that are very light or dark; shooting
into the sun; light sources are included in
the frame; the subject is black or white.

EXPOSURE SETTING EXPOSURE

to guarantee that the image you see is the
image you get, particularly when the light-
ing is really difficult.

Many cameras have an auto-bracket
setting that allows you to select a three-
exposure bracket at third-, half- or one-
stop increments. You press the shutter
once and the camera captures all three
images in one burst. There's a good
chance one of these will be clearly wrong,
so it can be deleted immediately.

One of the best methods of setting ex-
posure is to expose for the subject, or the
most important part of it. Try the following
technigues when the lighting is difficult:

o Use spot meter on subject for a reading.

o In manual mode, fill the frame with
your subject, either by moving closer or
zooming in, take a reading, then recom-
pose ignoring the meter readout.

o In automatic modes, use the above
technique, but lock the exposure be-
fore you recompose or the meter will
re-adjust the settings..

o If the subject is black or white, the meter
will average out the scene to a midtone.
For white subjects take a reading off the
subject and overexpose by one or two
stops. For black subjects underexpose
by one or two stops.

o Use the exposure compensation con-
trol to force the camera to under- or
overexpose (see p136).

o Bracket your exposure (see p136).
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Prayer flags on bridge,
Thimpu, Bhutan

When you're working
with slow shutter speeds
and wind you can't totally
predict the outcome. You
just have to experiment to
match the shutter speed
to the wind strength to
get just the right amount
of blur for the effect you
want.

DSLR, 24-70mm lens at 24mm,
1/30 sec 8, 1SO 400
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A quick look at the camera’s LCD display
will let you know if you've badly under-
or overexposed pictures. It's very hard to
tell if an image is really well exposed on
a small LCD screen. Practice will give you
some confidence, but histograms are a
much more accurate indicator (see p139).

EXPOSING RAW FILES

Shooting raw files allows you to create the
best possible results from your digital cam-
era. The files contain all the data captured
by the camera’s sensor and their potential
is only limited by the exposure and ISO set-
ting. All other decisions regarding the look
of the image are decided at the conversion
stage so the original camera file can be ed-
ited in many different ways to achieve the
look you want. However, shooting raw re-
quires a commitment to time in front of the
computer and an interest in mastering raw-
conversion and image-editing techniques.

Before looking specifically at raw expo-
sure techniques it's worth understanding
the concepts of dynamic range, clipping
and bit depth.

DYNAMIC RANGE

Dynamic range describes the ratio be-
tween the brightest part of a scene (the
highlights) and the darkest part of the
scene (the shadows) in which an image
sensor can record detail. Larger sensors,
containing larger pixels, have a greater
dynamic range than smaller sensors. The
larger the range of a sensor the more detail

EXPOSURE LATITUDE IN DIGITAL FILE FORMATS

It's worth noting the exposure-latitude variations between digital file formats.
Shooting raw files offers the greatest latitude. The unprocessed file allows im-
ages that were under- or overexposed by up to two, or even three, stops to be
successfully converted and printed. TIFF files also offer a fair bit of latitude, with
over- or underexposure by up to 1%2 stops not causing too many problems. Shoot-
ing JPEGs offer the least amount of latitude. The processed file demands greater
accuracy at the time of capture, but excellent results can still be achieved with

skilful image-editing with files over- or underexposed by one stop.
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it can capture at both ends of the range at
the same time. A raw file, not processed by
the camera, retains the full dynamic range
capable of being captured by the sensor,
whereas a JPEG file’s dynamic range is re-
duced during in-camera processing.

CLIPPING

Image detail that is off the edge of the his-
togram, at both the shadow and highlight
end, is outside of the sensor’'s dynamic
range and cannot be recorded. This image
data is considered clipped, or lost. Some
cameras have an overexposure warning
that highlights the clipped areas and alerts
you to the problem by flashing.

BIT DEPTH

A bit is the smallest unit of digital data.
Each bit is an electronic pulse that can ei-
ther be on (represented by a ‘1') or off (rep-
resented by a ‘0’). Bit depth is a measure
of the number of bits stored for each pixel
in an image. The higher the bit depth the
more colours used in the image. Eight bits
per pixel is the minimum requirement for
a photo-quality colour image. Each pixel
is created through a combination of the
three primary colours —red, green and blue
(RGB) —also referred to as colour channels.
An image captured in 8-bit uses a total of
eight Os and 1s in each colour channel,
which translates to 256 discrete levels of
colour information for each primary colour.
When all three primary colours are com-
bined at each pixel, the image can display
up to 16.7 million different colours. JPEG
image files are saved in 8-bit. Raw files
are typically captured in 12-bit, so each of
the RGB colour channels can display up to
4096 levels of information per channel.

EXPOSURE SETTING EXPOSURE

HIGHLIGHTS

SHADOWS

MIDTONES

HISTOGRAMS

Histograms are a graphic representation of the distribu-
tion of pixels, or tonal range, in the image, showing their
relative weighting in the shadow, midtone and highlight
areas. The histogram is viewed on the LCD screen after

the picture has been taken and is a powerful tool for
determining correct exposure when capturing JPEG files.
Understanding the readout allows immediate assessment
of the exposure and the opportunity to adjust settings and
reshoot if necessary. For general photography the aim is
to see pixels spread across the horizontal axis with most of
them in the centre of the graph, indicating that detail has
been recorded in the shadows, midtones and highlights.

If the pixels are bunched too far to the right side of the
histogram, the image will be overexposed and the image
too light. If they are bunched too far to the left the image
will be underexposed and the picture too dark. There is not
one ideal histogram. In fact, the distribution of the pixels,
or the tonal range, can vary significantly from image to
image influenced not only by the exposure settings but also
by the subject matter. The histogram has limited use when
shooting raw as it is based on the camera processed JPEG
file rather than the raw camera data.
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Rongphu Monastery and
Mt Everest, Tibet, China
(Left) DSLR, 24-70mm lens

at70mm, 1/30f8,1SO 100
(+2 stop)

(Middle) DSLR, 24-70mm lens
at70mm, 1/500 f8, 1SO 100
(-2 stop)

(Right) Merged file

EE
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OPTIMISING RAW FILE EXPOSURE
Whether or not the sensor actually re-
cords its potential number of levels of
information depends on setting the opti-
mum exposure. Pictures that are under
exposed record far fewer levels.

The ideal exposure is bright enough
to record the maximum amount of tonal
information without clipping the most im-
portant highlights. Therefore, you'll gen-
erally get better raw files from digital sen-
sors if you slightly overexpose the image.

HIGH DYNAMIC RANGE PHOTOGRAPHY

If you divide a histogram into five equal
parts with each part representing one stop
of exposure latitude, the stop on the far
right receives most of the data. The adja-
cent stop (to the left) receives around half
the amount of data, potentially halving the
number of levels recorded. The same ap-
plies to each further stop decrease. There-
fore, the fifth stop at the shadow end of
the histogram records very few levels. If
you underexpose an image the record-
ing capacity of the sensor is being unde-

There is another way for raw shooters to overcome really difficult situations and produce images with
the greatest tonal range. High dynamic range photography involves exposing the same scene at dif-
ferent exposure settings, typically at the camera’s recommended setting followed by -2, -1 and +1 and
+2 stops. The files are then combined in image-editing software and different tones are selected from
each of the original images to produce a single file displaying detail from the darkest shadows to the
brightest highlights. Mount the camera on a tripod to ensure accurate registration of the original shots;
use the Aperture Priority exposure mode so the depth of field doesn’t vary from shot to shot; and avoid
moving subjects such as people, vehicles and clouds.
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rutilised and you'll miss out on capturing
highlight detail, resulting in overexposed
highlights. These reproduce as featureless
white areas that have a much more det-
rimental impact on composition than the
more natural-looking areas of shadow.
When you open the image in raw-
conversion software you can ex-
tract detail from the shadow areas;
however, it's often impossible to recover
detail from overexposed highlight areas.
This technique is known as ‘expos-
ing to the right’ as it results in the dis-
tribution of pixels in the histogram
being weighted to the right side. In prac-
tice it means overexposing images in
relation to the camera’s recommended
meter reading. Every scene needs to be
treated individually and you'll need to ex-
periment with your gear, but try overex-
posing by one-third to two-thirds of a stop.

EXPOSURE SETTING EXPOSURE

SILHOUETTING SUBJECTS

Place the subject in front of a much bright-
er background and expose for the back-
ground; the subject will be silhouetted.

The most commonly seen silhouettes
are taken against the colourful skies of
sunrise and sunset. Silhouetting an inter-
esting or familiar shape against a bright
and colourful background gives a point
of interest and adds depth to what other-
wise may be a mundane image. However,
you can create silhouettes at any time of
day as long as you can find an angle of
view where the subject to be silhouetted
is surrounded by a bright background and
doesn't disappear into dark areas. Look
for separation between elements; other-
wise, their shape and impact will be lost.
See p162 for advice on shooting directly
into the sun.
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®
You need to
practise ‘exposing
to the right’ as
well as quickly
developing your
post-capture raw
file processing
skills to build your
confidence in the
technique. The im-
ages that appear
on the camera’s
LCD screen, and
when you first see
them on your com-
puter screen, often
look washed out
and awful. This can
come as quite a
shock, especially if
you compare your
shot with someone
else capturing
JPEGS which
display saturated
colours and higher

contrast.

‘Chinese’ fishing nets,
Fort Cochin, India

The cantilevered ‘Chinese’
fishing nets are perfect
subject matter for silhou-
etting against a coloured
sky. Because the sun

was partially obscured
by cloud and the timber
frame, the light meter
wasn't tricked into under-
exposing the scene and
turning the sky black.
DSLR, 24-70mm lens at 28mm,
1/125 14,150 100, tripod



® COMPOSITION

Composition is a creative act that allows you to encapsulate in a single frame the sub-
ject matter that you think is worth photographing in a way that is pleasing to the eye. If
you do it well, it will be pleasing to other people as well. The challenge of composition
is to select and organise the various elements before you into a visually cohesive im-
age. Experience and practice will teach you how to create striking compositions quickly.
Along the way you'll develop your own preferences and style.

There is no one single or correct composition for any given subject or scene and it's
often worth trying several different compositions. Photographers regularly work the
subject, exploring the different possibilities, all the time taking photos.

All compositions are the direct result of a series of decisions that only you can make
regarding point of interest, choice of lens (or the focal length set on a zoom lens), camera
viewpoint, content and orientation. By considering these interrelated variables before you
press the shutter, you can put your own interpretation on the subject.

(Opposite) Masked
dancer performing at Tak

(Below) Lantern stall
at night market, Hoi An,
Vietnam

ns at 40mm,
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POINT OF INTEREST

The first thing to consider is the subject — what is it and why
are you taking a photo of it? Successful images have a point of
interest: the key element around which the composition is based
and which draws and holds the viewer's attention. It's probably
what caught your eye in the first place. Always focus on the point of
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interest. If something else is the sharpest
part of the composition, the viewer's eye
will rest in the wrong place. Aim to place
the point of interest away from the centre
of the frame because centering the subject
often makes for a static composition. Avoid
including other elements that conflict with
the main subject. Look at the space around
and behind your subject and ensure noth-
ing overpowers it in colour, shape or size.

THE RULE OF THIRDS

As you think about where to place the point
of interest, keep in mind the ‘rule of thirds’
that has traditionally been the starting
point for successful composition. As you
look through your viewfinder or study the
LCD screen, imagine two vertical and two
horizontal lines spaced evenly, creating a
grid of nine rectangular boxes. Try placing
the point of interest, or other important el-
ements, on or near the points where the
lines intersect. If you're taking a portrait,
the subject is the person’s face and the
point of interest would be their eyes. In a
landscape the point of interest may be a
boat floating on a lake; place the boat on
one of the intersections and also position
the horizon near one of the horizontal lines.

Agile wallaby joey in pouch, Bamurru Plains, Australia
Having a clear point of interest should be a primary aim
in all your compositions. By following the rule of thirds
and positioning the wallaby’s eyes away from the centre,
the eye is forced to scan the image and is then led back to
the point of interest.

DSLR, 500mm lens, 1/640 f4, 1SO 400

DEPTH OF FIELD

Depth of field refers to the area of a pho-
tograph, in front of and behind the point of
focus, that is considered acceptably sharp.
It's controlled by the aperture and is one of
the most important creative controls avail-
able to you. The smaller the aperture, the
greater the depth of field, and vice versa.
An aperture of f16 gives maximum depth
of field, while 2 gives the minimum. For
general photography use 8 or 11 as your
standard aperture setting. These aper-
tures generally allow you to use a shutter
speed of around 1/125, give enough depth
of field for most shots and even give you
some latitude against inaccurate focusing.

When looking through the viewfinder of
a DSLR you're seeing the scene through
the lens at its widest aperture, or ‘wide
open’. This allows you to focus and com-
pose through a bright viewfinder. The

COMPOSITION DEPTH OF FIELD

lens doesn’t ‘stop down' to the selected
aperture until the shutter is released. As
a result, you'll see your composition with
very little depth of field. If your camera has
a depth-of-field or preview button, you can
see what will be in focus at any chosen ap-
erture by manually stopping down the lens
before shooting. Select an image element
that is out of focus and watch it come into
focus as you move from 4 to 5.6 to f8.
With each stop the viewfinder does get
darker, but by practising this technique its
usefulness becomes very apparent.

It's commonly understood that three
other variables also shape depth of field:
the focal length of the lens, the distance
between the camera and the subject, and
the sensor size. However, their impact is
more to do with magnification factors so
they are actually considered to affect the
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Prayer wheels,

Tawang, India

This sequence clearly
shows the dramatic effect
the aperture has on the
depth of field. Without
changing the lens or point
of focus, the prayer wheels
on the left and right of the
centre wheel can be in or
out of focus, creating quite
adifferentimage.

(Left) DSLR, 24-70mm lens
at70mm, 1/3200 2.8, raw,

1SO 100

(Middle) DSLR, 24-70mm lens
at 70mm, 1/400 f8, 1SO 100

(Right) DSLR, 24-70mm lens
at 70mm, 1/100 f16, ISO 100
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‘apparent’ depth of field in an image. In
practice you'll find that at the same f-stop,
shorter focal length lenses, such as 24mm
or 35mm, will have greater apparent depth
of field than telephoto lenses of 135mm
or 200mm. The further away your subject
is, the greater the apparent depth of field.
Move in close and the depth of field will
appear minimal.

Achieving shallow depth of field with
compact digitals isn't really possible. A
1/1.8 inch sensor and an aperture of 2.8
will produce an image with a depth of
field equivalent to 13 if the same image
was shot on a full-frame sensor.

FOCUS

The sharpest part of the image should be
the point of interest, otherwise the view-
er's eye will rest in the wrong place.

Why are unsharp images so common?

BACK BUTTON AUTO FOCUS

o The lens is not focused accurately, par-
ticularly at wide apertures (f1.4-f4).

o The lens is focused on the wrong part
of the composition.

o Shutter speed is too slow for hand-
holding, resulting in camera shake.

o The photographer jabs the shutter re-
lease, wobbling the camera.

o The subject moves.
The autofocus sensor is usually in the
middle of the viewfinder, which tends to
prompt people to put their subject in the
middle of the frame. As per the rule of
thirds, this isn't a recommended place
for the majority of striking compositions
(see p144). Unfortunately, when the main
subject is not in the centre it's often out
of focus. The focus sensor misses the
subject and focuses on something in
the background. Additionally, the meter
will take a reading from the background
rather than the main subject.

Most compact digital cameras have a

Most DSLRs offer back button focus (BBF) as an alternate focusing technique to the conventional
method of pressing the shutter release button half way down. BBF removes focus activation from the
shutter button to a dedicated focus button on the back of the camera (hence the name). In practice
you place the focus point on your subject, press the BBF button (with your thumb) to lock focus,
release your thumb and take the shot by pressing the shutter release button. Focus will remain
locked until you press the BBF button again. As long as the distance between the camera and subject
doesn’t change this allows you to re-compose (typically to place your subject off-centre) and take
multiple shots without the autofocus system attempting to find focus each time you touch the shutter
release button, or you having to recompose and lock focus between every shot. Check your camera
manual for BBF information. It may seem a little strange and slow at first but practice will fix that. |
rarely focus any other way these days.
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focus-lock facility, which you should be
confident using. The focus-lock facility
allows you to produce more creative and
technically better pictures by locking the
focus on the main subject then recom-
posing without the camera automatically
refocusing (see p136).

DSLRs and advanced compacts offer
more sophisticated options for achiev-
ing the focus you want by allowing
you to select single or multiple focus
points as well as offering a choice of
auto focus modes.

FOCUS POINTS

The standard single focus point set-up
gives you the choice of choosing a point in
the centre, or a point above, below, left or
right of the centre of the focusing screen.
Select the multiple focus points set-up
and you will activate all of them. Advanced
cameras offer an even greater number and
wider coverage over the focusing screen
area. You really do need to experiment
with these options and decide your own
preference, which you'll probably find you
stick with for all subjects. If you leave it to
the camera, the default setting is usually
a single focus point in the centre of the
viewfinder. This is fine as long as you use
the focus-lock technique to add variety to
your compositions (see p136).

FOCUS MODES

DSLRs and advanced compacts allow you
to focus the camera manually or offer two
autofocus modes: One-Shot or AF-Single
and Al-Servo or AF-Continuous, also
known as Predictive or Tracking mode.

COMPOSITION FOCUS

Monk sounding symbols in monastery, Bodhnath, Nepal

No matter what kind of camera you use or whether you use manual or autofocus lenses,
practise focusing fast and/or using the focus-lock facility until it becomes second
nature. You'll get your reward when a great but challenging opportunity like this arises,
where the subject gives you a split second to take the shot, is a small part of the frame,
is partially obscured and is off-centre.

DSLR, 70-200mm lens at 200mm, 1/250 2.8, 1SO 4000
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Pilgrims in Barkhor
Square, Tibet, China
Groups of pilgrims walk
through Barkhor Square
atday and night. | took
up a position near a
stupa covered in prayer
flags, which the groups
always walked close

to. As they approached

| zoomed out to keep
them in frame until their
position, expressions and
my composition came
together. This is a classic
example of when to use
your camera’s autofocus
servo or tracking mode to
achieve accurate focus.
By letting the lens do the
technical work you can
focus on your subjects’
expression and capturing
the best moment.

DSLR, 70-200mm lens at
140mm, 1/320 f3.2,1S0 1000
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MANUAL FOCUS

Photographers generally use autofocus
technology for much of their work, but
there are occasions where switching to
manual focus is useful. Typically, manual
focus will be employed when a sequence
of shots are to be taken of a static subject
that is composed off-centre and would
require refocusing every time the shutter
is released. Having mounted the camera
on a tripod and taken the time to care-
fully compose an image, you don't want
to have to go through the process again
after each frame.

ONE-SHOT

With one-shot mode, you place your fo-
cus point on your subject and depress
the shutter halfway; the mode locks
the autofocus until you either take the
photo or lift your finger. If the subject
moves after you've focussed on it you
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need to release the shutter and repeat
the procedure by depressing the shutter
halfway to refocus. This mode is stan-
dard on compact cameras, which you'll
recognise from the focus-lock tech-
nique (see p136), and is also the recom-
mended mode for general photography
with DSLRs.

PREDICTIVE

As long as you keep your focus point
on the subject, the predictive autofocus
mode (aka servo or continuous) updates
the focus as your subject moves. The
trick is to keep the focus point over the
subject by following it with your lens. If
the focus point moves off the subject the
lens will focus on whatever it finds over
the focus point, typically the background,
or something that has come between you
and your subject. This is the mode to use
for moving subjects.

CHOICE OF LENS

The focal length of your lens determines
the field of view, subject size, perspective
and depth-of-field potential. (See p46 for
more information on the features of dif-
ferent types of lenses).

FIELD OF VIEW

The focal length determines the field of
view and refers to the image area that
the lens provides. On a DSLR with a full-
frame sensor, a standard 50mm lens cov-
ers an angle of 46 degrees, which gives
about the same field of view and sub-
ject size as the human eye. Wide-angle
lenses provide a wider field of view and
smaller subject size. Telephoto lenses
have a narrower field of view and a larger
image size.

COMPOSITION CHOICE OF LENS

Mt Everest, Lhotse and Ama Dablam at sunset, Tengboche, Nepal

This is why we use zoom lenses or carry different focal length lenses. After trekking all
day to camp on top of a big hill, we can take very different photos without walking any
further. These examples show the difference in the field of view between two very useful

focal lengths, 24mm and 200mm.
(Top) DSLR, 24-70mm lens at 24mm, 1/30 f4.5, ISO 400
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Mt Lhotse at sunset,
Tengboche, Nepal
(Bottom) DSLR, 70-200mm
lens at 200mm, 1/10 7.1,1SO
100, tripod



(Bottom) The 200mm lens
shows only a small part of
the scene. The foreshort-
ened perspective brings
the people on the beach
closer together, making it
seem more crowded than
itactually is.

DSLR, 70-200mm lens at
200mm, 1/160 f14,1SO 100
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Bondi Beach, Sydney, Australia

(Top) BondiBeach is packed on New Year’s Day. The
wide perspective of the 24mm lens gives a sense of
place, and the space between the people on the beach
is apparent.

DSLR, 24-70mm lens at 24mm, 1/60 f16, 1SO 100

150

DEPTH-OF-FIELD POTENTIAL

The wider the angle of the lens, the great-
er its apparent depth-of-field potential.
The longer the focal length of the lens, the
more its apparent depth-of-field potential
is reduced. (See p145 for more informa-
tion on depth of field).

PERSPECTIVE

Perspective refers to the relative size and
depth of subjects within a picture. When
the field of view is wide (with wide-angle
lenses), the perspective becomes more
apparent because it's stretched. Close
objects appear much larger than those in
the background. With a narrower field of
view (with longer focal lengths), the per-
spective is foreshortened and becomes
less apparent — far objects look like
they're directly behind closer ones.

VIEWPOINT

The position of the camera is important for
two reasons. Firstly, in conjunction with
your choice of lens, it determines what ele-
ments you can include and how they are
placed in relation to each other. Secondly,
it determines how the subject is lit by its
position in relation to the main light source.

Don't assume that your eye level or the
first place from where you see your sub-
ject is the best viewpoint. A few steps left
or right, going down on one knee or stand-
ing on a step can make a lot of difference.
Varying your viewpoint will also add variety
to your overall collection.

COMPOSITION VIEWPOINT

Siong Lim Temple,
Singapore

These two pictures of
devotees lighting incense
to celebrate Chinese New
Year illustrate clearly how
easy itis to create two
very different images of
the same place, simply

by altering the position of
the camera and the focal
length of the lens.

(Top) DSLR, 24-70mm lens at
24mm, 1/1007.1,150 160

(Bottom) DSLR, 24-70mm lens
at 70mm, 1/100 f4.5,150 160



HOT AIR BALLOONS
OVER CAPPADOCIA,
GOREME, TURKEY

DSLR, 24-70mm lens at 70mm, 1/160 f4.5, 1SO 400

Every morning around 90 hot air balloons take off at
sunrise on the outskirts of Goreme, in Turkey's Cap-
padocia region. There are so many balloons in the
sky that for many they become the primary subject
matter, itis a spectacular sight after all. However,
the Cappadocian landscape is unique, so | quickly

set myself the goal of combining both the balloons
and the land forms we were flying over. I'm fortunate
enough to fly quite regularly and | am in the habit of
looking straight down from the basket, looking for in-
teresting patterns and abstract style compositions.
We were flying much higher than many of the other

balloons so it was just a matter of time until a couple
came into view directly below our basket, adding a
dynamic element to an already intriguing landscape.
Perfect!



Life Guard, Puri, India
What you leave in or out
of your frame is another
simple but power-

ful creative tool at your
disposal. In a crowded
situation such as Puri
Beach just before sunset,
a quick way to cut out
distractions behind your
subject is to lower your
viewpoint and use the sky
as a background. You have
an instant, even-coloured
and clean background.
(Left) DSLR, 24-70mm lens at
48mm, 1/125 3.5, 150 200
(Right) DSLR, 24-70mm lens

at 70mm, 1/125 f3.5, 150 200
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CONTENT SELECTION

Good compositions leave no doubt as to
the subject of the photograph. A good
way to start is to fill the frame with your
subject. This helps to eliminate unnec-
essary or unwanted elements and over-
comes the common mistake of making
the subject too small and insignificant,
which leaves the viewer wondering what
the photo is supposed to be of. Often just
taking a few steps towards your subject
or zooming in slightly will make an enor-
mous difference. What you leave out of
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the frame is just as important as what you
leave in. Do you really want power lines
running across the facade of the most
beautiful building in the city? It's fine if you
do, but not if you didn’t notice them in the
first place. Scan the frame before pressing
the shutter release, looking for distractions
and unnecessary elements. If you have a
depth-of-field button (see p145), use it to
bring the foreground and background into
focus, which will help you spot unwanted
elements.

FRAMING

Framing subjects is a common practice,
but if not executed well it can actually
weaken a composition. This is often the
case when it's just something on one or
two sides of the composition, such as
tree branches, whose only achievement is
to draw the viewer's attention away from
the main content of the shot. The fram-
ing device must have some relevance to
the subject and lead the viewer's eye to
the point of interest. Remember, the ele-
ment being used to frame the composi-
tion is not the subject, so it shouldn't be
so overpowering in colour or shape that it
competes for the viewer's attention with
the actual subject.

COMPOSITION FRAMING
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Duomo rooftop, Milan,
Italy

DSLR, 24-70mm lens at 24mm,
1/1257.1,1S0O 100

These are the perfect
situations to use fram-
ing as a compositional
technique. The framing
device is clearly part of
the main subject and is
complementary in colour,
texture and style, adding
a sense of depth to the
photograph.

Bell Tower at Piazza San
Marco, Venice, Italy

DSLR, 24-70mm lens at 24mm,
30 secs {11,150 100, tripod
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HORIZONS

Keep horizons level. This doesn't just
mean that line far out at sea. It means
all horizontal lines, such as the base of
buildings, window frames, table tops etc,
that should be parallel to the ground; they
should be kept at zero degrees.

ORIENTATION

Consider whether the subject would look
best photographed horizontally or verti-
cally. Camera orientation is an easy and
effective compositional tool and often a
quick way of filling the frame and minimis-
ing wasted space around the subject. It
feels much more natural to hold the cam-
era horizontally, so it's not surprising that
people forget to frame vertically. Start by
framing vertical subjects vertically.
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®
If you're going for a deliberate angled look
make sure it looks deliberate by tilting
the camera’s axis off-centre by at least
30 degrees. Otherwise it can look more like

a mistake.

Palazzo Vecchio and city at dusk, Florence, Italy

Some subjects look best framed vertically, others
horizontally. In this case it works both ways, which is
actually often the case. Photographers routinely look to
create horizontal and vertical compositions of the same
subject to give them and their clients flexibility in how the
images can be used. The vertical is perfect for use on a
cover, the horizontal perfect for a double-page spread.

If you're not sure, and you've got time, take both and you
can consider your preference later.

DSLR, 70-200mm lens at 155mm, 10 secs f7.1,1S0 100, tripod

SCALE

To emphasise the vastness of a land-
scape, the bulk of a landform or the
height of a building, include elements
that are of a familiar size in your
composition to add a sense of scale
that is clearly understood. Place the ele-
ment in the middle distance and use a

®
If you're using people to show scale, ensure
that they're looking into the scene. This will
lead the viewer’s eye to the main subject

rather than to the edges of the composition.

COMPOSITION SCALE

standard to telephoto lens for best ef-
fect. If the subject is too close to the
camera and you use a wide-angle lens,
perspective will be exaggerated. The
subject will appear far bigger than the
background elements, and all sense of
scale will be lost.

(Left) Pyramid of Khafre, Giza, Egypt

The inclusion of camel-riding visitors on the rocky ter-
rain around the pyramid gives a hint at just how tall and
large it is.

DSLR, 24-105mm lens at 65mm, 1/125 f13, 1SO 100

(Right) Svinafellsjokull glacier, Vatnajokull National
Park, Iceland

Hikers traversing the glacier add a sense of scale and
human interest to the landscape.
DSLR, 70-200mm lens at 200mm, 1/200 f8, 1SO 100
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@ LIGHT

The ability of light to transform a subject or scene from the ordinary to the extraordi-
nary is one of the most powerful tools at the photographer’s disposal. To be able to
‘see’ light and to understand how it translates onto the sensor and how it impacts on
your compositions is the final building block in creating striking images.

The majority of travel pictures are taken with the natural light of the sun, but you'll
also use incandescent lighting indoors or at night, and flash light when the available
light is too low.

There's light and there's the 'right light’. The keys to the right light are its colour, qual-
ity and direction. Once you understand these elements you can predict the effect they
may have on a subject. This will help you decide what time of day to visit a place. The
trick to shooting in the right light is to find a viewpoint where you turn the conditions to
your advantage, rather than struggle against them.

(Opposite) Sunrise over Pacific Ocean en route Los Angeles to Melbourne

DSLR, 24-105mm lens at 105mm, 1/125 9, 1SO 100

The impact of light
cannot be em-
phasised enough.
Given all other
things are equal,
itis the lightin
which a photogra-
pher shoots that

sets images apart.

(Left) Worshipper at
Lama Temple, Beijing,
China

lalways scan a crowd
looking for an interest-
ing person to base my
composition around. In
this case, | picked out
the person with the most
incense sticks hoping

for lots of smoke and
therefore maximum effect
when it drifted up and
into the rays of the early
morning sun.

DSLR, 7

200mm, 1/20




Valparaiso, Chile

Just before sunrise,

head out to a viewpoint
overlooking one of Val-
paraiso’s many hills and
stand there for around
three hours to get a crash
course in how the colour,
quality and direction of
the light impacts on the
photos you take. These
four pictures were taken
at 7.30am, 8am, 10am
and 9pm respectively.
The colour variations
captured in these images
are repeated every day
(weather permitting) on
outdoor subjects all over
the world.

(Top left) DSLR, 70-200mm
lens at 110mm, 0.3 sec f10, ISO
100, tripod

(Top right) DSLR, 70-200mm
lens at 110mm, 1/8f14,1SO
100, tripod

(Bottom left) DSLR, 70-
200mm lens at 110mm, 1/200
11,150 100, tripod

(Bottom right) DSLR, 70-
200mm lens at 110, 13 secs
6.3,1S0 100, tripod
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NATURAL LIGHT

The colour, quality and direction of natu-
ral light change throughout the day. As
your eye settles on a potential subject,
note where the light is falling and select
a viewpoint that makes the most of the
natural light to enhance your subject.
There is an optimal time of day to photo-
graph everything, so be prepared to wait
or return at another time if you can't find
a viewpoint that works. However, most
subjects are enhanced by the warm light
created by the low angle of the sun in the
one to two hours after sunrise and before
sunset. At these times shadows are long
and textures and shapes accentuated. If
you're serious about creating good pic-
tures, this is the time to be shooting the
key subjects on your shot list.

COLOUR

The colour of the light changes as the sun
follows its course through the day. On a
clear day when the sun is low in the sky
(just after sunrise or just before sunset),
the colour of the light is warm and sub-
jects can be transformed by a yellow-
orange glow. This light enhances many
subjects and it's worth making an effort
to be at a predetermined place at the be-
ginning and end of the day. As the sun
gets higher in the sky, the colour of day-
light becomes cooler and more ‘natural’,
or neutral. If heavy cloud is blocking the
sun, the light will be even cooler and pho-
tographs can have a bluish cast. This will
also happen on sunny days if your subject
is in shade.

DIRECTION

LIGHT NATURAL LIGHT

As the colour of light changes through the day, so too does its direction. Considering where light strikes your
subject will improve your pictures significantly. Although the direction from which light strikes a subject is con-
stantly changing, there are four main directions to consider: front, side, top and back. If the light is in the wrong
place your options are to move the subject, move yourself, wait or return at the appropriate time of day.

Temples of Karnak, Luxor, Egypt

(Top) Front lighting: this gives clear, colourful pictures. However,
shadows fall directly behind the subject, and can cause some photo-
graphs to look flat and lack depth.

DSLR, 24-105mm lens at 67mm, 1/125 14, 1SO 100

City street, Colombo, Sri Lanka

(Middle) Top lighting: this occurs in the middle of the day and is rarely
flattering, giving most subjects a flat, uninteresting look. However,
skies and seas will often look their bluest.

DSLR, 24-70mm lens at 70mm, 1/200 f9, 1SO 400

El Tatio geyser field, Atacama Desert, Chile

(Bottom) Back lighting: this occurs when the sun is in front of your cam-
era. Silhouettes at sunset are a classic use of back light. Back light has

to be carefully managed or your subjects will lack colour and detail.
DSLR, 24-70mm lens at 30mm, 1/20 f16, 1SO 100, tripod

(Below) Paterson’s Curse, Flinders Ranges, Australia

Side lighting: this brings out textures and emphasises shapes, intro-
ducing a third dimension to photographs.
DSLR, 70-200mm lens at 200mm, 1/160 f9, 15O 100
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LENS FLARE

THE ART OF PHOTOGRAPHY

When shooting directly into the sun, watch for lens flare caused by stray light entering the lens. This

reduces contrast, and records as patches of light on the sensor. With DSLRs, bridge cameras and when

composing with the LCD screen on compacts, you can usually see lens flare (if you're looking for it) in
the viewfinder. It can be highlighted by stopping down the lens with the depth-of-field button. A slight
change in camera angle or viewpoint will usually solve the problem. Lens hoods help prevent flare but
shading the lens with your hand may also be required (don't let your hand enter the field of view), or try
placing the sun directly behind an element in the scene.

Mt Pilatus & Lake

Lucerne, Lucerne, Swit-
zerland

At first light low cloud
was hanging over the lake
and hills, and the quality
of the light was very soft,
offering little contrast and
rendering the scene in
monotone. Within the hour
the sun broke through,
the cloud lifted and the
village, hills and mountain
were clearly defined by
the direct light.

(Right) DSLR, 24-70mm lens
at55mm, 5 secs f16, 1SO 100,
tripod

(Left) DSLR, 24-70mm lens at
70mm, 1/125 f6.3,150 100

QUALITY

The quality of natural light is deter-
mined by the position of the sun and the
weather. Light quality can vary from one
moment to the next. Direct sunlight be-
comes indirect as a cloud blocks its rays.
A small break in heavy cloud just above
the horizon can transform a scene from
ordinary to spectacular in a split second.

Direct sunlight produces a harsh light.
This is especially noticeable in the mid-
dle of the day. Shadows are short and
deep and contrast will be high. Colours
are strong and accurate, but they can
also be washed out by the intense, over-
head sunlight.
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In the two to three hours after sunrise
and before sunset, direct sunlight is not
quite as harsh and colours are still repro-
duced naturally. The lower angle of the
sun gives shadows with some length,
brings out textures and adds interest and
depth to subjects.

At sunrise and sunset the very low angle
of direct sunlight produces long shadows,
and texture and shape become accentu-
ated. Combined with the warm colour this
is an attractive and often dramatic light.

Indirect sunlight produces a softer light.
On overcast but bright days, or when the
sun disappears behind a cloud, shadows
become faint and contrast is reduced,
making it possible to record details in

all parts of the composition. Colours are
saturated and rich, especially in subjects
close to the camera.

Rain, mist and fog produce an even
softer light. Shadows disappear, contrast
is very low and colours are muted. If the
cloud cover is heavy, and light levels are
low, the light will be dull and flat.

SUNRISE & SUNSET

The beautiful light that often accompanies
the beginning and end of daylight hours de-
serves special mention as it's an attractive
subject in its own right and also throws up
a couple of issues to be aware of.

When the sun is below the horizon,
behind cloud, or isn't in the frame, meter
readings are usually accurate. If the sun is
in the frame, override the recommended
meter settings or the image will be under-
exposed (leaving you with a well-exposed
sun in the middle of a dark background).
This effect is exaggerated with telephoto
lenses. To retain colour and detail in the
scene take a meter reading from an area
of sky adjacent to the sun and then recom-
pose. Modern cameras with advanced
metering systems handle these situations
pretty well, but it’s still worth using a cou-
ple of extra frames and overexposing by
half a stop and one stop to be sure.

Bracketing sunrises and sunsets is rec-
ommended, particularly if the sun is in
the frame. If you have a compact camera
avoid including the sun in your composi-
tion, or at least take a couple of shots: one
with and one without the sun.

LIGHT SUNRISE & SUNSET

Sunset at Yellow Waters, Kakadu National Park, Australia

DSLR, 24-70mm lens at 31mm, 1/125 f11,150 100

Shikara on Dal Lake at sunset, Srinagar, India

You don't always get lens flare when the sun is in the
frame; it depends on atmospheric conditions, the angle at
which the sun strikes the lens and the quality of the lens.
DSLR, 70-200mm lens at 120mm, 1/160 f7.1,1SO 100
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STORM,
SYDNEY, AUSTRALIA

DSLR, 16-35mm lens at 24mm, 1/125 f4,1SO 100

A storm cell moves away from Sydney, leaving behind
clear weather and a great sunset. Thisimage could
easily represent the two-seasons-in-a-single-day
experience.

The light, clouds and drama that a storm generates
make for exciting photographs. If you want to include

a great view rather than just the clouds as they pass
overhead, you need to plan ahead. Unless you're a
storm chaser capturing storms is most likely going to

be best achieved in your own area. | have identified
several vantage points around Sydney that | can getto
quickly, which offer clear city or coastal views and wide

open sky, depending on which way storm is coming
from. Dramatic clouds and unusual cells like this can’t
be guaranteed of course, so it takes plenty of time and
commitment to dash out whenever a storm is imminent.
There is a good chance that on many occasions you'll
just get wet and return with no photos at all.




Rainbow over city &
Anzac War Memorial

in Hyde Park, Sydney,
Australia

The upside of a rainstorm
is that when it ends
there’s often a period of
wonderful light as the

sun breaks through the
clouds. When it does, the
chance of rainbows is
high, but the trick is to find
a subject to include with
the rainbow. A rainbow
alone won't always make a
photograph worth looking
at. A polarising filter will
intensify the colours of a
rainbow and is often re-
quired so that the rainbow
can actually be ‘seen’ by
the lens.

DSLR, 24-70mm lens at 27mm,
1/160 f8, 1SO 500, polariser
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FLASH

Flash provides a convenient light source
that will let you take a photo even in the
darkest places without having to change
sensor setting or use a tripod, as long
as the subject is within the power range
of your unit. You'll find yourself in lots of
these low-light situations, particularly af-
ter dark, at cultural and live-music shows,
restaurants, bars and nightclubs.

Most compact cameras and DSLRs
have built-in flash units. Otherwise a
separate flash unit can be mounted on
the camera via the hot-shoe or off the
camera on a flash bracket with a flash
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RAINBOWS

Fleeting and colourful, rainbows add a
surprising element to a photograph, no
matter what the subject. Like colour-
ful skies, a rainbow in your composition
doesn’t automatically make a good photo.
The content should be interesting and the
composition good, and then enhanced by
the inclusion and careful placement of the
rainbow. Use a polarising filter to increase
the contrast between the rainbow, clouds
and sky. It will strengthen the colours of
the rainbow and cut down distracting re-
flections in the landscape. In some cases
rainbows will not record on the sensor
without the aid of a polariser. Rainbows
will really test your ability to work quickly,
as they rarely last more than a few min-
utes. And be prepared to get wet.

lead. However, pictures taken with flash
from built-in or hot-shoe mounted units
are usually unexceptional. The direct,
frontal light is harsh and rarely flattering.
It creates hard shadows on surfaces be-
hind the subject and backgrounds are of-
ten too dark. To improve the look of your
flash photographs get to know the fea-
tures of your particular unit. If you have a
DSLR, much more pleasing pictures can
be made by using bounce and fill-flash
techniques and by combining flash with
the ambient light.

TECHNICAL CONSIDERATIONS

Built-in flashes and compact accessory
units have limited power output. Subjects
generally need to be between 1m and bm
from the camera for the flash to be effec-
tive (check your camera or flash manual for
exact capabilities). Photographing an event
in a big stadium at night with flash is point-
less. If your picture comes out it will be be-
cause there was plenty of available light on
the subject, not because your flash fired.
Your flash will only have enough power
to light up the four or five rows in front of
you. Selecting a higher ISO sensitivity set-
ting will extend the effective range of your
flash or let you work with smaller f-stops
for greater depth of field.

SYNCHRONISATION (SYNC)
SPEED

All cameras have a maximum shutter speed
that can be used to synchronise the firing of
the flash with the time the shutter is open.
You don't need to worry about this if you are
using your camera’s built-in flash or a DSLR
in Program mode with the camera’s dedi-
cated flash unit. However, if you shoot with
a DSLR using manual exposure modes, or
a nondedicated flash unit, you must select
a shutter speed that synchronises with
the firing of the flash. This has traditionally
been a maximum of 1/60. In recent times
sync speeds have increased, but check
your manual. If you select a shutter speed
above the sync speed, part of your sensor
or film will not be exposed to the flash light
and that part of your picture will come out
black. It's OK to select speeds slower than
the designated maximum sync speed.

LIGHT FLASH

SYNCHRONISATION TIMING

On some DSLRs and some advanced

compacts you can switch the timing at
which the flash fires. The default setting,
known as first-curtain sync, triggers the
flash to fire immediately after the shutter
opens at the start of the exposure. The al-
ternative is to select second-curtain sync,
which triggers the flash just before the
shutter closes. Second-curtain sync is
best used in conjunction with slow shut-
ter speeds and the flash-blur technique
(see p177). It allows the camera to re-
cord the subject's movement first so that
the blur follows the subject, producing a
more realist and natural look than having
the blur ahead of the subject.
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Chinese dragon at Veg-
etarian Festival, Phuket,
Thailand

With modern cameras,
amounted hot-shoe or
built-in flash set on
automatic is pretty well
guaranteed to get you

a sharp, well-exposed
photo, as long as you stay
within the output range
of the flash. The subject
will appear bright but the
background fades to black
very quickly.

DSLR, 24-70mm lens at 24mm,
1/302.8,1S0 2500, hot-shoe
mounted flash



When using
bounce flash off

a ceiling or wall,
the surface you
bounce off should
ideally be white;
coloured surfaces
will give your
picture a colour

cast.

Spectators watching
Mardi Gras parade,
Sydney, Australia

Flash light doesn't have to

be a bright, nasty atmo-

sphere killer. By bouncing

the flash off the built-in

reflector, a good section of
the crowd was illuminated
and the warm mood and

light of the evening was
retained.

DSLR, 24-70mm lens at 24mm,

1/602.8,1S0 400, bounced
flash
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RED-EYE

If you use direct, on-camera flash when
photographing people your pictures may
suffer from the dreaded red-eye which
can make even the most innocent-looking
person quite demonic. The flash is in line
with the lens and the light reflects off the
blood vessels of the retina straight back
onto the sensor. To try to minimise this
problem many cameras have a Red-Eye
Reduction feature, which triggers a short
burst of pre-flashes just before the shut-
ter opens. This causes the pupil to close
down. It's a sophisticated way of increas-
ing the light in the room.

Alternatively, red-eye can be minimised
with the following techniques:

o Ask your subject not to look directly
into the lens.

o Increase the light in the room, which
causes the pupil to close down.

o Bounce the flash off a reflective surface.

o Move the flash away from the camera
lens.

OFF-CAMERA FLASH

Off-camera flash gives more pleasing re-
sults because the light is moved to the
side and above the lens so that it's angled
towards the subject. Red-eye is elimi-
nated and shadows fall below the subject
(rather than directly behind). A sync lead
connects the flash to the camera, and al-
though you can hold the flash and shoot
one-handed, mounting the flash on a
flash bracket makes life a lot easier. This
will limit the angle you can use, but you'll
soon be able to anticipate how the flash
will light your subject.

BOUNCE FLASH

Even more pleasing results are possible
if bounce-flash techniques are employed.
You need a flash unit with a tilt head or
the ability to mount the flash off-camera
on a flash bracket. The flash is aimed at
the ceiling, wall or flash reflector, which
bounces the light back at the subject. The
light is indirect and soft and shadows are
minimised. However, walls and ceilings
come in varying heights and colours, and
this can present some problems. If ceil-
ings are too high you won't be able to
bounce the flash. Dark-coloured walls and
ceilings will absorb too much of the light.

To overcome these problems a bounce-
flash kit is worth the small investment. By
using a flash with a tilt head (on or off the
camera), the flash is bounced off a reflec-
tor attached to the tilt head. The reflec-
tors are interchangeable and available
in different colours. A gold reflector will
bounce warm light and a silver reflector
will bounce cooler light.

FILL FLASH

Fill flash is a technique used to add light
to shadow areas containing important
detail that would otherwise be rendered
too dark. The flash provides a secondary
source of light to complement the main
light source (usually the sun). If executed
well, the flash light will be unnoticeable,
but if it overpowers the main light source
the photo will look unnatural.

Fill-flash techniques have long been the
domain of professional photographers.
Now most compact cameras, DSLRs
with built-in flash units, and professional
DSLRs with dedicated flash systems
have a Fill Flash feature. Some activate
automatically; others require you to de-
cide that it is needed. Use the Fill Flash
feature under the following conditions:

o The light on your subject is uneven,
such as when a person’s hat casts a
shadow over their eyes but their nose
and mouth are in full sun.

o Your subject is backlit and you don't
want to record it as a silhouette.

o Your subject is in shade, but the back-
ground is bright.

If you're using a less sophisticated DSLR
and accessory flash, you'll need to over-
ride the flash so that it delivers less light
than it would if it were the main light
source (usually one to 1% stops less). Set
your exposure for the brightest part of
your composition, say 1/60 at f8, but set
the flash on 5.6 or f4.5. Alternatively, you
can change the ISO setting on the flash
unit, from say 100 to 200. Both techniques
trick the flash into thinking that the scene

LIGHT FLASH

needs less light than it actually does. Out-
put is reduced, which prevents it becom-
ing the main light source while still giving
enough light to fill in the dark areas.

FLASH CONTROL WITH
COMPACT CAMERAS

Most advanced compacts have five flash
modes: Auto, Red-Eye Reduction, Fill
Flash, Night Scene and Flash Off. The Auto
mode is always on and fires the flash au-
tomatically in low light and back light situa-
tions. However, you can take control of the
flash so that it only fires when you want it
to. Too often the flash on compact camer-
as fires when it doesn’t need to, overriding
the available light to produce flat, brightly
lit pictures that lack mood and render the
background dark and uninteresting.
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@
Remember: your
subject must
still be within the
effective range
of your particu-
lar flash unit for
the fill-flash
technique to be

successful.

Fire Blessing Ceremony,
Jakar, Bhutan

As people ran through
the blazing structure |
used various techniques
to deal with this difficult
situation. Without flash
the people were being
silhouetted against the
flames. In this frame fill
flash provided enough
light to allow me to see
faces and colour and
detail in the clothing.
DSLR, 24-70mm lens at 24mm,
1/80 f5,150 1000, fill flash
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Most compacts have automatic shut-
ter speeds from 1/500 down to at least
one second. By turning the flash off, you
can access these slower shutter speeds
and take advantage of the available light.
Many cameras will warn you that you risk
blurring the photo if the shutter speed to

be used is slow. With or without the warn-
ing, be conscious of the risk of camera
shake in low light. Experiment in different
conditions to learn how low the light can
be before needing a tripod or some other
support. Further control can be achieved
with the Fill Flash mode.

INCANDESCENT LIGHT

When taking photographs indoors or af-
ter dark we often have to rely on incan-
descent, or artificial, light sources such
as electric light bulbs, floodlights or can-
dles. The concepts of colour, quality and
direction discussed earlier are just as

Nun lighting butter lamps at Rongphu Monastery, Tibet, China

The small room housing a table of butter lamps was deserted the first time | passed,
so | left. Fortunately, | checked back again just at the right time to see one of the
nuns attending to the lamps. With so many candles it was possible to work with the
available light, albeit with a very high ISO. Spot metering on the nun’s face solved
the problem that the extreme contrast between the burning candles, dark room and
bright light from the windows causes light meters.

1/80f2.8,150 4000

DSLR, 24-70mm lens at 24mm,
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relevant to incandescent light — it's just
that the light source is different.

When you find yourself in dimly lit in-
teriors, don't assume you need flash. As
a rule, if you can see it you can photo-
graph it. By using a tripod or other cam-
era support you’'ll be able to shoot in
low-light situations with your preferred
sensor setting. Alternatively, increase
the sensitivity of your camera’s sensor
in order to hand-hold the camera in very
low light but be aware at what setting
noise will become a problem with your
particular sensor (see p17).

There are good reasons for being
prepared to work with the available
light. Most importantly, you'll be able
to take pictures in many places where
the use of flash is impractical (floodlit
buildings, displays behind glass), pro-
hibited (churches, museums, concerts),
intrusive (religious ceremonies) or would
simply draw unwanted attention (shops
and shopping centres).

If your camera’s white-balance control
is on automatic, check that you're happy
with the way it's recording the colours
in the scene. Remember that the white-

LIGHT INCANDESCENT LIGHT
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Band playing at club in
Lang Kwai Fong, Hong
Kong, China

Although the band didn’t
mind me using flash, |
much prefer the varied
effects different light
sources provide and

only use flash as a last
resort. Sometimes it
means waiting for the
performer to move into an
area that is appropriately
litin terms of level and
direction, as the singer
has here.

DRangefinder, 50mm lens,
1/125 £2.8,1S0 640

Peddlar’s Walk at Clarke
Quay, Singapore

By day this is a short,
unassuming walkway, but
at night it transforms into
incandescent-light heav-
en. Featuring a quickly
changing sequence of the
most garish neon colours,
it's guaranteed to keep
your attention way longer
than first expected (or is
that just me?).

DSLR, 24-70mm lens at 70mm,
1/6 9,150 100
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Yarra River and Arts Precinct, Melbourne, Australia

Without doubt, the mix of natural and incandescent lights
produces the most attractive urban images. The greater
the number and variety of light sources, the more magi-
cal the effect.

DSLR, 24-70mm lens at 70mm, 30 secs f11, 1SO 100, tripod
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balance function adjusts the colours to
ensure that white is recorded as white un-
der all lighting conditions. For more accu-
racy select one of the presets that typically
include tungsten and fluorescent-lighting
settings. If you're shooting raw files, you
can also fine-tune the white balance in
your image-conversion software before
processing.

MIXED LIGHT

At the beginning and end of each day,
the urban environment provides the
opportunity to mix daylight with incan-
descent light. Streetlights come on;
light switches are flicked on in homes,
offices and shops; monuments and stat-
ues are brought to life with floodlights;
and the headlights and rear lights of city
traffic are turned on. In the half-hour or
so before sunrise and after sunset, cit-
ies and buildings take on a completely
different look and feel, and the images
you capture will add an extra dimen-
sion to your collection. The best time to
photograph is around 10 to 20 minutes
before sunrise or after sunset, when
incandescent lighting is the dominant
light source, but there's still some light
and colour in the sky.

LIGHT MIXED LIGHT

®
If you're shooting JPEGs in mixed light, set the camera’s white balance to daylight to ensure the

warm colours are captured, as the auto setting will tend to neutralise the colours.
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The Alhambra, Granada,
Spain

DSLR, 24-70mm lens at 50mm,
10 secs f14, 1SO 400, tripod

Shrines at base of
Shwedagon Pagoda,
Yangon, Myanmar

A spectacular complex
atany time, Shwedagon
Pagoda and the shrines
that surround it, take on a
completely different look
once the floodlights are
switched on.

DSLR, 24-70mm lens at 34mm,
5 secs 13,150 100, tripod
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Dancers in Yasur, speeding tuk tuks in Bangkok, surfers in Waikiki, wildlife, fireworks,
moving cars, hot-air balloons, waterfalls... There are lots of subjects that just won't
keep still. In fact the majority of subjects are moving, to different degrees. Generally,
we aim to freeze movement in our shots to achieve clear, sharp images. You do have
an alternative though, that when used with the right subjects allows you to suggest
movement, speed and action through controlled blur of all or part of the image.

FREEZING
THE ACTION

Where the activity is fast and furious, ~ Withallmovingsubjects, you'll be more
shutter speeds faster than 1/500 will successful if you adopt a ‘shoot first, think
freeze the action and capture the moment
with great detail. Fast shutter speeds will
result in wider apertures and less depth
of field, but get the balance that suits you
and the subject best by increasing the
ISO sensitivity of your sensor.

When the subject is coming straight to-
wards you, you don't need quite as fast a
shutter speed; 1/160 will often do the job
but it's always more reliable to shoot at a
minimum of 1/250. What you do need to
do is select the Predictive or Tracking au-
tofocus mode (see p148). If your camera
doesn’t have that feature, prefocus on a
spot on the ground (or the waves) and re-
lease the shutter when your subject gets
there.

later’ policy.

(Right) Surfboat Carnival, Sydney, Australia

DSLR, 200-400mm extender 1.4x lens at 376mm, 1/800 10,
1SO 400

(Opposite) Surfer at Bondi Beach, Sydney, Australia
DSLR, 70-200mm lens at 168mm, 1/500 f4, 1SO 100




Cyclo, Hanoi, Vietnam
When it's raining heavily
and the lightis lowit's a
good time to practise your
panning skills, and the
cyclo-filled streets of
Hanoi offer lots of op-
portunities. The results of
panning are unpredict-
able, so allow plenty of
time for experimentation.
35mm SLR, 100mm lens, 1/15
5.6, Ektachrome E100SW
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PANNING & BLUR

Panning and blurring are techniques that
allow you to suggest movement in a still
photograph. Rather than freezing the sub-
ject for maximum detail, part of the im-
age is blurred: either the background or
the subject; sometimes both.

SHOOTING FROM MOVING VEHICLES

There will be times when you, the photographer, are the

one moving because you're in a speeding plane, train, car,

bus or boat. Success rates under these circumstances are

going to be low, but if you must shoot:

o Set the fastest shutter speed possible (aim for 1/1000).

o Select a standard to short telephoto lens or zoom set-
ting around 50mm-100mm to frame out the foreground.

o Switch to manual focus and set the focus on infinity.

o Turn off the flash if you're shooting through a closed

window.

o Look ahead for a potentially clear viewing spot.

o Don't hesitate.
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PANNING

Panning is generally used to keep a moving
subject sharp while blurring the back-
ground, giving the impression of move-
ment and speed. The speed the subject is
moving at will determine the shutter speed.
Start with 1/30 and 1/15. Train your camera
on your subject and follow it as it moves.
As it draws level with you press the shutter
release and keep following the subject. The
shutter must be fired while the camera is
moving. Don't expect a high success rate
but, with the right subject, panning can pro-
duce very effective pictures.

BLUR

Movement, action and activity can also
be suggested by using a shutter speed
that is slow enough to blur a moving ele-
ment in your photograph, but still retain
sharpness elsewhere. It can be as subtle
or as obvious as you like. The key is not
to shake the camera or record movement
in the wrong part of the image. When a
potter is at work a slow shutter speed will
blur the spinning wheel with great effect,
but if the potter also moves the image
won't work. Likewise, the tumbling water
of a waterfall can be made to look silky
smooth, but the effect will be lost if the
surrounding rocks and vegetation aren’t
sharp.

For pictures that don'tinclude people the
best effects are achieved with the camera
on a tripod. You can then take a series of
pictures at different shutter speeds until

you get the desired result. If you're pho-
tographing people the choice of shutter
speeds narrows because you'll probably
be hand-holding the camera and need to
avoid both camera shake and movement
in the wrong part of the image, typically
the person’s head. The simplest technique
is to use a wide-angle lens as this lets you
hand-hold the camera at slower shutter
speeds such as 1/30 (see p132). Watch
your subject’s eyes and release the shut-
ter when they appear motionless.

FLASH BLUR

If your subject is within the output range
of your flash unit, you can express move-
ment and mood in your photos and get
some interesting and quite surprising re-
sults by using the flash-blur technique.
Select a slow shutter speed as if expos-
ing for ambient light and use second-
curtain sync if your camera allows (see
p167). Any movement by your subject
or camera is captured through the blur
caused by the slow shutter speed, but
the action is stopped and the subject ren-
dered sharp at the moment the flash is
fired. The flash can be aimed directly at
the subject or bounced using a reflector
or off the ceiling (see p168). You can use
this technique in daylight or indoors with
incandescent light.

Compact cameras give you access to
flash blur via the night-scene mode, a fun
and creative tool to play around with. The
level of available light determines how
long the shutter stays open, soit’s hard to
predict how much blur will be captured.
It's worth a few frames just to see.

MOVING SUBJECTS PANNING & BLUR

Barkhor Square, Tibet, China

In the heart Lhasa’s old town, the Barkhor is a focal point of activity day and night as
pilgrims circumnabulate the sacred Jokhang Temple, jostling with shoppers and tour-
ists. To portray this sense of constant activity | used a long shutter speed to blur the
movement of the pedestrian traffic against the backdrop of buildings lining the square.

DSLR, 70-200mm lens at 110mm, 2 secs f10, 1SO 400, tripod

Fire Blessing Ceremony at Jampey Lhakhang festival, Jakar, Bhutan

The flash-blur technique has produced an image with subtle movement, and it reflects
nicely the warm light and ambience of the monastery courtyard. Until you've practised
alot, these kinds of shots have a high failure rate, so practise whenever you get the
chance.

DSLR, 24-70mm lens at 50mm, 1/15 f4, 1SO 1250, flash
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Tasman River Delta, Lake
Pukaki, New Zealand
River deltas make a fas-
cinating subject for aerial
photography. Excluding
the horizon from the
composition enhances
the abstract nature of
the landscape when seen
from the air.

DSLR, 24-70mm lens at 70mm,
1/500 5, 1SO 400
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FROM THE AIR

The main exception where you may de-
liberately choose to photograph your sub-
jects from a moving platform is when you
take to the air. The world certainly looks
different from up there and can inspire
even the most reluctant camera user to
fill what seemed like an endless memo-
ry card. Opportunities for great pictures
from commercial aircraft are limited,
but many places offer joy flights in light
planes, helicopters and hot-air balloons.

The most economical way up is to book
a place on a sightseeing flight. This is a
suitable option if you're happy with the
proposed flight path and don’t expect to
get great shots of everything you fly over.
However, if you want to capture particu-
lar angles or shoot at a specific height or
time of day, you'll have to charter a plane
or helicopter. The advantages are worth
the expense, as you'll be able to remove
the door for an unhindered view, work
with the pilot to determine the flight path
and altitude, and hover or repeat passes
until you're satisfied. You'll need a mini-
mum of 15 minutes or up to an hour de-
pending on the distance between the air-
port or helipad and the destination.

COMMERICAL FLIGHTS

Good pictures are difficult to get from
commercial planes. Often the plastic win-
dows are marked or dirty and the curve
in them causes the image to go out of
focus. If you're behind the wing, vapour
from the engines may interfere with the
view. To increase the possibility of good

MOVING SUBJECTS FROM THE AIR

aerials from a commercial aircraft:

o Find a seat forward of the wing and on
the opposite side to the sun.

o Wipe marks and fingerprints off the
window.

o Place the lens close to the centre of the
window to minimise reflections from the
cabin and blurring from the curved perspex;
don't rest the lens against the window.

o Don't use a polarising filter (it doesn’t
work with perspex).

o Use standard focal lengths (35mm-
70mm).

o Keep shutter speeds high to minimise
camera shake and vibration.

o Look for photo opportunities just after
take-off and during the descent.

Great Himalaya Range, Ladakh, India

Photographing snow-capped mountain ranges seems to be the one subject that returns
the most consistently positive results forimages taken from a commercial jet. Make

sure you've got your camera with you for take-off and landing, because often the best
opportunities come in those few minutes during ascent and descent.

DSLR, 24-70mm lens at 65mm, 1/250 f11, 150 200
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INSPIRATIONAL BOOK:
THE EARTH FROM THE
AIR, YANN ARTHUS-
BERTRAND

As with all landscapes,
aerials benefit from
shooting early or late in
the day. The low angle of
the sun casts shadows
that emphasise the tex-
ture and form of the land.
The lower light levels can
mean having to use slower
than preferred shutter
speeds of higher ISOs, but
light-plane and hot-air
balloon flights are often
smoother early, before the
wind picks up.

(Top) Mary River Flood-
plain, Australia

DSLR, 24-70mm lens at 70mm,
1/500 9, 1SO 400

(Bottom) Farm land,
Cairns, Australia

DSLR, 24-70mm lens at 50mm,
1/250f10,1SO 100
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LIGHT PLANES & HELICOPTERS

Flying at low altitudes over natural attrac-
tions is a wonderful experience. To cap-
ture it is a challenge, but a little planning
will help. Helicopters provide clear views,
but make sure you request a window seat.
High-winged planes offer a clearer view
than low-winged planes. Talk to the pilot
about the best place to sit to take photos
and ask if a window can be opened. If
you're with family or friends and are tak-
ing every seat, you could inquire about
having the door of the plane or helicopter
removed. It's not as radical as it sounds.
Most companies work with photogra-
phers and will treat this as a standard re-
quest. When photographing from planes
and helicopters:
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o Set the shutter speed at 1/1000, or as
high as possible.

o Don't rest any part of your body against
the aircraft, as vibrations will cause
camera shake.

o Keep the camera within the cabin; don't
let it protrude through the window or
open door as it's impossible to keep it
still.

o Keep horizons straight; this requires
constant adjustment.

o Use a polarising filter when over water.

o Wear camera straps around your neck

if the door is off (and keep your seat-
belt on!).

o Start the flight with a enough space on the
memory card to take at least 200 photos.

MOVING SUBJECTS FROM THE AIR

o Have spare memory cards handy.

o Most importantly, don't hesitate -
shoot quickly and often.

HOT-AIR BALLOONS

Balloons are an ideal camera platform.
They're steady and provide an unhindered
view down to earth (if you lean out a bit)
and out to the horizon. Hot-air balloons
can't be manipulated with the speed of
a helicopter or plane but they provide a
much more peaceful and relaxed environ-
ment for taking pictures. Shutter speeds
of 1/160 and 1/250 are sufficient and once
at cruising height there's time to consider
compositions, change lenses...and enjoy
the view.
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Amber Fort, Amber, India
The size, scale and
geographic location of the
magnificent Amber Fort,
near Jaipur, is put clearly
into perspective when
viewed from the basket of
a hot-air balloon.

DSLR, 24-70mm lens at 34mm,
1/100f5, 1SO 400



GOKYO VALLEY,
SAGARMATHA NATIONAL PARK,
NEPAL

500 f5,1S0 200

35mm lens at 24mm, 1

The producer of Tales By Light, the TV series, asked
me what it was | wanted to shoot in Nepal? “Easy,” |
said, “the Himalaya from the air.” Having trekked the
trails over the last 30 years it was a long standing am-
bition. We travelled to the Everest region and did two
flights from our base at Tengboche, along the Khumbu
Valley, around Ama Dablam, over Cho La and back
down the Gokyo Valley directly over the Ngozumpu
Glacier. Five or six days’ worth of trekking in an hour!

We had landed at Tengboche the previous day in-
tending to do a late afternoon flight. However, a park
ranger, disguised as a monk, appeared demanding to
see our film permit, which we didn’t have so the af-
ternoon shoot was cancelled. This is, of course, the
risk you take if you decide to just turn up and hope
for the best. Thankfully contacts in Namche Bazaar
managed to get a film permit overnight; $1000, plus
$200 for the ranger (still disguised as a monk) to su-

pervise and assist — even though we never saw him
again. The next morning we were ready at first light.
Our very expensive, privately chartered chopper
turned up on time, but before we could fly we had to
unload the sacks of potatoes and rice that the pilot
had loaded onto the back seat. Flying around the
Himalaya is an adventure on many levels, and at
21,000ft, doors off, is right up there as an exhilarat-
ing photography experience.
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Some compacts
have a Fireworks
mode; use it when
your composi-
tion includes the

fireworks only.
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LIGHT TRAILS

Tracing the patterns left by streaks of
moving light add movement and colour to
photographs that is only fleetingly visible
to the naked eye. Combined with other in-
candescent lights and colour in the sky at
dawn or dusk, light trails add a powerful
and dynamic element and can make for
quite dramatic images. Favourite subjects
include fireworks, the lights of moving
cars and, if you're lucky enough, close en-
counters with exploding volcanoes.

You'll need to mount your camera on
a tripod, use a cable release and turn off
the flash. There's no need to increase
your sensor's ISO rating so you can use
your preferred settings and capture maxi-
mum detail and sharpness.

Traffic at Woolloomooloo, Sydney, Australia

The 25-second exposure has allowed plenty of vehicles to pass on both the lower and
upper levels, almost completely filling in the grey road area with attractive light trails
and the f14 aperture has transformed the street lights into star bursts. A normally dull
stretch of road now reflects the vibrancy of a modern urban environment.

DSLR, 24-70mm lens at 24mm, 25 secs f14, 1SO 100, tripod
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CARLIGHTS

Including the trails of car lights in
streetscapes or city views adds a visual
element to photographs that we can't
actually see as the traffic passes by. Use
the technique described for fireworks
(below), but set the aperture to f11 for
lots of depth of field and expose the sen-
sor for 10, 20 and 30 seconds. There are
no guarantees because the intensity of
the lights and length of the trails will vary
from frame to frame depending on how
many vehicles come into range and the
speed they are going, so fire away.

FIREWORKS

Avoid setting up in a brightly lit place
where extraneous light can enter the
lens and overexpose the image. You
also need to make sure you've got some
space so that your tripod isn't acciden-
tally knocked by other spectators. The
brightness levels will vary with different
fireworks and different combinations
of fireworks. You'll rarely have time to
study the LCD screen and analyse the
histogram, so vary the length of your ex-
posures to increase success rates.

The simplest shots are those that fill
the frame with the trails of light; the trick
is to make sure you've got your lens fo-
cused on the right part of the sky. It may
take a few bursts to figure out exactly
where that is. A wider focal length set-
ting will cover more area of sky and pick
up more bursts. Much more interesting
and colourful pictures can be made if
several bursts of light are recorded on
the one frame. If there are lengthy delays

between bursts use the B setting, which
leaves the shutter open for as long as
you wish.

In urban environments look for a po-
sition that allows you to include illumi-
nated buildings or city skylines to add
additional interest and a context for the
pictures. Trial and error is called for, but
if you're using a DSLR or compact with
manual-exposure options, the following
procedure should result in successful
pictures:

o Mount the camera on a tripod.
o Set the ISO to 400.

o Set the shutter speed to 2 or 5 sec-

MOVING SUBJECTS LIGHT TRAILS

onds or the B setting.
o Set the aperture to f11.
o Switch autofocus to manual.
o Set the focus on infinity.
o Turn off the built-in flash.

o Frame a part of the sky where you an-
ticipate the fireworks to burst.

o Release the shutter with a cable release
and allow several sets of fireworks to
trace their paths on the sensor.

Note that the same technique can be
used for photographing lightning.
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New Years Eve fireworks,
Sydney, Australia

The Sydney sky lights up
with fireworks at midnight
on New Year's Eve. You
can concentrate on filling
the frame with light trails
but fireworks make even
more spectacular photo-
graphs when incorporated
into a cityscape or in this
case explode above two
of the city’s most iconic
landmarks.

DSLR, 70-200mm lens at
109mm, 2.5 secs f9, 1ISO 400,
tripod



School parade, Galle,
SriLanka

Camera Phone, 8 MP,
4mm lens, 1/440 2.2,
JPEG, 1SO 32

@ CAMERA PHONE IMAGES |

Taking photos with a smartphone’s cam-
era is no different from using any other
type of camera. Apply the same basic pho-
tography skills as you do when you're us-
ing a compact or DSLR. Poor technique by
the camera-phone owner plays a big part
in the success or otherwise of the out-
come. As with all cameras, the aim is to
get the most out of the equipment you've
got by working within its limits. The follow-
ing suggestions will help you get the best
out of your smartphone camera:

o If you have the choice set the smart-
phone's camera resolution to the high-
est setting. Images will take longer to
save and send but they will be the best
quality your device can deliver. Shoot
raw, if it's offered, if you have the inter-
est, time and ability to process the files
using image editing software.

o When composing your shot make sure
the lens has focused on the subject. If
not recompose until focus is correct.
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Alternatively, touch your desired focus
point on the screen and the lens will
focus there.

Avoid using digital zoom. Move closer
rather than zoom if your smartphone
does not have the optical zoom feature.
When you pinch the screen to zoom on
a camera with digital zoom you are ef-
fectively cropping the image, reducing
the resolution and often degrading the
image file quite dramatically.

Smartphones have two cameras; one
on the front and one on the back. The
back camera is the better one with sig-
nificantly higher resolution. The main
consequence of this is that selfies are
not as clear and sharp as they could be.

Dive into the camera settings and see
if you have any manual camera con-
trols. Some of the higher end cameras
allow you to adjust white balance, I1SO

CAMERA PHONE IMAGES BASICS
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Street art, Mel-
bourne, Australia
With a well exposed
and sharp image
file an 8 MP camera
phone is capable of
producing quality
21cm x 28cm (8in

x 11in) prints, or
looking good as a
full page in a book.
Camera Phone, 8 MP,
4mm lens, 1/30 2.2,
JPEG, 150 32
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and shutter speed which can be used
to good effect to improve pictures in
many situations such as action and low
light photography.

o If your smartphone camera doesn't
offer manual controls, or as many as
you'd like, download a third party cam-
era app that builds on the basic func-
tionality of the smartphone camera to
improve performance with manual con-
trols and creative functions. ProCamera
and VSCO Cam are two popular apps.

o Shoot in the brightest possible light
and avoid low light. When indoors,
turn lights on and have subjects face
the light (adjust white balance to suit
if phone allows). In very low light use
the flash, indoors and outdoors, but
remember its range will be around Tm
and remember also that direct flash is
rarely flattering to your subject. If your
subject is backlit and you want to avoid
capturing a silhouette, turn on the flash.

o Fill the frame with your subject, by
moving closer or using an optical zoom.

CAMERA PHONE APPLICATIONS

You'll also avoid having to crop into the
frame afterwards, which will lower the
image quality. Experiment to find the
minimum focusing distance. Watch for
distortion that can occur when you get
too close.

o Hold the phone steady. The shutter
release button isn't always in the best
place for achieving a steady hand. Con-
centrate on holding it steady, especially
in low-light situations as the camera
will select a slower shutter speed to
compensate for the low light level and
blur is likely. If your phone has image
stabilisation leave it turned on.

o Shoot both verticals and horizontals.

o Experiment with the camera and get to
know its features, strengths and weak-
nesses before you find yourself in an
important picture-taking situation.

o Consider the basic rules of composi-
tion, especially the rule of thirds (see
p144) and orientation (see p156).

o Keep the lens clean. This is almost im-
possible if it can't be protected with

The creative possibilities of capturing imagery with camera phones are being fuelled by
the hundreds of photographic apps available for smartphones. Apps build on the basic
functionality of the built-in camera to increase performance and add capture, enhance-
ment and sharing capabilities. Camera replacement apps often mimic various classic
cameras, lenses and film types. You can turn your camera phone into a plastic Holga (or
Helga) camera with its square format, high contrast and heavy vignetting; pay tribute to
Ansel Adams, the master of classic black and white landscape photography, by applying
an Ansel-style filter to your image or produce a photograph that looks like it was taken

with a Polaroid instant camera in the 1970s.

You can also improve your images with editing apps such as Photoshop Express for
iPhone and Android smartphones. Apps like this one allow you to crop, rotate, colour
correct, add titles, borders and numerous special effects.
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a lens cover so get into the habit of
wiping away finger marks before you
shoot.

Keep the phone cool. As the sensor
heats up, the noise increases, making
for inferior quality image files.

After you've taken your shot use the
image editing software within the
smartphone camera application, usu-
ally called Edit, to improve your images
with basic tools to crop and correct co-
lour and brightness. More sophisticat-
ed editing apps are available from third
party suppliers (see p188).

If in camera photo editing doesn’t suit
transfer the images to a computer and
edit them using image-editing software
in exactly the same way as your camera
photos. You'll be amazed at how good
some of the pictures can look.

Remember also that phones have limited
storage capacity which you need to man-
age to avoid running out of storage space
at the crucial moment. If you have limited
capacity but expandable memory buy a

CAMERA PHONE IMAGES BASICS

high capacity flash memory card and set
up an easy workflow so that transferring
pictures from your smartphone's internal
storage is easy and doesn't force you to
delete images to take new ones or switch
to a lower resolution to save space.

-0.72EV
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Mt Fitz Roy, Los Glaciares
National Park, Argentina

Camera Phone, 8 MP, 4mm
lens, 1/1100 f2.2, JPEG, ISO 32

Adobe Lightroom Mobile
image editing app dis-
played on smartphone
LCD screen.
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@MAKING MOVIES

With Video mode a standard feature on most digital compact cameras, DSLRs and smartphones, travel-
lers can now delve into the world of movie making with gear that is already in their bag. Consequently,
people who never would have considered travelling with a video camera are experimenting and enjoying
the opportunity to capture moving images of their travels.

Video has always been a popular way to capture the travel experience but, as people record what is
in front of them with mind numbingly long 360-degree pans or with intermittent tilts as unexpectedly tall
people come into view or their attention is grabbed by a few random birds flying overhead, accompanied
by a monotone commentary describing what is being filmed, one can't help but feel sorry for the people
who will be made to watch. As photographers we can do better than that. If only you are going to watch
your video, do what you like. If you expect other people to watch, then some basic shooting and editing
techniques will give you a better chance of keeping your friends. What follows is an introductory guide
for people who are ready to have a go at making movies for the first time and who want to make the
most of the possibilities offered by the Video mode on their digital camera and smartphone.

o

Secam (Sequential Couleur Avec Mem-
oire): France, Russia, Eastern Europe,
Central Asia and some parts of the
Middle East.

Cameras will give you the choice of se-
lecting PAL or NTSC in the Video System
menu although they usually default to the
standard of the region where the camera
is purchased. Smartphones don't offer
any choice and use the NTSC standard.

TECHNICAL STUFF

Before looking at the gear and how to
shoot videos there is some video lan-
guage and technical stuff worth under-
standing, particular as it relates to equip-
ment choice and set up.

BROADCAST TELEVISION AND VIDEO
STANDARDS

There are three broadcast television and vid-
eo standards based on geographic location:

VIDEO RESOLUTION

Cameras and smartphones record video
in either standard, high definition (HD) or
ultra-high definition (UHD). The format is
defined by the vertical resolution or num-
ber of horizontal lines of pixels displayed
on a TV screen or captured by a recording
device. Standard definition is the format
used for analogue TV and video. Picture

o NTSC (National Television Standards
Committee): USA, Canada, Mexico, Ja-
pan, Taiwan, Korea and the Philippines.

o PAL (Phase Alternating Line): Western
Europe, Australia, Southeast Asia, In-
dia, China, Africa, the Middle East and
South America.
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resolution with an NTSC signal is 480
lines with 4:3 aspect ratio, which produc-
es images with a resolution of 640 x 480.
A PAL signal is 576 lines with a 4:3 as-
pect ratio (768 x 576). Standard-definition
video has enough resolution to be used in
broadcast video programs.

High definition offers approximately
twice the vertical and horizontal picture
resolution of standard-definition TV and
video. There are three high-definition
standard resolution formats for high-defi-
nition recording and display devices: 720p,
which produces images that have 1280
x 720 of overall resolution and is known
as high definition; and 1080i and 1080p,
which create images with 1920 x 1080
of overall resolution and are known as full
high definition (FHD). All three high-def
formats have an aspect ratio of 16:9. The
‘i"and ‘p’ after the number stand for Inter-
laced and Progressive scan respectively.

Ultra High Definition (UHD), commonly
known as 4K, has a resolution of 3840 x
2160) with an aspect ratio of 16:9. The
resolution captured by UHD devices is
four times that of FHD. Consequently, 4K
records images with the greatest clarity
and widest colour range.

PROGRESSIVE AND
SCAN

A television or recorded video image is
made up of single horizontal lines dis-
played in rapid succession. Standard-
definition television and video images are
created by interlaced scanning. A single
frame of video is split into two fields,
one containing the odd-numbered lines,
the other containing the even-numbered

INTERLACED
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lines. These two fields are then displayed
in alternate passes to create a complete
image. A progressive scan displays the
lines sequentially, reproducing an entire
frame in a single pass, resulting in less
screen flicker, better contrast and an
improved picture, especially when dis-
playing fast-moving action or sport. LCD
computer monitors and the 720p, 1080p
and 4K TV and video formats all display
progressive scans.

CODECS AND CONTAINERS

To get data-rich video and audio signals
into manageable files, you must com-
press them using a codec. A codec is a
program or component that can encode
and/or decode or compress and/or de-
compress video and audio data for trans-
fer between devices via cables and inter-
net connections.

The most common codec used in cam-
eras and smartphones is the H.264 AVC
(Advanced Video Coding) also known as
MPEG-4 AVC. When the video is ren-
dered by the processors in the device,
in order to display the video, it creates
a container or wrapper file that includes
the compressed video and audio. Two of
the most used containers are AVCHD and
MOV (Apple’s QuickTime container).

Professional DSLRs aimed more spe-
cifically at videographers use the Motion
JPEG (MJPG) codec. This ensures that
each frame in the video sequence is of
the same quality not only producing out-
standing video files but allowing individu-
al frames to be exported as still images.

Fortunately, you don’t have to under-
stand this fully as the codec and container
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®
If you intend
shooting a lot of
video make sure
you've got at least
one fully charged,
spare battery in
your bag. Record-
ing video drains

batteries quickly.




‘HOW TO’ BOOK:
LONELY PLANET’S BEST
EVER VIDEO TIPS
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used is determined by the gear manufac-
turers and can be converted from one for-
mat to another in video editing software.

FRAMES PER SECOND

In the video settings of your camera or
phone and linked to the resolution setting,
you will have the choice of the number of
frames per second (fps) at which you cap-
ture your video footage. On cameras with
advanced video capability you can choose
24, 25, 50 or 60 fps while high end smart-
phones typically offer 30 or 60 fps.

Motion video is perceived by the hu-
man eye when images are shown at 16
fps or higher but 24 fps replicates the way
we actually see things, and is regarded
as the best frame rate for capturing the
classic or true cinematic look. The cinema
standard in the USA is 24 fps and in Eu-
rope it's 25 fps. In the PAL video standard
for broadcast television motion is per-
ceived at 25 fps whereas it's 30 fps with
the NTSC standard.

Another advantage, apart from the cine-
matic look, of the slower 24 or 25 fps rates
is that fewer frames are recorded so file
sizes are smaller and rendered more quick-
ly by the on-board processors and when
working with footage in editing software.

ASPECT RATIOS

Aspect ratio refers to the shape of a
screen and the relationship of width and
height. When an image is displayed on
different screens, the aspect ratio must
be kept the same to avoid either vertical
or horizontal stretching. You'll probably be
familiar with several common screen as-
pect ratios:
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o 4:3: The picture aspect ratio of tradi-
tional TV screens and computer moni-
tors

o 16:9: The picture aspect ratio used for
plasma and LCD TVs and LCD com-
puter monitors. Commonly known
as widescreen, this format approxi-
mates that of full-frame digital-camera
sensors as well as cinematic movie
screens.

Cameras and smartphones record with a
16:9 aspect ratio.

EQUIPMENT

As already noted, most travellers already
have a high definition video camera, or
most likely two, in their bag already.

CAMERAS AND LENSES

Most compact, mirrorless and DSLR
cameras offer HD 1080p video record-
ing capability (as well as lower definition
options). A limited number of high end
models also offer video capture in 4K
resolution. For sheer quality and versatil-
ity, as with still image capture, you can't
surpass a DSLR system with lenses to
suit every possible situation. If you want
to keep things simple a single 24-105mm
zoom lens will do the job for the majority
of subjects you'll come across. If you're
intent on capturing wildlife a longer lens
is needed, a 100-400mm zoom would
be perfect. If you're going to be shoot-
ing a lot of video indoors then ultra-wide
zooms such as 11-24mm or 16-35mm will
definitely make life easier.

If adventure, action and getting yourself
in front of the camera is your thing a Go-
Pro is the way to go. The range includes
cameras that shoot in HD 1080p and 4K
and are a great addition to a DSLR kit for
capturing unusual perspectives and shots
from difficult to get to viewpoints.

CAMERA ACCESSORIES

If you've got a DSLR camera and lenses
the only other accessories you need to
shoot quality video is an external micro-
phone, neutral density filter and a tripod.

EXTERNAL MICROPHONES

Your camera’s built-in microphone will
work reasonably well in a controlled en-
vironment, and if you're within a metre
of your subject, but if there are people
around or you're shooting outdoors they
tend to pick up a lot of unwanted sound,
including handling noise, wind noise and
out-of-shot chatter. A directional micro-
phone, mounted on the camera in the ac-
cessory shoe and covered with a wind-
shield, will produce a clearer sound from
subjects directly in front of the camera
and eliminate some, but not all, extra-
neous noise. Putting on a pair of head-
phones will not only make you look like
you know what you're doing, you'll be
able to clearly hear what the microphone
is recording and position it accordingly
for the best possible sound. The Rode
VideoMic Go is compatible with many
DSLRs and attaches to the camera via
the flash hot-shoe. It doesn’t require bat-
teries as it's powered by the camera’s
external microphone input.
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NEUTRAL DENSITY FILTERS

You may not carry a Neutral Density (ND)
filter for your still photography but it's an
essential item for video capture. You'll
need it to control shutter speed and depth
of field in bright situations without chang-
ing the look of the video. A variable ND fil-
ter keeps things simple and lets you work
more quickly than several fixed ND filters.

TRIPODS

If you've got a tripod to support a DSLR
with a zoom lens, then you're ready to go.
If not, you really do need one for video.
If you're really, really serious about re-

cording quality video you might consider

investing in a fluid head for your tripod
to ensure the smoothest of movements
on either axis when panning or tilting. In
crowded situations you'll find a monopod
much more practical than a tripod, and it is
also great for shooting from a high angle,
such as over the top of people’s heads.
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Filmakers on location,

Tak Thok Monastery,
Ladakh, India

When shooting with a
DSLR and a telephoto
zoom, the monopod not
only provides stability but
relief between shots when
you're filming all day. For
the highest quality sound
the pros use dedicated
audio equipement. It's
clearly bigger, heavier and
considerably more notice-
able than portable mics,
but the sound is crucial to
the end product.

DSLR, 16-35mm lens at 20mm,
1/80f5.6,1S0 640




Switch your
smartphone

to Flight Mode
whenever you are
shooting video.
This prevents the
recording being
interrupted by
phone calls and

notification alerts.

THE ART OF PHOTOGRAPHY

SMARTPHONES

Most smartphones are capable of shoot-
ing great high definition (HD) video
straight out of the box with the flag-
ship models able to record HD1080p at
varying frame rates as well as UHD 4K
resolution. The bundled software, or any
number of third-party applications, let
you view, edit and combine both your
still and moving images into slide-show
and movie presentations in camera and
instantly share them via websites and
social media channels. Having said that,
smartphone video quality can be im-
proved significantly, with the use of ac-
cessories and third party apps.

SMARTPHONE ACCESSORIES

There are plenty of video accessories to
spend your money on but the following
will add quality and versatility to your
video productions.

CONVERSION LENSES

Most smartphones have a lens with a
field of view similar to that of the hu-
man eye. Wide-angle, telephoto, fisheye
and macro conversion, or add-on lenses
that attach over the smartphone lens
allow you to add variety to your shots
by increasing or narrowing the field of
view. Just as importantly independent
companies are tackling the issue of lens
quality and producing lenses made with
the best optical glass to improve perfor-
mance and image quality. Check out the
lens systems made by Moment Lens,
ExoLens, OlloClip, Phocus Lenses and
iPro.
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EXTERNAL MICROPHONES

Sound quality is critical to good video and
the microphones built-in to smartphones
just don’t cut it. Unless you intend to
overlay audio when editing your video it's
highly recommended you invest in an ex-
ternal microphone. The Rhode VideoMic
Me, Rhode Smarlav, Zoom iQ5 or Edutige
EIM-001 mic will do the job nicely.

TRIPODS

It is really hard to keep a smartphone per-
fectly still, even with image-stabilisation
technology, especially when shooting
longer sequences. If you're serious about
getting as much watchable footage as pos-
sible use a tripod whenever you can. Adap-
tors are available to mount smartphones
onto any tripod but given the relative size
and weight of a phone to a DSLR a more
compact version is probably more suitable.
The Manfrotto Pixi and the Joby GripTight
range of tripods are ideal. You can also use
these small tripods to gain some stabil-
ity for hand-held shots, especially for se-
quences taken while you are walking.

VIDEO LIGHTS

Smartphones work best in good light so
if it isn't bright enough you need to pro-
vide your own. There are lots of compact,
inexpensive, battery operated lights that
can either be mounted to the smartphone
via an accessory shoe or plugged into the
headphone jack. Some, such as the iblazr
LED flash have a companion app that al-
lows you to vary the brightness and co-
lour temperature. The Photojojo Pocket
Spotlight and Phocus 120 LED Video
Light are also recommended.

CASES

Slim and lightweight smartphones are
not the easiest things to get a good grip
on. Accessory cases offer multiple ad-
vantages including easier, more certain
handling, camera like shutter release but-
tons, threads and grips for attaching ac-
cessories such as straps, LED lights and
mounting the phone to a tripod. Check
out Manfrotto’s Klyp cases and the Mo-
ment case.

REMOTE CONTROLS

If your smartphone is mounted on a tripod
or supported by other means a remote
control allows you to start recording with-
out having to touch the record button, even
if you're a few metres away. The Muku
Shuttr is a wireless remote that works
with your phones native camera app.

MAKING MOVIES EQUIPMENT

PORTABLE CHARGERS

Shooting high def or 4K video chews
through power and you do not want to run
out of battery in the middle of a shoot,
especially if you're in the middle of no-
where. There are plenty of portable char-
gers on the market to help prevent this
happening. The Powermonkey Discov-
ery and ADATA PV100 Power Bank both
store enough portable power to re-charge
a smartphone twice.

APPS

The native camera apps built-in to smart-
phones are certainly enough to get you
going but third-party apps can help you
take your videos to the next level. At the
capture stage apps offer improved func-
tionality of the video camera with manual
controls for focus, exposure, ISO, shutter
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Filmaker shooting festi-
val procession, Chokhor
Valley, Bhutan

Keeping up with a proces-
sion is hard work and the
only way to get multiple
shots (with one camera) is
to walk and run and shoot
handheld. Filmakers
mount their cameraon a
Steadicam stabiliser rig to
keep the footage smooth
in situations like this.
DSLR, 16-35mm lens at 23mm,
1/2507.1,150 400




®

If you're shooting
with others and
hope to share
the footage at
the editing stage
make sure they
have also set their
camera up with
the same settings

asyou.

Done
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speed and advanced features such as pull
focus and audio controls . Have a look at
the possibilities with FILMIC Pro and Top
Camera 2 for iOS or Cinema FV-5 for An-
droid. Editing, or post production apps, al-
low you to arrange, trim sequences, add
effects and enhancements and add and
sync music to your footage. Check out Pin-
nacle Studio Pro, YouTubeCapture, Video-
licious and MovieSlate for iOS or Filmora-
Go and Video Maker Pro for Android.

Apple iMovie video editing app displayed on smartphone LCD screen

SHOOTING VIDEOS

Video is an exciting media and a wonder-
ful way to bring your travel experience to
life. A great video will be an immersive
experience for both you, the creator, and
for the viewer, bringing together great vi-
suals, colour, movement and sounds. It
should deliver a true sense of being there.
Most of all it should be entertaining.
Remember that most of us are visually
literate when it comes to video thanks
to the amount of movies and television
we watch. We are accustomed to, and
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expect to see, well-made movies. No
matter what gear you choose to use, if
you apply all your technical and creative
photographic skills, and keep in mind the
techniques outlined in this section, your
videos will quickly jump a grade or two.

CAMERA SETUP

To capture the best video possible from
your digital camera it needs to be set up
specifically for shooting video. If you've
installed an app on your smartphone to
improve the camera’s functionality you'll
also be able to apply many of these set-
tings. If not, then your only decision is to
set the resolution and frame rate (points
two and three).

o Set the video standard — PAL or NTSC
depending on where you live (see
p190).

o Set the resolution, sometimes called
Video Size, Movie Quality or Movie
Record Size on the highest setting of-
fered by your camera, unless you're
sure you'll only watch the video on the
camera or phone LCD screen. If that's
the case, a lesser resolution will still be
watchable and you'll use a lot less stor-
age space. Remember 4K will give you
the highest resolution but will also use
about 60% more storage space than
FHD, and to get the full benefit you
need to be able to watch the footage
on a 4K monitor or television. If you
don't require 4K the best resolution to
work with is FHD 1920 x 1080. This is
often shortened to 1080p HD.

o Set the frames per second (fps). In the
video settings of your camera or phone

and linked to the resolution setting, you
will have the choice of the number fps
at which you capture your video foot-
age. You'll see that you can select dif-
ferent frame rates for the same resolu-
tion (eg 1920 x 1080 at 25 fps or 1920
x 1080 at 50 fps) or on a phone it might
read as 1080p HD at 30 fps or 1080p
HD at 60 fps. If you're after the most
cinematic look go for 24 fps, so your
Video Size or Movie Quality will read
1920 x 1080 24 fps, as in the graphic
opposite.

Movie rec. size

4096x2160 50.00fps
Motion IPEG oy}

Eak EMEH{PE) | EFl
Dk ¥

Erp EIGALLY
[PE]  FriipEER(TPE]

ULTEN Help

Set the camera to manual exposure
mode.

Set the lens focusing system to manual.

Set the correct shutter speed to match
the fps. The shutter speed should be
about twice as fast as the fps as this
will give the most pleasing look. So if
you're shooting at 24 or 25 fps set your
shutter speed to 1/50 second. This will
give just the right amount of motion
blur we expect to see in moving pic-
tures. Faster shutter speeds will result
in stutter and unnatural looking video
and slower shutter speeds will record
too much motion blur. Only change

o

o

o
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the shutter speed for special effects.
For example, if you want to shoot slow
motion at 50 fps you need to double
the shutter speed to 1/100 second.

Make sure all the camera’s automatic
image processing options are turned
off including auto white balance, tone
controls and auto ISO.

In your camera’s Picture Profile or
Picture Style settings select a neutral
profile and modify the settings if nec-
essary to zero sharpening and very low
contrast and saturation. The idea is to
record your footage with a flat picture
profile so that colour temperature,
tone, contrast, saturation and sharpen-
ing are not embedded into the file. This
gives you maximum flexibility and con-
trol over the look of the video during
the editing phase using the power of a
computer and sophisticated software.
The video won't look so good when
played back on the camera’s LCD
screen so it can take a little time to get
used to the settings and understand-
ing the camera footage is a stepping
stone to a great looking video.

Set the ISO. The aim is to record at the
lowest possible ISO in order to capture
images with the minimum amount of
noise.

Set the white balance. With auto
white balance turned off you need to
set the white balance for the lighting
conditions. The aim is to record white
as white. The simplest method on a
DSLR is to select the appropriate set-
ting from the White Balance Menu.
In Live View you will see how each
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setting affects the scene. Remember
white balance needs adjusting each
time the lighting changes.

o Set the aperture. With your shutter
speed locked in at 1/50 second you
achieve correct exposure by adjusting
the ISO so that you achieve the aper-
ture you want to shoot at. Just as with
still photography the aperture controls
depth of field and is a key creative tool
for the videography. Being able to shoot
video with a shallow depth of field is a
good reason to use a DSLR over other
capture devices. This is where the ND
filter comes in. On a bright day it will
be impossible to shoot at f2 or F2.8 for
shallow depth of field at 1/50 sec and
100 ISO. The ND filter reduces the light
reaching the sensor allowing you to
open up the lens for a wider aperture.

o If your camera allows register these
settings in the Custom Shooting Mode
or as a User Preset so you don't have
to go through this procedure every
time you switch to Video mode.

PLANNING A SHOOT

Still photographers generally see images
in isolation. You need to keep in mind with
video that you are creating a story with
a beginning and an end. Each sequence
should be connected to the one on either
side. You may not shoot it in sequence
(but rather get the order right at the editing
stage) but you need to keep the overall aim
of the video in mind to ensure you capture
all the things you need and that it flows. To
facilitate this and to minimise editing time:

o Write a brief synopsis or outline of your
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film (or films). When you're on the road
there is so much visual stimulus it helps
if you're clear as to what story you want
to tell. You can then concentrate more
time and energy on subjects and places
that are relevant to the story.

Draw up a shot list of all the places and
subjects you would like to include. This
will improve efficiency and prevent im-
portant shots being forgotten.

Shoot each subject and scene from a
variety of angles to add interest to the
sequence and provide multiple editing
options.

Shoot clips that provide the audience
with contextual information so they can
easily understand the story.

Shoot clips of significant or interesting
details within the scene to use as cut-
aways.

Shoot each clip for a minimum of
ten seconds to give you space to cut
around key moments in editing.

Plan your days so you are in the right
place at the right time to capture key
moments and subjects in the best light.

Consider in advance if you will be re-
cording yourself delivering pieces to
camera or if you will record a voice over
back at home.

Keep notes of the scenes and subjects
recorded on each memory card to make
the editing process more efficient.

Learn from others. Watch as many vid-
€0s as you can including some shot in
the destinations you're going to and
with themes similar to your interests.
You'll get lots of ideas, inspiration and

tips. Vimeo is a great place to start as
it has lots of great travel video content.

o Carry extra batteries and memory
cards. Video uses way more power and
storage than what you are used to with
still capture.

COMPOSITION

Consider the basic rules of composi-
tion (see p143), especially the rule of
thirds. Frame the opening shot of each
sequence as though it were a still pho-
tograph.

In film making there is also a rule that
states when there are two elements in
a scene, such as an interviewer and an
interviewee, or two teams facing off on
a sports field, the camera should stay on
one side of an imaginary line drawn be-
tween the two subjects. This is known
as the 180 degree rule because the cam-
era can't move more than 180 degrees
around the subjects. It should remain
somewhere in the half circle on the one
side of the characters. If you do stray
over the imaginary line then you have
‘crossed the line’. Don’t cross the line
unless you want to deliberately confuse
your viewers.

LIGHT

Understanding and seeing light is just as
important to successful video capture as
it is to still photography. The colour, quali-
ty and direction of the light should be con-
sidered carefully in relation to your subject
or scene. Study the light when compos-
ing your shot and be aware how changes
in camera position or subject movement
affect the scene. DSLRs, especially the
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higher end models, can produce great
video even in very low light, mostly due
to the large sensors and quality lenses.
Smartphones however struggle in low
light resulting in poor quality, noisy foot-
age. The aim should be to shoot whenev-
er and wherever possible in well lit areas.

ESTABLISHING SHOTS

An establishing or wide shot does just
that, establishes where you are and sets
the scene for the video. The most fa-
mous place in a country makes an obvi-
ous establishing shot: the Tower Bridge
in London, the Opera House in Sydney,
the Pyramids in Cairo. These shots also
make good footage over which to place
titles, so record for around 15 to 20 sec-
onds. Follow up with a series of four- to
five-second shots of the subject from dif-
ferent angles and perspectives to confirm
the content of the upcoming story.

CUTAWAYS

Cutaways, or cut ins, are a common
technique that sees the video cut away
from the main subject or action to an
associated shot for a brief duration, say
around three seconds, before return-
ing to the main scene. Cutaways serve
to break up longer sequences, and add
relevant and interesting information to
keep the viewer engaged. You'll be quite
familiar with the shots of an interviewer
nodding their head and smiling while the
interviewee keeps talking. If you're film-
ing a parade or performance, cutaway to
faces in the crowd. At markets, cutaway
to close-ups of merchandise or money
changing hands.
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Hold your smart-
phone horizontally
when recording
video. You do

not want to be
capturing vertical

footage.




Most smartphones
use digital zoom
which is to be
avoided. You will
record footage
that is of higher
quality, sharper
and with less
noise the closer
you are to your

subject.
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CLOSE-UPS

For strong close-ups with a smartphone
move in with the camera to fill the frame
with your subject rather than zooming;
this will help keep most things in focus.
DSLR videographers have lots of choice
as to how to fill the frame if using a zoom
lens. For close ups of people, that's head
and shoulders, set you zoom anywhere
from 85-105mm for the most flattering
perspective. If you go to the widest focal
length be careful not to distort the im-
age and the person, which can be quite
unflattering (albeit a little funny).

ZOOMING, PANNING AND
TRACKING

It seems that when people first hit the
video record button all they want to do is
zoom in and out. Maybe this is a reaction
to years of having to keep a still camera
perfectly steady. Well, try to get over it
before you start shooting video you want
others to watch. Before zooming con-
sider the alternative techniques of physi-
cally moving towards or away from your
subject and cutting from a wide shot to a
close-up or vice versa.

Panning is a technique where the cam-
era moves horizontally to the left or right
on a vertical axis. It is a highly utilised
technique for introducing movement on
static scenes such as landscapes and
cityscapes, broadening vistas, following
a subject as it moves through a scene
and for revealing the context of a subject.
Resist the temptation to pan from one
subject to the next or from one area of a
scene to another, it's much better to cut,
reframe and shoot again. Panning speed
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is crucial to the success of a pan, if it's too
fast it will be unwatchable, and it should
be as smooth as possible. Determine
where to start and finish the movement
and don’t make it too long as the move-
ment is easier for the viewer to watch and
any exposure adjustments required will be
less noticeable. It's a good idea to practice
the shot first. Pans will be improved sig-
nificantly if recorded using a tripod.

Tracking is another camera movement
technique, but this time the camera
moves alongside the subject. If you've got
a big budget you would put you camera
on a dolly, lay down some tracks and do
it how the pros do. More likely you'll have
to walk or drive or use some other form
of transport to keep up with your subject.
Having said that there are some compact
tracking products for both DSLRs and
smartphone users that will give you pro-
fessional looking tracking video. Check
out Mobislyder and the Pico Dolly Camera
Table Dolly.

FOCUS
When you shoot video with a DSLR the
camera is used in Live View so the mir-
ror is locked up and you view the scene
via the LCD screen on the back of the
camera. In this mode autofocus is con-
siderably slower and therefore not great
for recording video. As mentioned in the
camera set up, manual focus is the pre-
ferred method for video capture.
Smartphone users can happily use the
auto focus system unless you've taken
control of the device via an app. Most
smartphones have a touch focusing fea-
ture that lets you select the focus point

by tapping the subject on the screen.
This is very useful if the camera is hav-
ing trouble focusing or is insisting on fo-
cusing on the wrong spot. It's not a bad
technique to use generally as the expo-
sure control is linked to the focus point
so you'll get sharp and properly exposed
subjects most of the time.

PULL FOCUS

Add a sense of depth, and professional
technique, by pulling focus. In manual
focus mode and with the camera on a tri-
pod, focus on a subject close to the lens
and then adjust the focus to a distant
subject. Smartphone users will need an
app to employ this technique.

TIME LAPSE

Time lapse video is a capture technique
that lets you speed up the world as we
know it. Favourite subjects include the sun
rising or setting, cars racing along streets
stopping momentarily at traffic lights,
plants growing and crowds of people rush-
ing about. The effect is achieved by captur-
ing individual images over a period of time
then playing them back at normal speed.
You might take one frame every three sec-
onds for fifteen minutes (391 frames) as
the sun sets below the horizon. When you
play the sequence back at 24 fps the sun
sets in just over 16 seconds. The interval
you set between frames depends on the
subject and how fast or slow you want the
lapse to play back. Experiment with one to
three seconds. Some smartphones have
Time Lapse mode as an option in the na-
tive camera app and the interval time is
set automatically. You must use a tripod

MAKING MOVIES SHOOTING VIDEOS

for time lapse video and you can set the
interval on your DSLR with an accessory
remote control timer.

HOLD THE CAMERA STEADY

There is nothing worse than jerky, jittery
video. Given that a lot of shots will be tak-
en hand-held, it's important to develop a
technique to minimise camera shake. Try
the following suggestions to keep your
video steady:

o Depress the record button gently,
rather than stabbing at it, at the begin-
ning and end of each clip. This is hard
to do with a smartphone so start your
recording two or three seconds before
the action begins and stop the record-
ing two or three seconds after you've
got what you need so that any move-
ment caused by pressing the button
on and off can be edited out later with-
out affecting the clip.

o Use a tripod to support the camera or
phone. Not only will it eliminate camera
shake and create a much more pleasant
viewing experience for your audience it
will make you consider a bit more care-
fully what you're about to record.

o Turn on your lenses image stabilisation
or vibration reduction when shooting
handheld.

o Mount smartphones on a mini tripod
which can be used as a grip when the
legs are closed.

COMPUTER REQUIREMENTS

With the footage in the can you're going
to want to edit your work into a finished
film. If you're not shooting a lot of video
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you can probably use the computer set
up you've got for stills. However, if you're
shooting a lot of high definition video
you'll appreciate having the fastest pro-
cessor and as much RAM as you can af-
ford. You will probably also need more
storage capacity. Video files demand a lot
of hard-drive space: 60 minutes of high-
definition video will take up around 24
GB. Unlike digital image files, it is not rec-
ommended to work with video stored on
external hard drives. Drive speed is cru-
cial when importing or exporting video
files, and internal drives will deliver faster
speed than external disks connected
with FireWire or USB3.0 cables.

A recommended minimum set up for
video only is listed below, but double
the hard-drive capacity if you're also
shooting high-resolution still images
and storing them on your computer (al-
though they are best stored on external
hard drives).

o Intel Core i5 Quad Core Processor
o 16 GB of RAM

o 1 TB hard drive
o

Video (or graphics) card with 1 GB
video RAM

o LCD monitor with minimum pixel
resolution of 1920 x 1200

o CD/DVD-ROM drive.

VIDEO-EDITING SOFTWARE
Unless you've been extremely disci-
plined and are very talented, the foot-
age you capture will probably not ap-
peal to anyone except those who were
there or, more importantly, actually ap-
pear in the film, until it's been edited.
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The good news is you can launch right
into video-editing without even buy-
ing software, as both Windows and
Apple include video-editing programs
with their operating systems. Windows
Movie Maker comes with Windows 7,
XP and Vista or you can download Win-
dows Movie Maker 12 if you've got Win-
dows 8 or 10; Apple iMovie is included
with Apple Mac computers and can be
download from the app store for other
iOs devices. If you've never edited vid-
eo before, these are perfectly fine pro-
grams to get started with. Once the film
has been transferred, or ‘captured’ as
it is correctly called, to your computer
you'll be able to: cut poor sequences;
reduce the length of those contempla-
tive shots, which seemed so interesting
at the time; change scene order; add
titles; add fancy transitions between
scenes; add a soundtrack that's way
more interesting than your voiceover
describing the scene as you filmed it;
add sound effects; and generally put
together a video package that will be
worth watching again. And when it's ‘in
the can’, you can share it directly from
the program by sending it to the world
by publishing it on a website or sharing
on your favourite social media channel.

If video isn't your main game, these
packages might even offer you all that
you'll ever need. If your ambitions are
higher and your talent outgrows these
basic programs, step up to Apple Final
Cut Express for Mac or Corel VideoStu-
dio Ultimate, Pinnacle Studio Ultimate
or Sony Vegas Pro Edit for Windows, or
the cross-platform Adobe Premier Ele-

ments. If these aren’t complex enough
for you, check out the programs the
pros use: Apple Final Cut Pro for Mac;
Sony Vegas Pro Suite for Windows or
the cross-platform Adobe Premier Pro
or Avid Media Composer.
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The Windows Movie Maker program offers an easily accessible and straightfor-
ward introduction to the world of video editing. This screen shows the clips that
have been transferred from the camera to the computer in the main pane, with
the preview monitor to the right and selected clips placed in the storyboard at the

bottom of the screen.
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THE SUBJECTS

There are countless subjects to photograph once you hit the road, whether you're
travelling locally or far from home. This section illustrates and considers the issues
related to successfully photographing just about everything, in just about every
situation, that you're likely to encounter. The big themes of people, landscapes, the
urban environment, festivals, entertainment, food and drink and wildlife are intro-
duced and then delved into by looking at specific subjects and situations. Use the
subject headings as a shot list for your own photographic journey and you’ll be tak-
ing a big step towards capturing the character and diversity of the places you visit.



PEOPLE

Famous skylines, buildings, monuments and natural landmarks may get all the glory
as the signature images of a country, but people are a country’s heart and soul. Your
photographic collection and memories of the journey will have a considerably more
personal feel if you include a variety of people shots to complement the familiar sights.
You'll certainly have lots of opportunities. Hundreds of potential subjects surround you
daily, yet the step from seeing a potential photograph to actually capturing it doesn't
come easily to many people. Photographing people well is commonly cited as the
most difficult of all subjects faced by any traveller.

Often travellers are reluctant to photograph people because they're too shy or self-
conscious to ask permission. They may fear they won't be understood or will have
their request turned down, or they may feel that they're invading people’s privacy. They
sometimes feel guilty, especially when the people being photographed are living in
poverty. These are all valid issues, but are easily countered by the fact that experience
proves that way more people are happy to be photographed than the few who prefer
you point your camera at someone else. There are, of course, plenty of techniques to
smooth the way for both you and your subject.

To shoot people pictures you'll need to employ both direct and candid techniques.
Either way, for really good images, you've got to be prepared to get close to your sub-
jects. Except for crowd shots, standing at a distance with a long lens will rarely result in
pleasing images, as you generally won't be able to fill the frame with your subject, and
these kinds of shots usually look as though you've tried to sneak them, which you have.

People pictures can be categorised into two groups: portraits, which are close-up
studies of a subject’s face; and environmental portraits, which include the subject’s
surroundings as an integral part of the image, providing a context for the portrait.

There are two ways to go about photographing people. One is to get to know the
people by spending time with them, or at least spending time in the locality. In theory,
this should lead to better access and more relaxed, natural photos. The other is to jump
straight in, get the pictures, and get out. Travellers will find themselves in the second
category most of the time, whether they like it or not.

Ensure you're completely comfortable with your equipment. A good way to miss
people photos is to start messing around with gear and settings in front of them. Peo-
ple quickly become self-conscious and often stop what they're doing and go into their
‘camera pose’. It's important to develop techniques that make photographing people
easier and minimise the intrusion into your subject’s day.

Plan the shot before you approach your subject. Think about your composition and
make sure you've got the right lens on the camera. Should it be horizontal or vertical,
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You'll see lots of interest-
ing characters on your
travels but there is often
something not quite right
about the light, location
or background. However,
when the light is perfect
you must act then and
there, because the chance
of the person being there
later, or you remembering
to go back, is slim. Most
people are happy to be
photographed if you ap-
proach themin a friendly
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portrait or environmental? Have an idea
of the viewpoint you intend to use. Study
the light on the person’s face and check
where it's coming from; this will allow you
to position yourself correctly in the first
instance. Once you have permission to
take a photo the person will follow you
with their eyes if you move. The slightest
change of camera angle can make all the
difference. Set your exposure settings.
Select a wide aperture if you want the
background out of focus, or a small ap-
erture if you want your subject and their
environment to be rendered sharply.

Being organised and efficient, you'll mini-
mise drawing attention to yourself, which
will help your subject remain relaxed and
result in more natural-looking photos.

Lots of things can go wrong with people
pictures, including unsharp photos due to
inaccurate focusing or subject movement;
closed eyes if your subject blinks; an unflat-
tering expression, especially if the person
is talking; and loss of eye contact if your
subject is distracted or shy. People often
relax a little after they hear the click of the
camera, thinking you've finished; a second
frame may capture a more natural pose.

COMMUNICATION WITH STRANGERS

Photographing strangers can be daunting,
but it needn’t be. Most people are happy
to be photographed. Some photographers
ask before shooting, others don't. It's a per-
sonal decision, often decided on a case-by-
case basis. Asking permission allows you
to use the ideal lens, get close enough to
fill the frame, and provides the opportunity
to take several shots, as well as to commu-
nicate with your subject if necessary. It also
means you know you're not photographing
someone against their wishes.

Asking for permission may lead to a
refusal, which can be disappointing but
should be accepted with good grace. If
you are refused do not assume that ev-
eryone else in the vicinity will also refuse.
Of course, you should make sure there
aren't any religious or cultural reasons that
discourage or prohibit photography. If in
doubt ask a local.
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How you approach people will affect the
outcome of your request for a photo. Simply
smiling and holding your camera up is usu-
ally sufficient to get your intention across.
You may choose to learn the phrase for
asking permission in the local language, but
it can be less effective than sign language
(when you have to repeat the sentence 10
times to make yourself understood).

Approach the person with confidence
and a smile. When you get the go-ahead,
shoot quickly. You'll increase the possibility
of capturing more spontaneous and natu-
ral images. There's nothing more frustrat-
ing than seeing someone you think would
make a great photograph, only for them to
change position when they realise you want
to photograph them. Don't be afraid to take
control of the situation and ask the person
to look at you, or away, or at what they're
doing. Demonstrate the pose you want by

COMMUNICATION WITH STRANGERS

PAYING FOR PHOTOS

In popular destinations you could be asked for money in
return for taking a photo. This may be considered a fair and
reasonable exchange by some or a tiresome annoyance

by others, or it may simply discourage you from photo-
graphing people. Ultimately you'll have to come up with

a personal response. Certainly, don’t hand out money (or
sweets, pens or anything else for that matter) if it's not re-
quested, but if it is be prepared to pay or walk away. From

a photographer’s point of view it really comes down to how
important or unique the potential image is.

Agree on the price beforehand to avoid problems
afterwards and make sure you're working in the local
economy, not yours. It goes without saying that bargaining
is compulsory at this point. Always have coins and small
denomination notes with you in an easily accessible pocket
(a different pocket from where you carry the rest of your
money) so that you don't have to pull out great wads of
money, confirming not only that you are relatively rich (as if
the camera hadn’t already done that) but more importantly,
where you actually keep your money, making it much easier

for someone who may want to relieve you of it.

doing it yourself. If your subject is wearing a
hat in a sunny location half of their face will
be in shadow; ask them to look up slightly
or to push the hat back a bit. If people stiff-
en up in front of the camera it's up to you to
get them to relax. Take one frame however
they have posed themselves, then wait or
talk to them before trying again. Remem-
ber, you're aiming to take a beautiful shot
of someone and they'll not only understand
but be delighted when they see how good
they look on the LCD screen.

The direct approach of asking permission
results in more satisfactory images than try-
ing to sneak them from a distance. People
will be more suspicious of your intentions

and less cooperative if they spot you point-
ing a long lens from the shadows. You still
have to be fairly close, even with a 200mm
lens, to get a frame-filling portrait. It's best
to be open about what you're doing.

If you're hesitant, a good way to get start-
ed with portraits is to photograph people
who provide goods or services to you. After
arickshaw ride, or buying something from a
market stall, ask the person if you can take
their photo. Very rarely will they refuse.

Finally, showing your subject the results
on the camera’s LCD screen is a great way
to say thank you and, assuming you've tak-
en a flattering photo, leave them with a posi-
tive memory of their encounter with you.

209

In some places or situa-
tions payment is simply
expected if you take pho-
tos. | see paying someone
to take their photo as a fair
and reasonable exchange.
I generally don't offer
money unless asked, and

| don’t give money to chil-
dren, based on the advice
that this helps create a
dependence on begging.
DSLR, 24-70mm lens at 27mm,
1/125 11,150 1000
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If the sun is shining and
your subject is wearing a
wide-brimmed hat be very
aware of the image ruin-
ing shadow that can fall
half way across the face.
Either move to an area of
even shade or as in this
case shoot when clouds
block the sun creating a
soft, diffused light.

DSLR, 70-200mm lens at
200mm, 1/320 5.6, 1SO 400

THE SUBJECTS

PORTRAITS

Capturing strong, well lit, well composed
close-ups of people in the brief encounter
that typifies travel photography is a chal-
lenging proposition. It's a challenge well
worth taking as there is no doubt that if
done successfully, a series of frame-filling
head-and-shoulder portraits of a variety of
individuals will add a great deal of depth,
interest and personal satisfaction to your
travel pictures.

Avoid backgrounds that are too busy
or have very light or very dark patches of
colour. Your eyes should not be distracted
from the subject’s face. Always focus on
the eyes. It doesn’'t matter if other fea-
tures are out of focus: if the eyes aren’t
sharp the image will fail.

Expose for your subject’s face: it's the
mostimportant part of the composition. The
ideal focal-length lens for shooting portraits
is between 80mm and 105mm. Lenses in

SHOOTING WITH RESPECT

| don't see why people with cameras think they can side-

step the basic rules of courtesy when photographing peo-

ple. It’s particularly prevalent in developing countries and

tribal areas. Lack of language is not an excuse. Sticking

cameras in people’s faces without first getting permission

is rude and offensive. Would you do this to people in your

own neighbourhood? And just because the person doesn’t

object doesn’t make it right. They are probably just being

considerably more polite than the person with the camera.

| know this sounds like I'm taking the moral high ground,

but | see it all the time. Treat people how you expect to be

treated and photographing them can be a mutually enjoy-

able experience.
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this range are often called portrait lenses
because of the flattering perspective they
give to the face. They also allow you to fill
the frame with a head-and-shoulder com-
position while working at a comfortable
distance from your subject. If using a zoom
lens on a DSLR or compact camera, preset
it to 100mm, then position yourself to suit —
this will guarantee a pleasing perspective.
Set your shutter speed to at least 1/125
to prevent movement resulting in a blurry
photo. A wide aperture (f2-f5.6) will ensure
that the background is out of focus and mi-
nimise distracting elements. Compose the
photo vertically to minimise empty, distract-
ing space around your subject. In low-light
situations increase the sensor’s I1SO rating
rather than use the flash.

If you're using a compact camera remem-
ber not to get closer than the minimum fo-
cusing distance (usually around Tm).

Overcast weather is ideal for portraits.
It provides even, soft light that eliminates
heavy shadows and is usually flattering to
the subject. It allows you to take pictures
of people in all locations and use automat-
ic metering modes to shoot quickly.

PORTRAITS
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Sitting with friends on

an interior balcony of a
monastery in Lhasa’s old
town, this woman took
great delight in playing
up for the camera (and
her friends). The very low
light meant a high ISO
was needed to keep the
shutter speed at 1/125,
as she was not inclined to
stay still as she spun her
prayer wheel and laughed
with her friends while |
tried desparately to focus
on her face.

DSLR, 24-70mm lens at 59mm,
1/125£2.8,150 1000



VILLAGE GIRL,

DSLR, 24-70mm lens at 70mm, 1/125 f9, ISO 400

Playing with friends in front of her house,
this little girl paused just long enough for me
to take one frame before she joined back in
the game. Another picture that serves as a
great reminder to never assume you'll get a
second chance at any subject, and there-
fore the aim must be to getit right the first
time. My images of the people and places

in the Himalaya feature dramatic mountain
landscapes, picturesque villages, colourful
festivals and welcoming people such as this
girl and her family.

As they are typically used in travel publish-
ing I'm well aware they reveal only one side
of the story. For the locals, life is not easy.
I'm proud to support the Australian Himalaya
Foundation which strives to help the people
of the region with sustainable health, educa-
tion and conservation programs. Images
that inspire people to go are now also inspir-
ing people to help.
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Perfume and religious
book seller, Tunis,
Tunisia

This man was busy selling
perfumes from a cabinet
at the side of his shop,
which made for some
good shots. However, the
shop interior made such
a great setting foran
environmental portrait |
was willing to wait, and
wait, and wait for him to
move inside and complete
the composition exactly
how | imagined it.

DSLR, 24-70mm lens at 24mm,
1/60 f2.8,1S0 400
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ENVIRONMENTAL PORTRAITS

Environmental portraits add context and
allow the viewer to learn something about
the person. This kind of portrait lends it-
self to the use of wide-angle lenses. The
wider field of view offered by 24mm,
28mm or 35mm lenses allows you to get
close but still include plenty of information
about where the subject is. Getting close
also ensures nothing comes between the
camera and the subject at the vital mo-
ment and is an essential technique in
crowded situations such as markets and
busy streets. The use of wide-angle lens-
es also allows slower shutter speeds to
be employed to maximise depth of field.
This is important because the location is
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an integral part of the picture.

Look to add variety to your environmen-
tal portraits by capturing both formal shots,
where your subject is looking into the cam-
era, and informal shots where people are
busying themselves with something and
interacting with others. People at work
make excellent subjects for achieving this
combination of shots. They're often less
self-conscious in front of the camera be-
cause they're occupied with familiar ac-
tivity, and you'll be able to capture them
looking into the lens and at what they're
doing. Markets and workshops are great
locations to capture images of people in
an interesting environment.

PEOPLE ENVIRONMENTAL PORTRAITS

If you've got a zoom lens with a focal range around 24-105mm and you position yourself well,
you can often take an environmental portrait and a frame-filling, head-and-shoulder portrait
without changing position. Add variety by shooting the wide shot horizontally with the person

looking away and the close-up vertically with the subject looking into the lens.
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People at work or oc-
cupied with an activity
make excellent subjects
for environmental por-
traits. They're often less
self-conscious in front

of the camera because
they're engrossed in what
they're doing, as was the
ice-cream vendor (left)
and the weaver at a village
shop (below). Wide-angle
settings on my zoom lens
allowed me to get close
enough to fill the frame
with the subject but still
include plenty of the loca-
tion in which they were
working.

Ice-cream vendor,
Istanbul, Turkey

DSLR, 24-70mm lens at 28mm,
1/160 f5.6,1SO 400

Weaver, In Phaw Khone,
Myanmar

DSLR, 24-70mm lens at 24mm,
1/602.8,150 1250
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GROUPS

Drinking tea in Asan Tole, Kathmandu, Nepal

These men were watching me photograph the action around Asan Tole and weren't the
least bit surprised when | asked to take their photo. If you want everyone in the group to
look at the camera engage them by talking while your taking the shots. Even if they don't
understand you it should stop them from being distracted by other activity around them,
at least fora moment.

DSLR, 24-70mm lens at 24mm, 1/125 f6.3,1SO 800

Wedding celebration, Duy Hai, Vietnam

People gathered for a celebration make great subjects for spontaneous group shots. In this
case the guests did the work for me as a composition including just a couple of the guys
swelled into a self-forming, large group, as everyone wanted to be included in the photo.
DSLR, 24-70mm lens at 24mm, 1/125 f7.1,150 400
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Add one or more people to a portrait or
environmental portrait and you've not
only got a group, you've got an incredibly
diverse range of people pictures to work
with. Photographing groups of people is
really an extension of the environmental
portrait and covers just about every other
situation involving people. From a travel
photography perspective, the formal,
posed group shot will be a rarity. Rather,
groups encountered on the road are self-
forming and fluid so be ready to photo-
graph them how you find them. Groups
form waiting to catch a bus or cross the
road, to watch a street performance, to
purchase things at market stalls, to watch
the world go by on a park bench, to make
offerings at temples, to eat, drink and
even just to stand around and watch the
foreigner take photos.

The larger the group the less chance
you have of getting a shot where every-
one looks good. It's impossible to check
everyone's expression and make sure
their eyes are open before you hit the
shutter, so taking extra frames is really
all you can do. Even groups can have
a point, or person, of interest so place
them carefully in the composition and
concentrate on releasing the shutter
when they are looking where you want
them to look, or just looking good. When
you've taken the group shot consider
moving or zooming in on, subgroups of
two or three people and then pick out in-
dividuals for portrait shots.

If you're photographing a group that

is actually posing for you, you'll need all
your assertiveness to demand everyone's
attention, to get them to look at the cam-
era and stop talking. If it's a large group
be ready to keep shooting as they break
up, when they think you've finished. Of-
ten you'll get some great expressions as
people interact and relax.

PEOPLE GROUPS

School children, Galle, Sri Lanka

When a group is as chaotic and noisy as a bunch of excited school children, you
have to expect a variety of expressions. It's impossible to watch multiple faces,
so | always pick out one person of interest and compose the shot around them.
DSLR, 24-70mm lens at 28mm, 1/125 5.6, 1SO 400
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CHILDREN

Aim your lens at a child and you can never
be quite sure what kind of reaction and
expression you'll get. Some will simply
stare unflinchingly, others will act coy but
maintain eye contact, the cheeky ones
will strike an amusing pose, pull a face,
stick out their tongue, or all of the above.
Some just ignore you and keep on doing
what they were doing. Mostly though
children are very enthusiastic about being
photographed and will often give you time
to take several frames and come away
with an endearing photo. Consequently,
many people feel more comfortable tak-
ing pictures of children than adults. Make
sure to look around to see if a parent is
about and seek permission to photograph
their child before shooting.

If you're trying to take a child's por-
trait and there are other children present,
they'll be easily distracted. You'll have to
take control by moving their friends out
of view and reminding them where you'd
like them to look. Get down to the child's
eye level, or just above. Getting them

Children at school cel-
ebration, Ayaviri, Peru
Waiting for their turn

to join the parade,

these girls organised
themselves as soon as |
pointed the lens in their
general direction. Distinc-
tive costumes aside, their
pose and expressions are
nicely representative of
how teenage girls react
to the camera almost
everywhere.

DSLR, 24-70mm lens at 31mm,
1/250f9, 1SO 400
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to look up slightly often works well, but
avoid looking down on them.

Take a moment to let the kids look
through the viewfinder to get a sense of
what you're seeing. This is especially ex-
citing for them if you have a telephoto or
zoom lens on. You can even let them take
a photo and show them the result on the
LCD screen alongside the pictures you
take. These are easy and fun ways of giv-
ing something back to the kids for coop-
erating with you. Hang on to the camera
though; you don’t want it being passed
around or accidentally dropped.

Seeing themselves on the screen often
encourages them to pose for more shots,
so if you're not getting the shot you want,
break it up by sharing what you've done
so far and then trying again.

Children playing or engaged in other
activities offer the best chance to get
the most natural shots. If they're running
around select a fast shutter speed, say
1/500 or higher, to prevent unacceptable
subject movement.

PEOPLE CHILDREN
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(Top left) Girl at home,
Marca Cocha, Peru

DSLR, 70-200mm lens at
125mm, 1/250 f5,150 400

(Top right) Girl at mar-
ket, Ywama, Myanmar

DSLR, 24-70mm lens at 70mm,
1/602.8,150 500

(Bottom left) Novice
monk at festival, Karsha,
India

DSLR, 70-200mm lens at
200mm, 1/250 f5, 1SO 400

(Bottom right) Girl at
tomb, Kairouan, Tunisia

DSLR, 24-70mm lens at 70mm,
1/125£7.1,150 400



Shopping at market
outside Jama Masjid,
Delhi, India

Being intent on negotiat-
ing a good price ensured
that my fellow traveller,
and the hat seller, were
concentrating on the task
rather than worrying
about me taking photos.
DSLR, 24-70mm lens at 32mm,
1/125 f4.5,150 400

THE SUBJECTS

TRAVEL COMPANIONS

Treat taking pictures of your friends and
family as seriously as the other people
pictures you take. A great way to get good
shots of your companions on the road is
to look out for situations where they are
interacting with the locals or are occu-
pied with something of interest. This will
create much more rewarding shots than
by getting them to look at the camera.
Look for instances where your friends
are browsing street stalls, bargaining for
a souvenir, loading packs on the bus roof
or looking at temple statues. Your photos
will capture the travel experience in an ac-

tive rather than passive way.
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Photographing your travel companions
is also good practice for photographing
strangers, the techniques are the same,
only the rapport is different.

You can also use your friends as a
stepping stone to photographing some-
one you don’t know, whom you'd like to
photograph. By taking pictures near them
or asking to include them with a shot of
your friend may encourage them to then
let you take their portrait. That is, if your
friend is cooperative and doesn't treat
being photographed as an ordeal. If they
do, perhaps you should get a new friend
(only joking!).

PEOPLE TRAVEL COMPANIONS

(Above) Launching a
sky lantern at Yi Peng
Lantern Festival, Chiang
Mai, Thailand

DSLR, 24-70mm lens at
24mm, 1/100 f4, 1SO 4000

(Left) Trekking above
Tiger's Nest Monastery,
Taktshang, Bhutan
Natural-looking shots of
your travel companions
should be easy. If you
don’t manage to catch
them in the right place at
the right time, organise
the elements yourself.
Although it's probably not
agreatidea to ask them
to repeatedly walk up
and down steps at 3000m
elevation.

DSLR, 24-70mm lens at
24mm, 1/160 f10, 1SO 400
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INSPIRATIONAL BOOK:
MAGNUM STORIES,
CHRIS BOOT

(Opposite, top) People
eating fish sandwiches
in front of New Mosque,
Istanbul, Turkey

DSLR, 24-70mm lens at 28mm,
1/125 11,150 400

(Opposite, bottom)
Women exercising with
fans at Hoan Kiem Lake,
Hanoi, Vietnam

DSLR, 24-70mm lens at 43mm,
1/125 9,150 400

(Below) Monks collect-
ing alms on city street,
Luang Prabang, Laos

DSLR, 70-200mm lens at
135mm, 1/160 f5, 1SO 4000

THE SUBJECTS

DAILY LIFE

In many countries life is lived on the
street. Meals are cooked and eaten;
clothes, bodies and teeth are washed;
games are played and business is trans-
acted; all in full view of the passing pub-
lic. As with all people photography you'll
have to develop your own approach to
taking pictures of people on the street,
but you will require a quick eye and shut-
ter finger, as the aim is to capture fleeting
moments that you often can’t anticipate.

Street photography is one of the cor-
nerstones of traditional photographic
genres, where the everyday and hap-
penstance take centre stage as subject
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matter over the more sensational public
events like annual festivals and familiar
iconic structures. Walking the streets
looking to capture unique moments is a
fun, interesting and challenging goal to
set yourself, and the shots make a nice
counterpoint to the more exotic imagery
typical of travel photography.

Although the magic of the moment
should take precedent over technical per-
fection, you can influence the outcome
by finding an interesting location where
there is a fair bit of activity and good light
and then wait for things to happen around
you. Good places to get started are the

You'll become more comfortable photo-
graphing people, and enjoy better results, if
you're able to compose and make technical

decisions quickly.

obvious centres of human activity, such
as city squares, marketplaces, restaurant
precincts, shopping centres, places of
worship and transport hubs. However, for
a general introduction to daily life no mat-
ter where you are, set off in any direction
and you'll witness people from all walks of
life going about their daily activities. Look
to photograph them up close, at work, indi-
vidually and in groups, posed and unposed.
Each picture will add more depth to the im-
pression of the destination you're able to
communicate through your photographs.

PEOPLE DAILY LIFE

Street photography requires enormous patience, but if you're prepared to pound the
streets in equal parts to standing around watching and waiting, you'll be rewarded
with distinctive pictures as long as you remember rule number-one — don't hesitate.
Fleeting moments are just that: fleeting. Hesitate in releasing the shutter and the
image is gone forever.
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DSLR, 24-70mm lens at 70mm, 1/125 £3.2,1S0 800

Every day hundreds of monks line upina
procession to the dining hall at the monas-
tery for lunch. It has become a major tourist
attraction, and can really only be described
as a circus. The monks are of course per-
fectly well behaved; it's the tourists who are
out of control. This was one of those events
I"d heard about and was very excited to
have the chance to see it— I had envisaged
not running into many other visitors. Clearly
| got this wrong, so it came as a surprise to
see the streets outside the monastery lined
with massive tour buses. These experiences
can be a little disheartening and it would
have been easy to walk away muttering
abuse under my breath. However, it's the re-
ality at numerous sights and events around
the world. It's also a bit hard to justify get-
ting on my high-horse as my pictures have
been used for years to inspire others to go
and see (and photograph) for themselves.
Therefore, | approached the situation as an-
other photographic challenge, trying to get
decent pictures while being respectful to
the people who so generously afford access
into their daily lives.




LANDSCAPES

For the professional photographer, landscape photography demands a very different
way of working to that employed when photographing people. People are usually
photographed with a hand-held camera, often you only get one chance and expres-
sion is more important than perfect composition and perfect exposure. Wide ap-
ertures are preferred to render the background out of focus. By carefully selecting
locations, pictures of people can be taken at any time of day. Landscapes, on the
other hand, are typically photographed with the camera mounted on a tripod. The
aperture is given priority to ensure the image is sharp from front to back. As for light,
the window of opportunity is small, limited to the beginning and end of the day.
Simply by putting the camera on a tripod, the technical and compositional process
becomes more considered, so there really is no excuse (except for not having the
appropriate lens) for not using every pixel available to capture the subject and getting
the exposure right.

Don't be fooled into thinking that just because landscapes don't walk off like people
do, it's any less demanding. As with all subjects, the high point, when all the elements
come together perfectly, is usually fleeting. You need to be ready and waiting for that
moment. While you're waiting, experiment with various compositions and settle on the
best one so you're not decision-making when yo ould be making exposures.

(Opposite) Perito
Moreno Glacier, Los
s National

DSLR, 70-200mm lens at
115mm, 1/250 f6.3, 15O 100

(Left) Salt terraces,
Maras, Peru
Landscapes don't have
to exclusively feature
the natural environ-
ment. They can include
man-made structures
such as rice or salt
terraces, pagodas, farm
houses and silhouetted
salt miners, which,
when included as part of
the broader landscape,
add a point of focus or
interest or a sense of
scale.

DSLR, 24-70mm lens at
41mm, 1/250 13,150 100



Thermal pools, Pamuk-
kale, Turkey

The intriguing shapes and
bulk of two of the Twelve
Apostles are emphasised
when silhouetted against
adramatic sky at sunset.
DSLR, 24-70mm lens at 61mm,
1/125 f5.6, 150 400

THE SUBJECTS

When we look at a scene we scan a wide
area, noting the colour, beauty, scale and
main features — we see straight through
power lines and rubbish bins and create
in our mind's eye a perfect impression of
the scene. The camera sees everything; it
doesn’t know you didn’t mean to include
the toilet block on the left or the ‘Keep
Out’ sign on the right.
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When you are confronted with a beau-
tiful scene it's very tempting to put on
the widest lens to try and get everything
into your composition. Remember that
landscapes don't have to always take in
the big scene. Isolate elements that say
something about the environment and
complement the panoramic views. As
with all good compositions, there needs
to be a point of interest in the landscape,
a main feature that can hold the viewer's
attention. Choice of an appropriate lens
plays a major part in achieving this.

Wide-angle lenses increase the fore-
ground and sky content, exaggerate
sweeping lines and make the subjects in
a landscape smaller. Make sure that the

@

Professional landscape photographers ha-

bitually rise early for first light and return
two or three hours before sunset to make
the most of the warm, low-angle light. This
light is available to everyone. You don’t need
expensive equipment to get up early...justa

good alarm clock and a lot of will power.

foreground and sky are interesting and
relevant to the composition. Telephoto
lenses allow you to select a part of a scene
and to flatten the perspective, making the
foreground and background elements ap-
pear closer to each other. What you focus
on will become larger.

Generally, the aperture is given prior-
ity when shooting landscapes, to ensure
sharpness from front to back. For maximum
depth of field, focus on a point one-third
into the scene, just beyond the foreground
subject, and stop down to f16. Use the
depth-of-field button to confirm visually

INSPIRATIONAL BOOK:
EDGE OF THE EARTH, CORNER OF THE SKY,
ART WOLFE & ART DAVIDSON

what you're hoping to achieve. At this aper-
ture, with a sensor setting of ISO 100, shut-
ter speeds will drop below 1/15. A tripod
and cable release are essential equipment
for the serious landscape photographer.
On windy days slow shutter speeds will
record movement in the landscape. Sway-
ing branches will blur at 1/15 or slower,
depending on how strong the wind is. This
can be very effective if desired. Clouds
may also blur if exposures are longer than
half a second, which isn't so effective.

As you compose landscapes pay par-
ticular attention to the horizon and check
the elements in the frame.

o Place horizons carefully. Start with the
rule of thirds to ensure the horizon is
placed away from the middle of the
frame. If the sky is dull and lacking detail
it will look flat. Place the horizon in the
top third of the frame. If the foreground
is uninteresting place the horizon on the
bottom third. If both do nothing for the
photograph, eliminate them by moving
closer or zooming in.

o Horizons should be straight.

o Scan your viewfinder before you re-
lease the shutter to check for unwanted
elements, particularly at the edges of
the frame.

o Don’t accidentally photograph your
shadow in the landscape. You have to
be especially careful when shooting
very early or very late in the day with
wide-angle lenses. Shoot from a low
angle or position your shadow in a natu-
ral shadow area of the composition.

LANDSCAPES

Strokkur Geyser, Geysir, Iceland

Strokkur Geyser is the world’s most reliable hot-water spout, erupting approximately
every six minutes. Eruptions vary considerably in volume and height and the soaring wa-
ter spout doesn't last long, but at least you don’t have to wait long to have another go if
you're not happy with the geyser’s performance, or your shot. However, you still only get
a couple of chances to capture the water rising when it is lit directly by the rising sun.
DSLR, 24-70mm lens at 24mm, 1/160 f7.1,1SO 160
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Tsemo Fort and Ladakh
Range at sunset, Leh,
Ladakh, India

Barren and mono-
chromatic by day, the
mountains come to life
as the setting sun adds
colour and highlights the
textures in the rock. The
interplay of sun and cloud
results in the shadows be-
ing a dynamic element as
they move from one part
of the range to another.
DSLR, 70-200mm lens at
102mm, 1/160 f10, SO 200

THE SUBJECTS

MOUNTAINS

There's nothing quite like being in the right
place to photograph the first and last rays
of warm light on snowcapped mountains.
Big mountains always look impressive, but
when they're lit by the early morning or late af-
ternoon sun and they glow pink or gold, you'll
be glad you bought that extra-large memory
card. These colours don't last long and fre-
quently occur at the same time as a build up
of clouds, particularly in the evening. Rapidly
changing and unpredictable weather is stan-
dard issue in the mountains and demands
that photographers are patient, organised and
fully prepared before the light show begins.

o Be in position at least half an hour be-
fore sunrise and an hour before sunset.

© Mount your camera on a tripod and at-
tach a cable release or remote switch.

o Spend time, while you're waiting, experi-
menting with different compositions and
lenses and decide which composition
you'll start with. You may only get one
chance, so make the first shot count.

o If cloud is threatening to engulf the
mountain take a photograph every
couple of minutes in case it disappears
completely before the light peaks.

o Ensure you have plenty of frames left.
The mountain can disappear in cloud
in the time it takes to switch memory
cards.

If you dont have a cable release or remote switch use the self-timer. By giving the camera eight

to 10 seconds to steady itself after the shutter release is pressed, sharper pictures will result.

Don’t forget though, in eight to 10 seconds you could have recomposed a different shot by chang-

ing lenses, zooming in or out, changing orientation from horizontal to vertical or, worse still, the

sun could have dipped below the horizon or the mountain could be engulfed by cloud.

230

LANDSCAPES MOUNTAINS
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The Matterhorn at

sunset, Gornegrat,
Switzerland

Each frame brings
something different when
photographing mountains;
shadows, light and cloud
come and go. Patience
will be rewarded with a
photograph that captures
just the right mix of these
elements. Even if the
mountain is in cloud, set
up and wait - sudden
changes in the weather
are common.

DSLR, 70-200mm lens at
148mm, 1/60 f16, 1SO 100

INSPIRATIONAL BOOK:
THE HIGH HIMALAYA,
ART WOLFE

Cuernos del Paine and
Lake Pehoe at first light,
Torres del Paine National
Park, Patagonia, Chile
On a spectular morning
about 15 minutes before
sunrise, this deep pink
colour of first light on the
mountains lasted about
three minutes. If you're
inany doubt about early
starts, this is why it's
worth getting up so that
you're in position half an
hour before sunrise.
DSLR, 24-70mm lens at 44mm,
25 secs £6.3,1S0 100, tripod



INSPIRATIONAL BOOK:
ANTARCTICA: THE
GLOBAL WARNING,
SEBASTIAN COPELAND

THE SUBJECTS

SNOW, ICE & GLACIERS

Snow and ice cause a high level of reflec-
tion when they're the dominant element
of a composition, and the camera’s light
meter will underexpose the scene, par-
ticularly on sunny days. To compensate,
override the meter. Older cameras may
require you to overexpose by one or two
stops. Modern cameras with advanced
metering systems cope much better, but
it's still worth overexposing by a half-stop
and one stop until you learn how your
camera’s meter performs in different situ-
ations. Bracketing in half-stop increments
is recommended to guarantee an accurate
exposure, as is shooting early or late in the
day. The lower angle of the sun brings out
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detail and texture in the snow and ice, and
the contrast levels are more manageable.

In overcast conditions snow will record
with a bluish cast so check the white bal-
ance setting. Be careful using polariser
filters for scenes featuring snow and ice.
Often blue skies are already very dark and
can go almost black.

When shooting landscapes in snow be
aware of where you're walking — you could
leave your own footprints in an area you
want to photograph. (See p108 for infor-
mation on photography in the cold.)

Jokulsarlon glacial
lagoon, Jokulsarlon,
Iceland

With the sun shining
brightly the contrast
between the deep blue

of the sky and water and
the intense white of the
icebergs was very high.
Exposing for the ice was
important otherwise all
detail would be lost and

| would have ended up
with large featureless
areas. A polarising filter
also helped retain detail
&intensify the blue/green
colour in the icebergs by
cutting down some of the
reflection off the ice and
water. The fast shutter
speed was required
because | was shooting
from a briskly moving boat
(not my normal choice

of platform for shooting
landscapes!).

DSLR, 24-70mm lens at 35mm,
1/32018,150 100, polariser

LANDSCAPES SNOW, ICE & GLACIERS
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Perito Moreno Glacier,
Los Glaciares National
Park, Patagonia, Ar-
gentma

The light on the landscape
fluctuated rapidly as
clouds passed in front

of the sun, highlighting
one part of the glacier
and then another. It took
some time but eventually
| got the combination |
was after: the face of the
glacierin full sun and the
restin mottled shade.
Lots of other combina-
tions worked as well, but
this was the most graphic
of the series.

DSLR, 70-200mm lens at
142mm, 1/500 f16, 1O 100



Salt crust on rock forma-
tionsin Valle de la Luna,
Atacama Desert, Chile
The colours, textures and
landforms of the Atacama
Desert’s dramatic land-
scape are accentuated by
the low angle and warm
colour of the sunin the
late afternoon. Pictures
taken a couple of hours
earlier just don’t do jus-
tice to such aremarkable
place.

DSLR, 24-70mm lens at 61mm,
1/125 f8, 150 100

THE SUBJECTS

DESERTS

Photographing deserts is a little like pho-
tographing snow and ice, except you'll
probably be too hot instead of too cold.
If conditions are really bright, bracket
exposures, favouring overexposure up
to one stop. As usual, early morning
and late afternoon sun will make desert
landscapes much more interesting. The

low angle of the sun’s rays will empha-
sise the contours of the dunes and hills,
and bring out the details and textures in
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the sand and rock. Remember to watch
where your own shadow is falling and
not to leave footprints in areas you want
to portray as pristine. Look for a vantage
point to survey the area and walk around
the edges of potential picture subjects.
Climb dunes on the shadow side, as
you're less likely to make it a feature of
the landscape. Extra attention must be
paid to camera care when taking pictures
in sandy environments (see p110).

LANDSCAPES DESERTS

Dunes at sunset, Ica,

Peru

In any sandy desert
environment head out
early or late in the day to
catch the light skimming
the surface of the dunes.
It emphasises the ripples
in the sand and casts deep
shadows, giving you all
the elements you need to
capture a quintessential
desert landscape.

DSLR, 24-70mm lens at 28mm,
1/2 16,150 100, tripod

INSPIRATIONAL
BOOK: DESERTS OF
THE EARTH, MICHAEL
MARTIN

Great Himalayan Range,
Zanskar Valley, Zangla,
India

There will be times when
shooting later in the day
does do justice to the
landscape. The intense
mid-morning sunlight
in the Zanskar Valley
accentuated the almost
unbelievable colours of
the barren mountains.
The intensity of the co-
lours faded dramatically
whenever the sun was
blocked by cloud.

DSLR, 70-200mm lens at
175mm, 1/250 11,150 100



200mm lens at 200mm, 1/2!

51501

00

The small oasis village of Huacachina is surrounded
by a stunning expanse of sand dunes. The sense

of isolation, wilderness and serenity is palpable
inthe image, but is totally at odds with how | got

to the location. Every afternoon a swarm of 4WD-
dune buggies race visitors up and over the dunes

at break-neck speeds, stopping at various lookout
spots for photos. Yes, | could have walked, but the

buggy ride was fun, and considerably quicker. When
shooting desert landscapes in popular places like
this, you need to allow time to find a pristine area
free of footprints (and tyre tracks) because walking
any distance on sand dunes is slow going. | got the
driver to take me as far away from the other buggies
as possible and then set about finding an untrodden
area. Fortunately it wasn’t too difficult as the dunes

were vast. | saw numerous compositional options,
and as this was my first visit (and as the sun was
setting fast), | opted to shoot hand-held to speed
things up and take in as many different viewpoints as
possible. The camera went on the tripod as soon as
soon as this became impractical, but by then I'd had
a good look around and knew where | wanted to take
my final pictures for the day.




THE SUBJECTS

THE COAST

Bombo Headland Quarry, Kiama, Australia

The warm light of the sun’s first rays strike the water as it
surges up and over the rock colomns, while the sea in the
foreground remains in shade and much cooler in colour.
DSLR, 16-35mm lens at 31mm, 1/3 22,150 100, tripod
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High cliffs, rugged coastlines, eroded
landforms, pounding seas, still rock pools,
beaches...the coast has enough photo-
graphic possibilities to give you no time to
lie around on the beach all day. The sea
adds an intriguing new element to land-
scapes. Unlike the rock-solid landforms it
meets at the shoreline, the seais in a con-
stant state of change. Not only does the
light change throughout the day, so does
the subject. Fast shutter speeds (higher
than 1/250) will stop the motion of the
waves and freeze sea spray. Slow shutter
speeds (less than half a second) will blur
the waves and soften the seascape.

Although mostly associated with rec-
reational activities, some beaches make
great landscape subjects. Rise early and
you'll have beaches that are crowded by
day all to yourself, except perhaps for a
few early morning walkers. They can be
useful too, for adding a human element
and sense of scale. Head for piers and
rocky promontories to include the sea in
the foreground. If the fall-off isn't steep
you can also walk into the water for a
similar effect.

A polarising filter will often improve the
colour and contrast in photographs taken
around water by reducing the glare of the
light reflecting off the water. (See p110 for
information about protecting your equip-
ment around salt water.)

LANDSCAPES THE COAST
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Waves breaking at Bondi
Beach, Sydney, Australia

If the big coastal pan-
orama isn't working for
you, or even if it is, lower
your eyes and you'll find a
whole world of interesting
shapes and patterns
formingin the sea. It's
best to pick a section of
the ocean to frame up and
focus on, and then wait for
the action. Fast shutter
speeds will freeze the
water like this, but a tripod
and longer exposures will
produce quite a different
look. Try both - it’s great
fun.

DSLR, 200-400mm extender

1.4x lens at 200mm, 1/500 f8,
1SO 400

Wanda Beach, Sydney,
Australia

Sea smoke rises over the
ocean at sunrise on a cold
winter morning. Get out
early and even beaches in
urban environments can
offer interesting, and in
this case surprising, land-
scape opportunities.
DSLR, 70-200mm lens at
200mm, 1/200 16, 15O 100



(Top) Mount Aspiring
National Park, New
Zealand

If the lighting is patchy or
you can't find a suitable
viewpoint for a scenic
shot, look for details that
are evenly lit.

DSLR, 24-70mm lens at 35mm,
1/13 f10, 1SO 400, polariser,
tripod

(Bottom) Mount Aspir-
ing National Park, New
Zealand

The beech forests on the
Routeburn Track are as
beautiful to walk through
as they are a challenge to
photograph. Having spent
plenty of time in such
enviroments, | knew the
answer lay in carrying my
tripod. This allowed me
to shoot in the densest
part of the forest during
periods of even, but very
low light, thanks mainly
to the almost continuous
rain. | used a polarising
filter to ensure maximum
saturation of the greens
and selected a small
aperture for maximum
depth of field.

The weight of the tripod
paled into insignificance
when | got the shots |
had envisioned.

DSLR, 24-70mm lens at 28mm,
0.4 secf16,150 100, polariser,
tripod

THE SUBJECTS

RAINFORESTS

Rainforests are one of the most difficult
landscapes to photograph well. Often the
light is too low to hand-hold the camera
and causes automatic flashes to fire. If the
sun is shining strongly enough to break
through the canopy, the trees become
speckled with uneven light and pictures
will look colourless and messy. The best
time to take pictures in a rainforest is after
it has rained, or in light drizzle. The cloudy
skies guarantee an even light and the water
on the leaves adds life and emphasises the
colour. With lower ISO sensor settings, a
polariser and low light, shutter speeds will
be too low to hand-hold. A tripod is essen-
tial and you'll be able to precisely control
depth of field. The polariser will cut down
the reflection off the wet leaves, increas-
ing the intensity of the colours.
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Without a tripod, look for brighter areas
of the rainforest where hand-held photog-
raphy may be possible. You'll find these
around the edges of the forest or in clear-
ings near streams, rivers and waterfalls.

LANDSCAPES RAINFORESTS
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Mossman Gorge,
Daintree National Park,
Australia

When the sun is shining
the lush, tropical rainfor-
est at Mossman Gorge
receives a lot of patchy
sunlight at ground level.
However, when it’s bright
but overcast, all the tex-
tures and colours record
perfectly.

DSLR, 16-35mm lens at 16mm,
6 secs f16,1SO 400, polariser,
tripod



(Right) Iguazu Falls,
Argentina

A slow shutter speed

has created the classic
milky, soft flowing water
effect on one of the many
waterfalls at Iguazu. The
shutter speed and move-
ment of water determined
the amount of blur. Longer
exposures provide a
softer, milkier effect than
short exposures.

DSLR, 24-70mm lens at 44mm,
1/5 16, 1S0O 100, tripod

THE SUBJECTS

RIVERS & WATERFALLS

The flowing water of rivers and waterfalls
can be interpreted in different ways through
shutter-speed selection. To give the im-
pression of running water, experiment with
shutter speeds from 1/30 to one second.
If the flow is fast 1/30 will do and you may
be able to hand-hold the camera using a
wide-angle lens. For best results and maxi-
mum depth of field, use a tripod. Start at
1/15 and go down to one second depend-
ing on the rate the water is flowing and the
amount of blur you're after. Quite a different
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effect is achieved with fast shutter speeds
(1/250 and higher), which ‘freeze’ the wa-
ter in mid-flow, bringing out colour and de-
tail. Like rainforests, waterfalls photograph
best in the even light of a bright overcast
day. Contrast between the water and the
surroundings is often naturally high, and
the soft, indirect light allows detail to be re-
corded in the highlights and the shadows.
A polarising filter can improve the image by
cutting out reflections from the wet rock
and surrounding vegetation.

(Above) American Falls section of Niagara Falls,

Niagara Falls, Canada

In winter part of the American Falls had frozen mid-flow.
To emphasise that the water was frozen literally and not
frozen with a fast shutter speed, | used a slow shutter
speed to blur the water that was still flowing to create a
distinct contrast between the different drops.

DSLR, 70-200mm lens at 145mm, 1/10 f11,1SO 100, tripod

LANDSCAPES RIVERS & WATERFALLS
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Seljalandsfoss waterfall,
Seljalandsfoss, Iceland
Spectacular waterfalls
abound in Iceland but ex-
pecting to simply turn up
and achieve great pictures
would be a mistake. On

a cloudy day the sun was
making only an occasional
appearance, but the dif-
ference it made when it
struck the falling water,
adding life, texture and a
rainbow was substantial
and had to be patiently
waited for. A polarising fil-
ter is essential to ensure
the colours of the rainbow
look their best.

DSLR, 24-70mm lens at 24mm,
1/500 f8,1SO 100, polarising
filter



IGUACU FALLS,

DSLR, 24-70mm lens at 24mm, 2.5 secs

0 100, tripod

L

This has to be one of the best and most accessible

viewpoints at a major waterfall anywhere. Unlike the
situation across the border in Argentina, where even
if you're staying at the expensive hotel in the nation-
al park you're not allowed to the viewpoints once the
park is closed, on the Brazil side there are no such

restrictions. The weather and light were ordinary for

most of the day and then turned bad late afternoon,
clouding over and raining, so everyone left, includ-
ing me, but’'s that only because | was staying at the
nearby hotel. Although it was still miserable half an
hour before sunset | went back anyway, set up my

camera on the tripod and waited because | always

do. It's impossible to predict what will happen, and

if you're ready you only need a moment of great light
to get the shot. On this day | got that moment. When
the setting sun broke through and turned the water
orange, the hours bemoaning the dull flat feature-
less light of the afternoon were totally forgotten and
replaced with elation, and just a little relief. Iguacu
is a long way from Sydney.




THE SUBJECTS

LAKES & REFLECTIONS

Lakes add a dynamic element to a land-
scape. Be aware that a gust of wind can
change the look of a lake significantly — a
mirrored landscape can quickly become
an abstract interpretation of the same
scene. Reflections can’t be guaranteed,
but are more likely early in the day. See
what effect a polarising filter has on the
reflection as you rotate it. You can some-
times get two different-looking photos
by changing the position of the filter. The
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reflected part of the landscape is often
darker than the actual subject. Take your
meter reading from, and focus on, the
landform rather than the reflection so that
the landform is sharp and correctly ex-
posed. If there are more than two stops
difference between the two parts of the
composition a graduated neutral density
filter will even out the lighting, either in
camera or post capture using image-
editing software.

LANDSCAPES LAKES & REFLECTIONS
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Lake Lucerne, Lucerne,
Switzerland

You know you're having
agood day when a yacht
under sail glides grace-
fully into the composition
atjust the right time. The
yacht, along with the low
cloud, add scale, interest
and depth to create a
dynamic scene and truly
reflect the immensity of
Lake Lucerne’s land-
scape.

DSLR, 70-200mm lens at
130mm, 1/400 f7.1,1SO 100

(Opposite)

Melaleuca forest,

Bamurru Plains,

Australia

On a perfectly still
afternoon, conditions
were ideal for capturing
amirror image of the
Melaleuca forest in the
waters of the floodplain.
As | was shooting from the
water on an airboat | had
to wait a few minutes after
the engines were turned
off to let the ripples
dissipate. Placing the
horizon near the centre of
the frame is generally not
recommended but in situ-
ations like this it serves to
highlight the symmetry of
the mirror-like reflection.
DSLR, 70-200mm lens at
70mm, 1/200 5, 1SO 400



(Opposite, top) Water lil-
ies Sukhothai, Thailand

If your equipment doesn't
let you get close (and
even if it does) look for
expanses of flowers and
go for a more scenic ap-
proach.

DSLR, 24-70mm lens at 70mm,
1/30f16, 150 100

(Opposite, bottom) Wild
roses, Karsha, India

This brilliant display of
wildflowers is not in a wil-
derness area or a national
park, butin a small strip

of rubbish strewn land
between avillage field and
aroad. By framing tightly
on the densest area of
flowers and shooting from
alow angle it was easy to
avoid any signs of the hu-
man environment, which
is of course another shot
altogether.

DSLR, 24-70mm lens at 53mm,
1/100 11,150 100

(Right) Lotus flower,
Mary River floodplain,
Australia

The macro focusing
position on my zoom lens
let me get close enough
to capture the kind of
general flowerimages |
look for, rather than the
minute details of buds and
petals that demand a true
1:1 macro lens.

DSLR, 24-70mm lens at 70mm,
1/200f8, 150 1000

THE SUBJECTS

FLOWERS

The colour and natural beauty of flow-
ers make them a favourite travel subject,
whether they're growing in pots and dec-
orating the exterior of a building, flowing
down fences or growing wild as solitary
specimens or dominating the landscape
in dramatic fields of colour. Flower stud-
ies require macro equipment if you want
to fill the frame with a single flower and
achieve maximum impact. If you're us-
ing the macro facility on a zoom lens and
can't fill the frame, treat the flower as one
element of the picture. In a sense you're
looking to create an environmental flower
portrait. Alternatively, look for groups of
flowers to fill the frame with a repetitive
pattern of colour and shapes. Unless the

248

flowers are all parallel to your camera or
you're able to work with an aperture of
at least f8, you'll find that typically only
one or two flowers will be in focus. Select
the best specimen and make it the focal
point, preferably away from the centre of
the frame. The other flowers will form a
soft and very pleasing background.

If there is the slightest breeze, flowers
move and blur, which can look great if
it's what you want. Shutter speeds over
1/125 will stop most movement except
on very windy days, but if using speeds
slower than 1/60, wait for a still moment.
Light-coloured flowers against dark back-
grounds can fool light meters, so meter for
the flower to maintain detail and colour.

LANDSCAPES FLOWERS
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NATURAL DETAILS

It's easy to get carried away with the big picture
when out shooting landscapes. Lower your eyes for
a minute and you'll find the natural world is equally
impressive in miniature. Colour, texture, patterns and
intricate detail can be found in the bark of a tree, the
surface of a rock, in the leaf litter on a forest floor

or just about anywhere you take the time to look. LP;S;PTI:AC'I'(I)(::ZI’;:((::K:
Searching for and photqgraphlng nature’s dgtgll is a T EAR T, BERNHARD
great way to pass the time while you're waiting for EDMAIER

the light to perform its magic on the larger landscape.

You'll know you've succeeded in capturing interest-

ing images when viewers squint and peer closely Reflections in harbour,
trying to work out what the subject is, or are simply Sydney, Australia

amazed at the beauty of the detail. DSLR, 70-200mm lens at
200mm, 1/250 f11,1SO 400

(Top left) Salt crystals on
Chaxa Lagoon at sunset,
Los Flamencos National
Reserve, Chile

DSLR, 24-70mm lens at 28mm,
1/100 5.6, 1SO 100

(Top right) Parched and
cracked earth, Atacama
Desert

DSLR, 24-70mm lens at 33mm,
1/125f8,1S0 100

(Bottom left) Leaf litter
in puddle, Los Glaciares
National Park, Argentina

DSLR, 16-35mm lens at 35mm,
1/306.3,1S0 400

(Bottom right) Icein
river at Everest Base
Camp, Tibet, China

DSLR, 24-70mm lens at 70mm,
1/160f11,1S0O 100
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There's no shortage of subjects to pho-
tograph in the urban environment, even
in the smallest of towns. For the photog-
rapher who likes to shoot a wide range
of subjects this is great news. The urban
environment of the world's towns and cit-
ies provides easy access to the greatest
variety of subject matter and photographic
possibilities per square kilometre than any
other photographic category in any other
location. In the time it takes to walk a block
or two, you can photograph panoramic sky-
lines; people up close, at work or at play;
abstract architectural details; frenetic street
activity and peaceful park scenes. You can
capture elements of the past and the pres-
ent through the city’'s architecture in one
carefully composed street scene; focus in
on torn wall posters in a dimly lit alleyway
and within minutes you're framing up the
most recognisable landmark in the city.
For the majority of us, this environment
is on our doorstep, as most of us live in
or close to cities and towns. In fact, you
could photograph your own doorstep in
pursuit of an urban image. This means
you can get out there and shoot urban
pictures every day, even if you don't have
a trip planned to an exciting megalopolis.
If you do have a trip planned, be warned.
Arrive in a new city intent on covering the
full range of subjects the urban environ-
ment has to offer and you'll find you won't
have much time between shots and little
time to rest. Cities and towns are rich in
subject matter and offer round-the-clock

photo opportunities. A typical day will
look like this:

o up before dawn to get to a predeter-
mined location before the sun rises to
capture the classic skyline or city view
at first light

o over to the waterfront for early-morning
activity

o into the city centre for people- and
traffic-free architectural pictures of key
buildings and quiet streetscapes as the
city wakes up

o head to the morning produce markets
for an hour or so

o back to the main thoroughfares and city
squares as peak-hour crowds and traf-
fic build up for busy streetscapes

o breakfast and note taking

(Above) Place de la Bourse, Bordeaux, France

DSLR, 24-70mm lens at 24mm, 1/125 2.8, 150 2500
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®
The key to
photographing
acity is to walk,

walk and walk.

(Opposite) George
Street, Sydney, Australia

DSLR, 24-70mm lens at 70mm,
6 secs f10,1SO 100, tripod
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® now it's gone midnight and you've got

AFTER DARK

Cities and buildings take on a completely that offers an interesting foreground to fill
different look and feel after dark, and night  the bottom half of the frame, be aware

City tours are offered everywhere and are useful to get a quick over- to get up and do it all again in around

view of a new city and its main sights. However, they have limited use five hours.
for good photography as they're usually run in the middle of the day

and give very little time at each destination. If your budget isn't too

tight forget the bus and do the same thing in a taxi.

o walk the streets searching out new
views, urban details, interesting shops
and people engaged in daily activities

o a late-morning visit to the city’'s muse-
ums and art galleries

o get to an outdoor-eating precinct in
the middle of the day as cafés fill with
lunchtime crowds

o lunch and note taking

o an early-afternoon walk around shop-
ping precincts before visiting places
further from the city centre, including
parklands and beaches

o mid-afternoon check out the craft mar-
kets and city squares to photograph
souvenir stalls, street performers and
people shopping

o then take a quick walk around the food-
market precinct as the cafés and bars get
busy

o late afternoon head to a vantage point
for another (and different) city skyline
or view

o stay on at the viewpoint to photograph
the skyline at dusk as the lights take ef-
fect or dash to another location to pho-
tograph a key building or streetscape in
the half-hour after sunset

o dinner and note taking

o spend the evening in the night markets,
photographing bands playing in bars
and people dancing in nightclubs — by
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Although this schedule suggests a frenetic
pace to see and photograph everything,
the aim is to create a series of images that
capture the character and diversity of a
place and to photograph all subjects in the
best possible light. When time is limited
there will clearly be a tension between see-
ing everything and taking quality images.
This tension is increased when you realise
that cities are dynamic and that things can
change dramatically within minutes. To
really get to know a city you have to be
prepared to retrace your steps at different
times of the day on different days of the
week. A quiet Sunday market can become
a busy throng as people pour out of a near-
by church. Crowds gather and disperse as
street entertainers come and go. Restau-
rant and bar precincts humming at midnight
are deserted at nine in the morning. Parks
that are empty on weekdays become the
focus of activity on weekends, while busy
business districts are abandoned.

While all urban environments have
much in common, the challenge for the
photographer is to reveal the unique spirit
of each city. Many cities are famous for
certain buildings, skylines or activities
and until people visit, that is often all they
know about the place. As a photographer
you should aim to delve much deeper to
reveal a more realistic and comprehen-
sive impression of each city.

images will add an extra dimension to your
collection. The best time to photograph is
around 10 to 30 minutes after sunset. By
then the incandescent lighting provided by
interior, spot and streetlights will be the
dominant light source, but there'll still be
some light and colour in the sky.

Shooting at this time of day offers guar-
anteed results regardless of the weather
(unless you're talking heavy fog) and en-
sures you get the shot even if your sched-
ule doesn't allow you to get back to photo-
graph the building at the right time of day
in natural light. If, in order to avoid converg-
ing verticals, you've chosen a viewpoint

that the foreground must also be illuminat-
ed; otherwise you'll have an unacceptably
large area of the composition in shadow.
When it's completely dark, concentrate
on filling the frame with well-lit subjects
and avoid large areas of unlit space, includ-
ing the sky. Night photography requires a
tripod and cable-release, as exposures are
generally long. To record detail, overexpose
by one and two stops — otherwise the only
thing that will come out will be the lights
themselves. As with all difficult lighting
situations, bracketing is recommended.

Wl T

10|

Palace of Westminster, Big Ben, Hungerford and Golden Jubilee bridges, London, England

DSLR, 70-200mm lens at 140mm, 5 secs 5, ISO 100, tripod
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Sagrada Familia, Barce-
lona, Spain

DSLR, 24-70mm lens at 24mm,
1/3011,1S0 1600

THE SUBJECTS

INTERIORS

Photographing interiors requires the abili-
ty to switch from one technique to anoth-
er, depending on the amount of available
light. Individual displays are sometimes
lit with spotlights intense enough to al-
low the camera to be hand-held. Gener-
ally, though, light levels are too low to
photograph interiors hand-held without
increasing the sensor’s ISO rating, using
flash or mounting your camera on a tri-
pod. Be prepared for all three situations.
In many places flash and tripods are pro-
hibited, so there’s no choice but to in-
crease the ISO rating or put away your
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camera. If flash is permitted remember
to keep your subject within the range of
your unit. The main advantage of a tripod
is that you can shoot at your preferred
sensor setting and achieve the exact
amount of depth of field that you require.

Most interiors are lit with a mix of in-
candescent lights that create pleasing,
warm and interesting effect that repli-
cates the atmosphese of the building.
Digital cameras with the white balance
set to auto will correct the colour to
record the subject as the eye sees it
(see p32).

CITY VIEWS

Not all cities have impressive skylines,
but an overview from a high vantage
point or a panoramic view of a particu-
larly interesting part of town provide great
photo opportunities and the same scene-
setting effect for a series of images.

The vantage point for city views is
usually in the city itself and easily ac-
cessible. Apart from official observation
decks that are often in centrally located
skyscrapers, keep an eye out for other
vantage points that will give you the
chance to create more unique images.
Hotels sometimes have rooftop bars
and restaurants that are easy to access,
cafés with balconies are often situated
around town squares, cathedrals some-
times have viewing platforms high in
their spires and domes, and high-rise
car parks are common in big cities. In

THE URBAN ENVIRONMENT CITY VIEWS

hilly cities there are endless opportuni-
ties to find interesting views —it's just a
matter of perseverance and stamina as
to how many you discover. Check out
a few during the day, noting where the
sun will set and rise, and return later to
the best-placed viewpoint.

If the city is on a river or by the sea
(or both) you'll find bridges and harbours
that often offer brilliant vantage points.
They create an open space that lets you
get back from the city buildings and at
the same time provide an interesting
foreground. When conditions are right,
usually early morning or late afternoon,
you have the added bonus of reflections
in the water. Use your map and com-
pass to make sure you're on the right
side of the river or harbour at the right
time of day.
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Town at sunrise, Assisi,
Italy

It's always important to
know where you want to
be for sunrise. An after-
noon recce the day before
established just how long
it would take to get to the
perfect vantage point and
more importantly exactly
what time | had to get out
of bed.

DSLR, 24-70mm lens at 43mm,
1/13 f22,1S0 100, tripod



City skyline at sunset,
Sydney, Australia

DSLR, 70-200mm lens at
180mm, 1/200 f10, 1SO 100

THE SUBJECTS

SKYLINES

Every large city has a unique skyline and
getting to a vantage pointin the first or last
hour of the day should be a top priority in
every city you visit. The classic skyline —
a panoramic view of the skyscrapers and
buildings in the city’s central business dis-
trict —is a great opening image for albums
or slide shows and provides a context for
the photos that follow.

Many cities have well-known vantage
points on nearby hills or in public spaces
along rivers or around harbours. Often
there will be several viewpoints with dif-
ferent perspectives on the city. These
will feature in local postcards, souvenir
books and tourist brochures, giving you
a good idea as to which location will of-
fer the shot you're after. Vantage points
are sometimes on city outskirts, so find
out how to get there and how long it will
take. If the viewpoint is on the remote
side or in a park, it's more practical and
often wiser to pay a taxi to wait for you.
Use a map to determine the direction
of the sun in the morning and evening
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and thereby establish the best time to
visit and capture the city in great light.
No matter where the sun sets, you'll be
rewarded with great pictures in the half-
hour after sunset as the sky darkens and
city lights begin to take effect. Even if
the weather isn't good, make your way
to the vantage point at this time. The
combination of illuminated buildings, a
darkening sky and long exposures cre-
ates dramatic and colourful images even
on the worst of days. See p255 for ad-
vice on night photography.

It's also worth taking your full comple-
ment of lenses to the viewpoint because
they are never one-shot spots. You'll
have the opportunity to capture all sorts
of images, from entire city panoramas to
the city’'s signature skyscraper, in vari-
ous vertical and horizontal compositions.
Just as importantly, until you've been
there, you can't be sure just how far the
lookout is from the city and you might
end up requiring a 200mm lens to shoot
the panoramic view

THE URBAN ENVIRONMENT SKYLINES
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Skyscrapers dominate the skyline and central business district of most large cities. They are
often difficult to photograph as it’s hard to get far enough away to get a clear view of an entire
building from within the city. Take the opportunity when you're photographing the skyline to

pick out groups of or individual skyscrapers, as it may be the best view you get.

il
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City at dusk from Bayoke
Sky Tower, Bangkok,
Thailand

| always take the opportu-
nity to photograph cities
from their designated
lookouts. The view can be
guaranteed and it’s often
the signature image of the
city soit’simportant to
have in my collection. Af-
ter that I'll look for a view
that’s more unique.

DSLR, 24-70mm lens at 50mm,
10 secs f8,1S0 100, tripod
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Parliament House and
Old Parliament House
with reflections in Lake
Burley Griffin at dusk,
Canberra, Australia
DSLR, 70-200mm lens at
200mm, 8 secs f5.6, SO 100,
tripod

THE SUBJECTS

ARCHITECTURE

Cities are defined by their architecture.
Their histories and aspirations are clear-
ly manifest in the buildings that line the
streets, overlook the squares and house
institutions. Photographing architecture is
an integral step in creating a collection of
images that capture the soul of a city.

The most famous buildings are major
drawcards and deservedly high on ev-
eryone's shot list. They should be given
priority in terms of time and commitment
to photographing them well, because it's
easy to take boring pictures of buildings.
Simply walking up to a building and grab-
bing a shot will rarely do the job. Don't for-
get you're photographing someone else’s
creativity, so try to do it justice.

One of the main difficulties faced is
getting far enough away to capture an
entire building without causing converg-
ing verticals in the image. Tilt your cam-
era up to photograph a building and it
will appear to be falling backwards. Look
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down on a building and it will appear to
lean towards you. The wider the lens
and the closer you are to a building, the
more pronounced the effect. Converg-
ing verticals or linear distortion can be
effective, however, when the composi-
tion exaggerates the distortion. Looking
up at skyscrapers is a good example of
this technigue. To record buildings faith-
fully, the camera’s sensor plane must
be parallel to the vertical surface of
the building. Unless you're carrying a
perspective-correction (PC) lens (see
pb1), this is most easily achieved by:

o Finding a viewpoint that is half the
height of the building that you're intend-
ing to photograph.

o Finding an interesting foreground to fill
the bottom half of the frame.

o Moving away from the building and us-
ing a telephoto lens.

If you're really serious about keeping
your horizontal and vertical lines straight,
a spirit-level accessory is most useful.
Some tripod heads have them built in, or
you can buy an accessory that fits into the
camera hot shoe. The best of these have
two spirit levels, one for horizontal accu-
racy and another for vertical accuracy.
Once you've established a viewpoint
and lens combination that doesn’t bend
the building (too much), you have two or
three opportunities each day when the
lightisright. Thisis either earlyinthe morn-
ing or late in the afternoon, depending
on which way the building faces, and,

THE URBAN ENVIRONMENT ARCHITECTURE

when it's illuminated, in the half-hour af-
ter sunset. There's no point taking the pic-
ture at all if the main facade is in shade.
Look for opportunities to include people
in architectural pictures. They add scale,
colour, movement and interest. If you
don’t want to include people or other ele-
ments such as parked cars or traffic, and
don’t want to put your patience to a severe
test, photographing early in the morning is
usually the best opportunity you'll have.

®
You can also correct converging verticals
using perspective correction controls in
image-editing software. It’s a very handy
tool to learn how to use as carrying a PC
lens is an extravagance for most of us and no
matter how hard you try you often just can’t

avoid converging verticals.

As you can see, | think dusk is the time to photograph buildings of all sorts, from
modern office buildings to iconic landmarks. The combination of incandescent
light and the magical and unpredictable colours of the sky at sunset rarely fail to
do justice to the magnificent buildings that have been created around the world.
(Top) ASB Bank headquarters, Auckland, New Zealand

DSLR, 24-70mm lens at 45mm, 6 secs f11,1SO 100, tripod

(Bottom) Sony Centre, Berlin, Germany

DSLR, 24-70mm lens at 24mm, 13 secs f16, 1SO 100, tripod
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ARCHITECTURAL DETAILS = S SRR S M

It is impossible to appreciate the fine ar-
chitectural and artistic details that adorn
many buildings in a photograph of the
entire structure. Therefore, look to com-
plement your architectural shot with
close-ups of the most symbolic and
graphic of these details. You can often do
this from the same position by zooming
in or changing lenses for the most obvi-

Federation Square, Melbourne, Australia

ous and grander details. Then walk in and
around the building to ensure you see
the more intricate work. Look for texture,
shape, colour and pattern in the design
and structure of the building. Textures
and details are much easier to see and ap-
preciate when early morning or late after-
noon side light is skimming the surfaces
of the building.

The size of a city block, Melbourne’s Federation Square is a brilliant building for creating abstract-type compositions.
The glass panels on parts of the facade allow you to see through to the steel structure and zinc panel facades of other
parts of the building. This alone provides ample opportunities for creative photography, but when the lights come on
in and around the building at dusk, reflections and colour add another dimension (and another set of opportunities
altogether).

DSLR, 24-70mm lens at 59mm, 25 secs f14, 1SO 100, tripod

(Top) Stained glass dome
in Hotel Bolivar, Lima,
Peru

DSLR, 24-70mm lens at 24mm,
1/1256.3,1S0 400

(Bottom) Facade of
apartment building on
Plaza Mayor, Madrid,
Spain

DSLR, 24-70mm lens at 53mm,
20 secs f11,1S0 100, tripod
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LIGHT SHOWS

Sound and light shows are popular the world over,
and illuminate multiple buildings and locations
around cities. Some are staged nightly at notable
tourist attractions, while others coincide with
festivals or are annual events in themselves. With
the projections, which are mostly fast moving, it
is quite challenging to capture sharp photographs
of the individual images and graphics. A faster
shutter speed, high ISO and timing the exposure
at the moment there is a slight pause does make
it possible though. Often the sequences vary from
being very bright and colourful to darker, sombre
tones. If you're hand holding your camera wait

for the brighter sequences and start with high
ISOs around 800 or 1000 and a shutter speed
around 1/60 second. Using a tripod gives you the
advantage of also being able to use slower shutter
speeds which will allow the colours and patterns
to wash over the building creating varied and
interesting effects.

Wat Mahathat is transformed with coloured lights during the annual Loi
Krathong festival. | was able to get the exact position | needed - directly
in front of the main statue, close to the water and just at the right
elevation to see the reflection - by being there early in the evening when
the technicians were testing the lighting. It was a bit random as to what
monument they would light up and for how long, but it beat dealing with
the crowds and restricted areas later.

DSLR, 24-70mm lens at 70mm, 30 secs 7.1, 1SO 400, tripod

The Opera House takes centre stage at the annual Vivid Light festival,
soit’s a challenge to capture it in a slightly different way to simply
photographing the projections on the sails. By timing my 20-second
exposure to capture the light trails from a passing ferry I've recorded
another layer of light, not visible to the human eye, thereby adding a
surprising element to the image.

DSLR, 24-70mm lens at 70mm, 20 secs f14, 1SO 1000, tripod

LIGHT SHOWS
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Enchanted Sydney was
mostly a bright and
joyful experience for the
audience, but there was a
moment when it appeared
almost spooky, which |
emphasised with a tight
composition to eliminate
other lights and context.
DSLR, 16-35mm lens at 33mm
2 secs £6.3, 150 400, tripod
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STREETSCAPES

Shanghai’s Bund, New York'’s Fifth Ave,
Memphis' Beale St, Dubrovnik’s Placa
and Paris’ Champs Elysées are streets
that demand to be photographed. Their
very names conjure up images of the
heart of the city. Every city has such
streets (even if they aren't household
names) — streets that are the city's com-
mercial, cultural, tourist and transport fo-
cus for locals and visitors alike.

The most consistently effective
streetscapes can be made with a me-
dium telephoto or zoom lens setting
around 100-150mm. These focal lengths

Arched passageway in medina, Kairouan, Tunisia

Don't just concentrate on the famous streets. Scenes
like this in Kairouan’s old city offer a glimpse of a qui-
eter life just a few minutes walk from the bustling city.
DSLR, 24-70mm lens at 28mm, 1/125 f7.1,1S0 400
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allow you to pick a point of interest at
least 100m away from your camera po-
sition and provide just the right amount
of subject compression to give a realistic
perspective between the foreground and
distant elements in the street. This will
create a dynamic and busy feel, and will
keep the buildings parallel with the sen-
sor plane so the verticals remain straight.

An elevated viewpoint works best, as
it gives you the clear space you need in
front of the lens to prevent foreground el-
ements such as people and traffic from
unbalancing the composition and blocking
the view. Keep an eye out for 1st-floor
windows and balconies, rooftops, bridg-
es and pedestrian overpasses, as they
all make ideal vantage points. At street
level find a viewpoint with some space in
front of it. Even a slight rise in the road or
standing on a couple of steps will let you
shoot over the immediate foreground.
Otherwise, standing on the kerb or in
road intersections (once the traffic has
cleared on your side of the road) will do.
However, you need much more patience
when shooting at street level.

When you're planning your shot and
searching for a viewpoint, remember
that when the light is at its best (early
morning or late afternoon) one side of
the street will usually be in shadow.
Once the sun has set and the lights
come on, you'll have your best opportu-
nity to include both sides of the street in
a single photograph.

THE URBAN ENVIRONMENT STREETSCAPES
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Calle Gran Via, Madrid,
Spain

DSLR, 24-70mm lens at 70mm,
6secs f10,1S0 100, tripod
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URBAN DETAILS

Change your focus from the grander sub-
ject matter of skylines and architecture
and you'll discover a whole new world
of less obvious but equally interesting
subjects. The subjects are the kinds of
things that most people take for granted
and walk by without a second look, but
for the sharp-eyed photographer they're
important in creating an overall impres-
sion of the city. Frame-filling close-ups
of walls, signs, decorated bus shelters
and lamp posts, shop-front decorations,
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cafe menu boards and posters add colour,
texture and personality to your collection.
Look out for urban details that are unique
and recognisable as belonging to the city.
The other great thing about these sub-
jects is that many can be photographed at
most times of the day in any weather, so
they're great for filling in the time when
the circumstances aren’t right for shooting
other subjects. You can also continue your
search for urban details well into the night
with well-lit subjects such as neon signs
and street lights. You'll need your tripod and
cable release, as exposures are generally
long. To record detail, overexpose by one
and two stops. As with all difficult lighting
situations, bracketing is recommended.
The ideal lens for capturing many urban
details is a medium telephoto or zoom lens
set to a focal length around 70-135mm.
You'll be able to fill the frame with your
subject without having to get too close or
without getting down on your knees.

THE URBAN ENVIRONMENT URBAN DETAILS
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Poster remanent on wall
in old city, Srinagar, India
Painted walls, old posters
and attractive script are
exactly the kind of things
| keep a lookout for when
wandering around city
streets. It's great when
they all come togetherin
the one shot. I've got no
idea what the old poster
was promoting, except
that admission was free!

DSLR, 24-70mm lens at 24mm,
1/160 9, 1SO 1000

(Opposite, top) ‘Love
locks” on Pont des Arts,
Paris, France

DSLR, 24-70mm lens at 28mm,
1/125f5.6,150 400

(Opposite, bottom left)
Shadow and coloured
light from stained glass
window on church floor,
Bordeaux, France

DSLR, 24-70mm lens at 24mm,
1/100f3.2,150 2500

(Opposite, Reflection
in plastic screen on
cafe balcony, Sydney,
Australia

DSLR, 24-70mm lens at 70mm,
1/125 5.6, 150 400

(Opposite, bottom right)
Oil storage tank at Bal-
last Point Park, Sydney,
Australia

DSLR, 24-70mm lens at 24mm,
1/80f9, 1SO 400100, tripod



Street artist painting on
remnant of Berlin Wall,
Berlin, Germany

I photographed a lot of
street art and graffitiin
Berlin. It's always fun to
pick out details and fill
the frame with colour

and shapes, but the much
rarer shot of a street art-
istin action was at the top
of my shot list. The fact he
was actually painting on
the iconic Berlin Wall was
the icing on the cake.
DSLR, 24-70mm lens at 42mm,
1/125 8,150 100

THE SUBJECTS

STREET ART

Cities are full of street art, including high-
profile sculpture installations in key loca-
tions, colourful murals on walls of all sizes,
illicit graffiti scrawled across derelict
buildings and statues of all shapes, sizes
and significance.

You can photograph the artwork in its
entirety or focus on a detail to create an ab-
stract image emphasising shape, colour or
texture. Walk around, under and between
large sculptures and installation art. Then
check it out from a more distant position,
observing how the light is falling and what
the background options are. It can be por-
trayed in very different ways: as a static
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piece of art, a prominent or insignificant
element in the streetscape or a backdrop
to the hustle and bustle of city life.

Walls covered with murals or graffiti
also make excellent backgrounds, so if
the light is right, take up a position, com-
pose your image and wait for interesting
people to pass by. In bright sunlight watch
out for shadows and reflections that cre-
ate uneven light. Our eyes and brain com-
pensate for the difference in brightness,
so they can be easy to miss, but images
don’t work if there is an unsightly shadow
or a bright area blocking out detail in part
of the composition. A polarising filter is

often useful for this subject to cut down
reflections and ensure saturated colours.

Statues often result in some of the most
boring pictures imaginable, as people feel
obliged to photograph them but rarely give
much thought to the image. They are often
made of very dark materials so the details
are hard to see and they end up looking like
silhouettes. That's fine if it's deliberate,
but not so good if you intended to see the
detail. Early morning or late afternoon side
light will bring out the detail and texture
and add a touch of colour, bringing even
the dullest of statues to life.

(Top) Sticky notes in Hosier Lane,
Melbourne, Australia

DSLR, 24-70mm lens at 28mm, 1/160 3.5, 1SO 400
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(Bottom) ‘Sun Voyager’
sculpture by Jon Gun-
nar, Reykjavik, Iceland
The ‘Sun Voyager’,
standing prominently on
Reykjavik's seafront is
impressive enough any-
time of day. And | must
have been impressed,
because it’s not often I'll
prioritise photographing
a sculpture, especially
at 10pm. However, | was
determined to do justice
to the artwork and
capture itin the best
possible light. A stormy
sky at sunset delivered
great light and a perfect
background.

DSLR, 24-70mm lens at
34mm, 1/100 f2.8, 1SO 100



Larco Museum, Lima,
Peru

DSLR, 24-70mm lens at 36mm,
1/30 4,150 3200

THE SUBJECTS

GALLERIES & MUSEUMS

Galleries and museums are often signifi-
cant places in the city’s psyche and their
collections are housed in buildings as di-
verse as centuries-old, dark, musty man-
sions and purpose-built futuristic spaces.
The exhibition areas vary enormously
from place to place and even from room
to room, presenting the photographer
with various challenges.
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Be clear what it is that you want to
achieve. Unless you have set yourself the
goal of cataloguing every item in the build-
ing, you don't need to photograph every
room, exhibit or piece of art. Two or three
images from each place will do; ideally, this
will include an overview of the most im-
pressive public space and a close-up of the
most attractive exhibits. This will free you
up to concentrate on finding exhibits that
you can photograph well with the gear you
have, rather than struggling to photograph
a particular thing with the wrong gear.

Photographing the interiors of galler-
ies and museums requires the ability to
switch from one technique to another
depending on the amount of available
light and the restrictions placed on photo-
taking by the establishment.

In many galleries and museums flash
and tripods are prohibited, so in dimly lit
spaces there’s no choice but to increase
sensor sensitivity. Even if flash is permit-
ted, a single flash unit will rarely be pow-
erful enough to light up a room and, when
used within its range on individual exhib-
its, the results will be pretty ordinary, giv-
ing you a record shot at best. Also, many
displays are behind glass, so you'll have
to turn the flash off to avoid an image-
ruining highlight as the flashlight bounces
straight back into your lens. A tripod is the
best solution and will give the most con-
sistent results in any situation, no mat-
ter how low the light, you can use your
standard sensor setting and achieve good
depth of field. However, as already noted,
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tripods are not welcome in most places
so increasing sensor is usually the go.

Before you change your sensor set-
tings, have a quick look around to es-
tablish which exhibits or rooms you
want to capture and how best to do it.
If you shoot as you go along, especially
in a large, many-roomed building, you
could spend vyour time in difficult-to-
photograph rooms when there is a much
easier situation next door or on the next
floor. Using ambient light will better cap-
ture the atmosphere of the exhibition spac-
es, so look for rooms that have a mix of
daylight and incandescent light; are flooded
with daylight (from windows or skylights);
or individual exhibits placed near windows
or lit with spotlights intense enough to al-
low the camera to be hand-held.

Australian War Memorial, Canberra, Australia

Photographing a display without a flash or tripod is no problem when you can crank up
the ISO sensitivity of the camera’s sensor. Just make sure you know its limits in terms

of acceptable noise; just because the numbers go up to 25,000 doesn’t mean the image
files will be acceptable. Alternatively, look around for displays that are near windows or
get close to individual displays that are lit with intense spotlights.

DSLR, 24-70mm lens at 32mm, 1/60 f2.8, 1SO 1000

Mosaics at Bardo Mu-
seum, Tunis, Tunisia
There weren’t many visi-
tors at the Bardo Museum
but I thought it was worth
waiting for someone

to pass by the arched
entrance way at the end
of the room, just to dif-
ferentiate this shot from
the standard ‘room only’
pictures | had seen in my
research.

DSLR, 24-70mm lens at 24mm,
1/30f5,150 400
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INSPIRATIONAL BOOK:
WHERE EVERY BREATH
IS APRAYER, JOHN
ORTNER

THE SUBJECTS

PLACES OF WORSHIP

Monasteries, temples, churches, mosques,
shrines and synagogues are a focus of
day-to-day activity in many places, from
the smallest village to the biggest city, and
are rich in subject matter. The buildings
are often architecturally impressive, inside
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and out, and many contain fabulous works
of art or at least ornate altars, painted ceil-
ings and walls, statues of all sizes and
stained-glass windows. There are also
plenty of interesting details to discover,
such as burning candles, incense coils,
religious texts and motifs on walls. Be-
cause they're the focus of daily life, there
is activity in and around the place much of
the time, including a steady stream of pil-
grims and devotees, stalls selling religious
paraphernalia, souvenirs and flowers. This
activity, of course, culminates at times of
worship and special events.

Visitors are generally welcome to en-
ter and observe and, in return, sensitiv-
ity and respect are expected. Find out if
certain days or times of day are busier
than others because you'll be far less
conspicuous in a crowd. Always ask be-
fore shooting if there's any doubt as to
whether photography is allowed. Reli-
gious ceremonies are not put on for the
benefit of tourists and you really should
take a step back and consider the situ-
ation before jumping in with all flashes
blazing. It's possible to be respectful and
still come away with a rewarding experi-
ence and images to match.

In the most famous or interesting plac-
es it's ideal if you have time for two visits.
Firstly, go when the place is quiet so you
have the time and space to photograph
the interior architecture and artworks.
The interiors are usually dimly lit so a
tripod is needed for best results, and it's

Men praying in Blue Mosque, Istanbul, Turkey
DSLR, 16-35mm lens at 16mm, 1/30 10, ISO 4000
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considerably more practical to take these
pictures when there is no formal activity.
Secondly, go at a time of worship, to cap-
ture the real spirit of the place, when it's
functioning as a focal point for people’s
faith. During ceremonies, especially those
indoors, turn off the camera’s flash and if
your camera allows, switch to the silent
operating mode. Take up a position where
you can come and go without disturbing
others and that makes the most of any
available natural or incandescent light.

(Bottom) Service in Chapel of the Treasury in

Naples Cathedral, Napels, Italy

Even if I've already photographed the interior of a place
of worship I'll always check in again if I'm passing to see
if there is something going on. Totally differentimages
result when a congregation is in the seats, even ifit's a
small private service like this one.

DSLR, 24-70mm lens at 35mm, 1/30 3.5, 1SO 800

(Top) Monks at morning prayers at Nalanda Monastic School, Punakha, Bhutan

When | enter places of worship | always have my cameras out so | can shoot quickly

and don't give the impression I'm trying to sneak pictures. If taking photos is a problem
someone will soon tell you.

DSLR, 16-35mm lens at 16mm, 1/30 f4, 1SO 4000
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Light trails, Hanoi,
Vietnam

Vietnam’s urban roads are
known for their seemingly
non-stop chaos. A high
view of the light trails,
mostly from motorbikes
and scooters darting
through this intersection,
is my take on something
every traveller experi-
ences as they make their
way around Hanoi.

DSLR, 24-70mm lens at 40mm,
20 secs f22,1S0 100, tripod

THE SUBJECTS

TRAFFIC & TRANSPORT

No pictorial coverage of the urban environ-
ment would be complete without images
of vehicles plying the roads, waterways
and tracks in and around town. Vehicles
that are typical of a city, such as man-
pulled rickshaws in Kolkata, three-wheeled
tuk tuks in Bangkok, harbour ferries in Syd-
ney and cable cars in San Francisco, are all
symbolic of their urban location.

Many big cities are infamous for their
road-traffic congestion and the pollution it
causes. It might be annoying as a pedes-
trian or passenger, but it's good value for
the photographer. The only way to really
show congestion is from a high vantage
point. Bridges and pedestrian overpasses
are dotted across most major roads and
are perfect for photography. Shooting in
harsh light in the middle of the day will
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heighten the impression of an unattract-
ive environment and clearly show the pol-
lution. Shooting in the warm light of early
evening, when the rear lights of vehicles
are on, can make crowded roads seem
much more attractive than they really are.
From your vantage point, focus on a point
some distance up the road with a 100—
200mm telephoto lens or zoom and you'll
compress the traffic, giving a much stron-
ger impression of a busy road. Shooting
with a tripod also allows you to use slower
shutter speeds to blur moving vehicles.
Back down at road level, you can illus-
trate the frenetic pace of the traffic by pick-
ing out individual vehicles and using the
panning technique to keep the moving sub-
ject sharp while blurring the background,
creating a sense of movement and speed.

THE URBAN ENVIRONMENT TRAFFIC & TRANSPORT

277

Ferries departing
Circular Quay, Sydney,
Australia

Ferries come and go all
day from the transport
hub of Circular Quay, so
there is no shortage of
opportunities to photo-
graph them. Given they
travel past the city’s two
iconic landmarks - the
Harbour Bridge and Opera
House - it's a shot most
people take. When | woke
to heavy fog blanketing
the city | raced down to
the harbour knowing I'd
have a chance at creating
amore unique take on a
popular subject.

DSLR, 70-200mm lens at
90mm, 1/40010, 150 100



FESTIVALS

The spectacle, colour and crowds that are the hallmarks of festivals around the world
make them a great subject for travel photography. They offer the chance to see a com-
pletely different side to the people of the place you're visiting. Many people dress up
for the event, either in their best clothes, traditional dress or just for fun in whacky gear
and you'll find they're relaxed, in high spirits and very happy to be photographed. Take
advantage of the crowds and festive atmosphere to mingle with the locals and get in
close to the action.

At seated events, getting close to the action can be difficult and a telephoto or long
zoom lens is essential. If you're stuck in one place or the participants are moving around
a stage, wait for the action to come to you. Infuse variety into your shots by varying fo-
cal lengths and framing horizontally and vertically. Remember to turn your lens on the
spectators who also make great subjects as they watch and react to the proceedings.

Fancy costumes and traditional dress is a feature of most festivals. Interesting im-
ages can be made by getting in close and filling the frame with the colours, patterns
and unigue features of the participants’ clothing. These shots can be done quite unob-

trusively and successfully with lenses in the 1560-200mm focal length range. If you're
going to use a shorter lens and get close, you'd better get permission before you start
focusing in on parts of someone’s anatomy, even if it is clothed.

7@7
Regardless of how
much informa-
tion you acquire,
patience and
flexibility will help
you enjoy the day.
There's often a
lot going on, so be
prepared for long
days and lots of

walking.

Festivals provide great
opportunities to photo-
graph people as they are
often dressed up and in
party mode and it doesn’t
take much to encour-

age them to stop fora
picture. Be on your toes
because the atmosphere
is conducive for people to
spontaneously play up for
your camera.

(Opposite) Float in
Samba School Parade at
Carnaval, Rio de Janeiro,
Brazil

DSLR, 70-200mm lens at
155mm, 1/160 f4.5,1SO 1250

(Left) Performersin
festival procession,
Ayaviri, Peru

DSLR, 24-70mm lens at 24mm,
1/800 f5.6, 1SO 100




THE SUBJECTS

DEALING WITH CROWDS

The bigger festivals can be particularly
intense as they attract large crowds
into finite spaces, hemmed in by build-
ings, roads, barricades and ropes. Crowd
control is obviously an issue for the or-
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ganisers and getting close to the action
can't be guaranteed. Arrive in the vicinity
early for the chance to get your bearings
of the area, check out possible vantage
points and confirm basic facts with or-
ganisers or knowledgeable locals, such
as start and finish times and the timing
of scheduled events, and secure a seat if
necessary. Remember also that festivals
in urban areas can cause traffic chaos
and that crowd-control measures may
close roads around the focus of activity.
It's better to be in position a little early
than too late, so allow extra time to get
to the event.

You really do need to step up your level
of vigilance to ensure your gear is safe
when you're in crowded situations. When
you're caught up in a large throng, wear
your day pack in front or your shoulder
bag across your body and swing it in front
of you. Make sure it's properly closed.
Assuming you're wanting to take photos
you'll need your camera around your neck
as well, but this is probably safer than
continually having to open and close your
bag to get it out and put it away.

Banda de Ipanema street party during Carnaval,

Rio de Janerio, Brazil

Thousands of people participate in one of Carvaval'’s
most famous street parties. The challenge, as always
with festivals that attract big crowds, is to find suitable
vantage points and maintain the energy to complete an
extended coverage of the day’s events. | was able to climb
on a television crew’s vehicle, parked right in the middle
of the street, and grab a couple of quick shots to show a
small part of the crowd from a slightly elevated position.
DSLR, 24-70mm lens at 24mm, 1/1200 {8, ISO 400
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Participant at Banda de
Ipanema street party
during Carnaval, Rio de
Janerio, Brazil

Carnaval’s street par-

ties provide a non-stop
parade of revellers in
crazy costumes who love
being photographed. The
difficulty here was getting
back far enough and then
holding my position for a
clear shot as the crowd
(and him) was steadily
moving forward the entire
time.

DSLR, 24-70mm lens at 70mm,
1/160 10, 1SO 400

Novice monks watch-
ing the launch of a sky
lantern during Yi Peng
festival, Chiang Mai,
Thailand

Don't forget to pay some
attention to the crowd

at special events. Often
they're so engrossed in
proceedings that you'll
capture great expressions
as they react to what
they're witnessing.

DSLR, 70-200mm lens at
200mm, 1/250f7.1,150 400



THE SUBJECTS

PARADES & PROCESSIONS

Parades and processions are often a fea-
ture of festivals and are particularly de-
manding subjects in their own right. By
their very nature (they're moving) you
don't get a lot of time to think, compose
and shoot. Big, organised parades attract
big crowds and routes are often roped
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off, making it difficult to move around
quickly. You may also prefer to remain in
one place if you're with family or friends.
If so, choose the position carefully. Con-
sider the direction of the sun and the
background possibilities in relation to the
direction of light. You don't want to find
yourself looking into the sun or at a jum-
ble of power lines, unable to move. If you
do have the freedom to move, try walking
with the parade. This will give you the op-
portunity to concentrate on the elements
you find most interesting and to try vari-
ous viewpoints.

For more informal shots and great op-
portunities to get really close, seek out
meeting places where the participants
gather before and after the parade. This is
a great time to take portraits of people in
costume, which is difficult while the pa-
rade is moving.

®
When you head out to a festival, take every
memory card you've got. You'll be amazed
how many photos you take and you don't
want to spend half your time deleting im-
ages to make way for new ones while the

action passes you by.

Inti Raymi Festival, Cuzco, Peru

During Inti Raymi (Festival of the Sun) a procession of

gods makes it's way around Cuzco’s main square, Plaza de
Armas. It's crowded and once the procession gets going it is
best photographed from an elevated position. The square is
lined with restaurants and most have balconies or windows
on the second floor. | checked a few earlier in the day and
sought permission from a couple of them to go back later
when the parade was underway, which meant that | didn’t
have to explain and lose time when | needed to be taking
photos. DSLR, 24-70mm lens at 70mm, 1/160 f8, 1SO 100

FESTIVALS PARADES & PROCESSIONS
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Jampey Lhakhang Festi-
val, Jakar, Bhutan

Smaller festivals in re-
mote locations allow con-
siderably easier access to
the action than world fa-
mous events. It's then just
amatter of selecting the
most interesting people
and moments and keeping
afew paces ahead.

DSLR, 16-35mm lens at 22mm,
1/250 5.6, 1SO 400

Carnaval, Montevideo,
Uruguay

Much of Montevideo's
carnaval parade winds its
way through dark streets
on the edge of the city. |
kept walking until | found
the main viewing area
where the VIPs and paying
spectators were seated.
This part of the route was
well lit with floodlights
so | spent my time there
waiting for the parade to
come to me.

DSLR, 24-70mm lens at 24mm,
1/1259,1S0 1000



@ENTERTAINMENT

Shopping, live music, cultural shows, sporting events, the bar scene and crowded
nightclub dance floors — there are plenty of activities to choose from to keep us enter-
tained, and still photographing, when we've finished seeing the main sights.

M of the subjects are found indoors and the combination of very low ambient
light with bright spotlights, crowded venues and moving subjects make these sub-
jects as challenging as it gets. Experimentation is the key in all these situations, so be
prepared to take plenty of frames. In these circumstances you'll really appreciate the
instant feedback on the LCD screen.

»osite) Chinese opera performance, Hong Kong, China Above) e on Place Sidi Bou Said
With a good view of the stage and a telephoto zoom on my camera | 3,24 m lens at 70mm, 15 se
was able to capture a variety of close up and wide shots of the action
from my seat. The colour of the stage lighting can be tweaked when
the raw file is processed, but | still prefer that stage lighting is ren-
dered warm to convey the ambience of the theatre experience.
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If you have to sitin
aseat, select one
at the end of a row,
that way you'll be
able to get up and
move around if the
opportunity arises
without disturbing
other audience

members.

Orchestra at Water Pup-
pets performance, Hanoi,
Vietnam

DSLR, 70-200mm lens at
145mm, 1/1252.8,150 1000

THE SUBJECTS

PERFORMANCE

You'll come across theatrical performanc-
es and cultural shows featuring music and
dance indoors and out, day and night, in
venues large and small, on the street in
impromptu shows and in hotels, resorts
and restaurants accompanied by dinner.
At many of these shows you may be re-
stricted to your seat, so take along your full
set of lenses. Avoid using direct flash as it
will kill the ambience of the venue and per-
formance. Instead use the available incan-
descent light or combine it with flashlight
if permitted. Using the flash-blur technique
(see p177) and mixing incandescent and
flash light works well at shows where there
is movement on stage and you're able to
get within the range of your flash unit.

If you choose to work with the available
light, fast 800 or 1600 ISO sensor settings
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will allow you to hand-hold your camera at
shutter speeds of 1/30 or 1/60 of a second,
particularly if your camera or lenses have
image-stabilising technology. Study the
lighting carefully. Stages and performers
are rarely lit evenly. Performers are often
lit by a spotlight and are brighter than the
background. Unless the performer fills the
frame, automatic meters will overexpose
the subject. This is the ideal situation to
use your camera’s spot-metering system.
Or, zoom in and fill the frame with the
spot-lit performers, lock the exposure and
recompose, or underexpose the meter's
recommendation by one or two stops.
With or without the aid of flash, time
your exposures for the moments when
the lights are at their brightest to minimise
large areas of shadow behind your subject.

ENTERTAINMENT PERFORMANCE
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Dancer at Maho Casino,
Grand Case, St Martin

At most performances
where you can't move
around, or would rather
not, a front-row seat and
atelephoto zoom lens
will usually give you the
opportunity to capture a
variety of compositions,
including the whole
stage and close-ups of
individual performers.
DSLR, 70-200mm lens at
135mm, 1/60 2.8, ISO 500



THE SUBJECTS ENTERTAINMENT SHOPPING

(Top left) Bur Dubai
Souq, Dubai, United Arab
Emirates

DSLR, 24-105mm lens at
24mm, 1/100 f4,1SO 100

(Top right) Injalak Arts,
Gunbalanya, Australia

DSLR, 24-70mm lens at 24mm,
1/50f4.5,150 2000

(Bottom left) Paper
maché factory shop,
Srinagar, India

DSLR, 24-70mm lens at 24mm,
1/160 f5.6, 1SO 2500

(Bottom right) Grand
Bazaar, Istanbul, Turkey

DSLR, 24-70mm lens at 24mm,
1/125f6.3,1S0 2500

SHOPPING ®

Shopping probably doesn't leap to the top
of most people’s minds as riveting subject
matter. However, shopping is a significant
travel experience and shops and markets
take up a lot of space. Plus, if you're a guy
who doesn't like to shop, with a girl who
does, (or vice versa of course!), you'll find
plenty to do. In fact, the shopper will prob-
ably end up having to drag you away.

In large modern complexes, central
public spaces are often architecturally
interesting and good vantage points are
numerous. Window displays and shop
interiors are created to be eye-catching,

some are almost works of art, and they
certainly make good subjects, especially
when the product for sale is photoge-
nic. Unless you place your lens directly
against the glass of a shop window, you'll
usually require a polarising filter to cut
down the distracting reflections.

Shop window displays are good subjects to

photograph at night, assuming they are lit
up. You won't have to explain yourself, but
you will need a tripod, unless the lighting is
bright enough to let you use an acceptable

ISO sensor setting.

Be aware that in most modern shopping complexes you'll be approached very quickly by securi-

ty people if you set up a tripod or spend too long with a professional-looking camera in one spot.

They will not have the authority to give you permission to continue, so if you want to pursue the

issue you'll end up in an office making an appointment to see the appropriate person. This is to

be avoided at all costs and is another good reason to have your technical skills well sorted.

Shop interiors are often lit by a mix
of light sources and using the available
light often gives a pleasing result. If the
light is too low to use your preferred
sensor setting, you'll need to use a
tripod, although they can be awkward in
busy shops. Refrain from using a single
flash as it destroys the ambience. To
avoid these problems altogether, which
is the recommended course of action,
look for shops and displays that are
well lit, especially those that have large
windows, as the even light will allow
you to capture the entire space while
gettingmoredetailedproductshotsquickly
and easily.

It's common courtesy to seek permis-
sion to take pictures of window displays
or shop interiors and it's certainly much
easier to get the go-ahead in smaller,
privately run businesses than it is in
major-brand shops in modern shopping
complexes. You can increase your chanc-
es of getting on-the-spot permission by
buying something first, complimenting
the staff on how fantastic the display is
and making your request when the shop
is quiet. Don't forget the possibility of cre-
ating an environmental portrait by asking
the salesperson or owner if you can pho-
tograph them in their shop.

Art and craft for local and tourist con-
sumption is usually available at the general

market, but products aimed at tourists are
hard to miss in popular destinations. Arti-
san markets have the added bonus that of-
ten you can photograph the craftspeople
at work. Although pictures of the products
themselves are relatively easy to take
(they're stationary, in the same place every
day and there's lots of choice), careful com-
position making the most of the graphic
elements in the displays, and good light-
ing, will always set pictures, even simple
ones, apart.

i
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Wooden tulips, Amster-
dam, Netherlands

| always look for opportu-
nites to photograph sou-
venirs that are represen-
tative of the country, such
as these wooded tulips
for sale at Bloemenmarkt
flower market.

DSLR, 24-70mm lens at 24mm,
1/60 f7.1,150 400



THE SUBJECTS

SPORTING EVENTS

Boxing in Thailand, sumo wrestling in Ja-
pan, baseball in the USA, cricket in India
and football the world over, sport is an im-
portant part of the culture in many coun-
tries. Without accreditation, photographing
big professional events is usually confined
to the grandstands, so if you only have one
opportunity to go to a game you'll have to
make the most of the general access areas
and the view from the seat you're given.
This will often give you plenty of variety
anyway, particularly if you view the photo

opportunities as going beyond the field of
play. Going to the biggest game in town is
a cultural as well as sporting experience,
so you'll have plenty to do even if you can't
get as close to the on-field action as you'd
like. Look to capture crowd shots, specta-
tor activity, traders selling sports parapher-
nalia and the stadium itself.

For more opportunities to shoot close-
up action, go to less important or lower-
grade games where access to the fence
or boundary is much easier. You'll also get
access to the boundary line, or even the
playing arena, at cultural sporting events
that are part of a festival program.

No matter what venue, to photograph
the players in action you'll need a long tele-
photo lens, ideally around 300mm. Even
so, on large fields you won't be able to pho-
tograph a lot of the play so wait until the ac-
tion comes within range and shoot quickly —
you'll only get a few chances during the
course of the game. Select a sensor setting
that allows a minimum shutter speed of
1/500 but ideally 1/1000 to freeze the action.

(Right) Australian Rules
football match, Mel-
bourne, Australia

Taken from my seat on the
first level of the stadium
with a telephoto zoom
lens, this is more of an
environmental sports
photograph, showing the
action in the context of the
stadium. If you're shooting
with a 200mm lens from
your seat you'll get plenty
of time to enjoy the game
as very little of the play,

let alone great photo mo-
ments, will occur within
range of your lens.

DSLR, 70-200mm lens at
200mm, 1/250f4.5,150 100

Local sport is just as

much fun to watch and
photograph as profession-
al sport, and there are no
issues with moving about
to change viewpoint or
standing on the boundary
line or beach. The action
is usually fast and furious
so fast shutter speeds

are required to freeze the
ball as it’s headed toward
goal, the ponies as they
race to the ball and the
surfboat as it crests the
wave.

(Opposite, top) Open
Surfboat Carnival, Syd
ney, Australia

DSLR, 200-400mm extender

1.4x lens at 376mm, 1/800 f10,
1SO 400

(Opposite, left) Monks
playing football, Chokhor
Valley, Bhutan

DSLR, 24-70mm lens at 24mm,
1/500 f10, 1SO 400

(Opposite, right) Polo
match, Leh, Ladakh, India

DSLR, 70-200mm lens at
185mm, 1/500f8, 1SO 200

ENTERTAINMENT SPORTING EVENTS
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DSLR, 24-70mm lens at 4Tmm,
1/602.8,150 8000

DSLR, 24-70mm lens at 43mm,
1/50f2.8,1S0 1250

THE SUBJECTS

NIGHTLIFE

There really is no peace for the travel
photographer. Just as the sun has gone
down and everyone else is going out to
play you're preparing to take more pic-
tures. From around 8pm every night you
can try your hand at capturing the eve-
ning’s entertainment.

Achieving good pictures in bars and
nightclubs is hard work. Most venues are
crowded and have low light levels. If you
intend to take any more than one or two
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quick shots of your friends, you're best
advised to seek permission from the man-
ager. Venues with marketing departments
generally need to be contacted in advance
and will often refuse unless you've got a
specific purpose that they approve of. Pri-
vately owned places very rarely say no and
usually go out of their way to help, introduc-
ing you to the security guys and bar staff.

For the traveller, the easiest subject
matter in these places is your friends.
Don't just blast them with direct flash.
Impress them with images that capture
the unique aspect of the venue and the
mood of the night. You'll best achieve this
using the flash-blur technique (see p177).
If you're using a compact camera now is
the time to switch to Night mode.

If you're hoping to photograph a live band
you'll need to seek their permission. In
smaller venues this is usually easily done
before they go on stage. Find out how long
the set is so you can plan your shoot. Aim
to get wide shots of the entire band, tight
shots of individual singers and musicians
and a general venue shot that captures the
crowd and atmosphere.

Fast sensor speeds will let you use the
ambient light — and the flash-blur tech-
nique or Night mode will create pictures
with movement and individuality.

Keep your equipment simple. A small
shoulder bag with one camera and your
fastest wide-angle zoom or fixed wide-
angle lens and flash unit is all you'll need.
It makes working in crowded spaces more
comfortable for you and the other patrons.

NIGHTLIFE

293

Even in dimly lit night-
clubs and bars there is
usually enough light to
take pictures without
flash, but you'll find your-
self setting the sensor be-
tween I1SO 800 and 2500.

| always seek permission
from the manager to take
pictures, either during the
day or early in the evening
before they get too busy.
Otherwise | run the risk
of being refused and
having to spend my time
looking for other venues
when I should be taking
pictures. In bars, the best
opportunities are around
the bar itself which is usu-
ally illuminated and often
a distinctive feature of the
establishment. Stages
where the bands perform
are usually brighter than
the rest of the venue and
getting up close to the
musicians will let you take
advantage of the spot-
lights and general stage
lighting, allowing good
results to be achieved
even with compact and
phone cameras.

DRangefinder, 21mm lens, 1/2
f4,150 640

DSLR, 24-70mm lens at 28mm,
1/802.8,1S0 800



FOOD & DRINK

Food and drink is high on the priority list of many a traveller. Given many of us spend
a fair amount of time wondering and talking about where, when and what to eat and
drink, why not take the time to photograph well what is dished up?

We tend to photograph our best and worst meals, or the ones served in the dodgiest
or fanciest places. As for drinks, the larger or more unusually shaped glasses and the
most colourful concoctions set shutters going, with extra frames dedicated to anything
that's got a little umbrella stuck in it. What we eat and drink often rate right up there with
our best (and worst) travel memories. That's because food and drink are an inherent
cultural feature and trying the local cuisine is a must-do travel experience in many places.

Whether it's a Singapore Sling in the Long Bar at the Raffles Hotel in Singapore, a pint
of Guinness in a traditional Irish pub, a margherita in Mexico, sushi in Japan, butter tea in
Tibet, a plate of calamari accompanied by a glass, or two, of ouzo in Greece, a lamb on a
spit served up in a yurt in Inner Mongolia or Peking duck in China (the list goes on and on),
the national dish or drink is something worth seeking out to eat, drink and photograph.

Your coverage of food can be reserved to what is served up at your table or you can

take the wide view and track its progress from the field, to the market, to the kitchen
and to its presentation at your table in the restaurant or street stall.

INSPIRATIONAL BOOK:
TASTING INDIA,
CHRISTINE MANFIELD

Omm lens at 70mm,
500

(Left) Fruit juice ve
Istanbul, Turkey

0mm lens at 27mm,
) 400



THE SUBJECTS

IN THE FIELD
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Some crops are particularly attractive.
Emerald green or golden yellow rice pad-
dies, fields of yellow mustard, impres-
sively tall sunflowers, orderly rows of
grapes in vineyards, red and green chillies
drying in the sun and the blanket of green
of tea gardens, just to name a few. Travel-
ling through rural areas at any time of year
will give you plenty of access to the crop
cycle. Photograph crops as you would any
landscape, starting with the panoramic
view, then moving in to highlight details,
textures and colours. Unlike natural land-
scapes, the agricultural landscape is of-
ten alive with people, and opportunities
are many to capture people at work. It's
advisable, and courteous, to seek permis-
sion before entering someone's field, but
often if you just hang around the periphery
you'll be invited in.

Planting rice, picking tea and sorting potatoes are just
some of the subjects you can photograph when you turn
your attention to photographing food in the field. Getting
close to the action is rarely a problem, but if the area is
fenced it’s best to seek permission before jumping over.

(Top) Planting rice, Banaue, Philippines
35mm SLR, 100mm lens, 1/125 f4, Ektachrome E100VS

(Middle) Picking tea leaves, Munnar, India

DSLR, 24-70mm lens at 24mm, 1/125 f7.1,1SO 100

(Bottom) Sorting potatoes, Chinchero, Peru

35mm SLR, 24mm lens, 1/125 8, Kodachrome 64

FOOD & DRINK IN THE FIELD
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Tea plantation, Munnar,
India

DSLR, 24-70mm lens at 40mm,
1/805.6,1S0 100



INSPIRATIONAL BOOK:
BAZAAR, DINESH
KHANNA

(Opposite, top left) Fruit
displayed at juice shop in
Beyoglu, Istanbul, Turkey
DSLR, 24-70mm lens at 50mm,
1/125£8,1S0 400

(Opposite, top middle)
Skewers of fruit in toffee
displayed at Donghuamen
Night Market, Beijing,
China

DSLR, 24-70mm lens at 34mm,
1/125f4.5,150 400

(Opposite, top right)
Sweets displayed at Spice
Bazaar, Istanbul, Turkey

DSLR, 24-70mm lens at 70mm,
1/125f5.6,150 1600

(Opposite, bottom)
Vendors at Phaung Daw
0o market, Inle Lake,
Myanmar

DSLR, 24-70mm lens at 24mm,
1/125f6.3,1S0 400

(Right) Vendor at
Cardonal Market, Val-
paraiso, Chile

Unless you're taking
frame-filling portraits,
photographs of the trad-
ers at markets work best
if you capture them at
work. When you're this
close to the action it's
best to gain permission to
shoot and then wait until
your subject’s attention
returns to serving the
customer.

DSLR, 24-70mm lens at 24mm,
1/125 £2.8,150 1000

THE SUBJECTS

AT THE MARKET

The way food is displayed at markets is
close to being an art form. Fill the frame
with a display of fruit, vegetables or grains
to emphasise their colour and texture and
the artistry of the stall owner. Try includ-
ing several different items to show vari-
ety and add interest through contrasting
shapes and colours. \Whether the produce
is displayed flat or stacked high try to keep
the camera parallel with the produce to en-
sure sharp focus across the entire frame.
You'll often have to lean right over the dis-
play, so watch for your own shadow.
Lighting can be difficult in markets. Care-
fulobservation of where the lightisfalling will
prevent wasting time. Umbrellas or sheets
of plastic cast heavy shadows so make
sure the light is even across the entire com-

position. Concentrate on finding subjects
that are either in full shade or full sun. Cov-
ered markets pose a particular problem.
The light is low and often comes from
fluorescent tubes. Digital photographers
will again benefit from the white-balance
function that corrects colour casts auto-
matically or, for more accuracy, select the
white-balance setting for the actual lighting
you encounter. Flash is one option for deal-
ing with the low level and poor quality of
the light. Better still increase your ISO and
search out areas where there is a mix of
lighting or concentrate your efforts on the
stalls near the entrances and around the
edges of the market. These areas are usu-
ally the brightest and the quality of light
is better.

FOOD & DRINK AT THE MARKET

Markets are vibrant, colourful places offering a wealth of photo opportunities. Search out the most interesting stalls, especially those displaying food
that is unique to the city or country. Wait nearby for the customers to come and go; you'll be less obvious and better placed to capture candid moments
than if you dash from one stall to another as you see things happening. Photographing vegetables and fruit close up probably confirms the local peo-
ple’s suspicion that tourists are mad, but that’s a small price to pay for the colour and interest food pictures add to the overall coverage of a destination.
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THE SUBJECTS

(Above) Uighur food stall on Wangfujing Snack Street,
Beijing, China

This vendor has turned cooking lamb skewers into a
theatrical performance. The flaming skewers don’t last
long but the action gets repeated over and over. Focus
on and lock the exposure on the vendor’s face so that the
flames don’t adversely affect the exposure.

DSLR, 24-70mm lens at 24mm, 1/100 f5, 1SO 800
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IN THE KITCHEN

Seeing food being prepared and cooked
is actually a lot easier than it sounds.
Markets and street stalls are probably
the most easily accessible of kitchens,
but plenty of restaurants and small eat-
ing establishments have open kitchens
facing the street. Resorts and hotels
often cook themed buffets and BBQs
in the open air. In all of these situations,
you obviously need to keep out of the
way, but a quick word with the chef
should give you the freedom to photo-
graph a wide shot of the kitchen with the
cooks at work, an environmental portrait
of the cook at work and tight shots of the
food in the pans, on the hot plates or be-
ing served onto plates.

The most effective shots see everyone
in the kitchen busy with their work, so if
everything stops for you either indicate
that they should go back to work, or wait
a moment and their attention will soon re-
turn to the task at hand.

(Opposite, top) Street stall, Munnar, India

During the day street stalls are often very nicely lit as

the kitchen and cook are under cover in even shade but
the open front lets in plenty of light. It's much easier to
get permission to take photos of the cook in action if he's
cooking your order.

DSLR, 24-70mm lens at 24mm, 1/50 f2.8, 15O 1000

(Opposite, bottom) Drink stall, Hanoi, Vietnam

Lots of small drink stalls and restaurants with open
kitchens line the streets and lanes of Hanoi. By taking
a seatand ordering a drink | could take my time and
capture the vendor preparing drinks until | was happy
with the shot.

DSLR, 24-70mm lens at 24mm, 1/50 f3.2,1SO 2000

FOOD & DRINK IN THE KITCHEN




THE SUBJECTS

ON THE TABLE

Whenever you sit down to eat or drink at
a street stall, café, bar or restaurant and
place an order, a photo opportunity will
soon be delivered to your table. To make
the most of it look for an area of soft,
even light. Choose a table by a window,
or outdoors in open shade or under an
umbrella if it's sunny. The best, on loca-
tion, food and drink shots are taken with
natural light. A camera flash will rarely
make the food look appetising, so is best
avoided. Glasses of liquid come alive
with side or back lighting, which empha-
sises the colour and the little bubbles
of a freshly poured fizzy drink. Use this
technique when you're filling the frame
with a full glass of your favourite tipple.
Therefore, it's best to concentrate your
photography efforts to daylight hours
and capture the ambience of the restau-
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rant or bar after dark.

Plan the shot before the food or drinks
arrive. Is it to be a close-up of the plate of
food or will it include cutlery and a glass
of wine? Will you use the table itself as
the background for the cocktails by look-
ing down or shoot from a lower angle that
will take in some background. Either way,
clear the table of potentially distracting
bits and pieces such as ashtrays, sun-
glasses, guidebook, map etc, unless they
are to be deliberately included. If you in-
tend to include some background or your
dining companion you'll also have to con-
sider the wider environment.

By now your order will be on its way and
when hot food arrives sizzling or steaming
you'll only have a few seconds to capture
it and you're preplanning will pay off. The
same goes for cakes and desserts. Take

too long and that perfect stack of ice
cream or dollop of cream will melt away in
front of your lens. The perfect head on a
beer or the effervescing bubbles of spar-
kling wine don't give you long either. Plus,
you'll want to consume your order while
it's hot or cold, and even if you don't, your
dining companions certainly will.

Outdoor restaurants and food markets
offer the best opportunities to photo-
graph people enjoying the dining experi-
ence. People rarely look dignified with
mouth wide open about to consume a
fork full of food, so shoot when they are
selecting the food on their plate.

Restaurants and bars are often very at-
tractive places so a wide shot is a good
scene-setter for your frame-filling food
and drink shots. The easiest way is to
take a seat in the corner or at the end of a
row of tables. A seat at the bar will let you
photograph the staff pouring and mak-
ing drinks, as well as the often attractive
displays of bottles behind the bar. Taking
pictures as a paying customer is gener-

I don’t just check the menu when deciding where to eat;
| check the ambience and decor, the availability of a
table or seat in the right position, the quality and level
of the light and the other customers. If everything is
satisfactory then I'll order. It can sometimes take ages
to get something to eat!

(Opposite, left) Turkish lunch, Akyaka, Turkey

DSLR, 24-70mm lens at 70mm, 1/125 7.1,150 400

(Opposite, middle) Caprese salad, Palermo, Italy

DSLR, 24-70mm lens at 46mm, 1/125 £7.1,1SO 100

(Opposite, right) Carrot entre, Hobart, Australia

DSLR, 24-70mm lens at 50mm, 1/125 3.2, 15O 400

FOOD & DRINK ONTHE TABLE

ally a lot easier than just walking in taking
photos. There aren’t that many opportuni-
ties to drink while you're taking pictures
so take advantage of them when you can.

Food centre, Shanghai, China

Food courts or food centres like this one at Hui Jin
department store are always worth checking out as they
are far less formal than cafés and restaurants. The large
ones are usually so busy at meal times that no one takes
any notice of you hanging over 2nd-floor railings or wan-
dering around looking for the best take on the scene.
DSLR, 24-70mm lens at 55mm, 1/60 2.8, 1SO 400
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WILDLIFE

Even though wildlife photography really
is a specialist area, to which some
photographers dedicate their lives, it is a
subject matter that is often encountered
by the traveller. It's also a subject that is
renowned for low rates of success and
high rates of disappointment.
Photographing animals requires an
abundance of patience, time and, for the
traveller, luck. Animals aren’t renowned
for their cooperation and you'll have
to work hard to build a collection of
recognisable, interesting and varied
photos. Wildlife photographers increase

their chances of success, and thereby
increase their ‘luck’, through meticulous

research and planning, and a deep
knowledge of wildlife behaviour and
habitat. For the rest of us we need to
accept that we are not going to see
every animal and certainly not going

to see it in action or in the best light

on our occasional forays into wildlife
photography. However, good results
are possible by bringing our general
photographic skills and technique to the
subject, by understanding the limitations
of our equipment and of course, by
practicing. Wildlife encounters are often
very short, and they are a good test of
how well you're going in bringing your
technical and creative skills together.

We saw this tiger in the
distance walking paral-
lel to the road, but the
trackers were convinced
she would head our way.
The vehicles were parked
and we waited. Around
15 minutes later she ap-
peared out of the bushes,
almost without warning,
walking straight towards
me. Afew frames later
she was gone. While | was
waiting | had set the focus
mode to servo or tracking
and double checked the
I1SO and shutter speed
settings. When it was
time to shoot | could
concentrate on tracking
her in the viewfinder and
composition.

ens, 1/320 f4,



Agile wallabies, Bamurru
Plains, Australia

DSLR, 500mm lens, 1/800 f5.6,
1SO 1600

THE SUBJECTS

Seeing animals in the wild is pretty
special, but it's no excuse for forgetting
everything you've learned about good
photography. The first challenge is to get
close enough. You might know it's an el-
ephant, but if you have to tell the person
looking at the photo what it is, consider
the image a failure. It's also important to
select a viewpoint that considers the di-
rection of the light and the background,
just as with any subject, although this
may not always be possible without
missing the moment. Shoot first, and if
you've got time improve your position
for a second attempt. Always focus on
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the eyes; everything else can be out of
focus but if the eyes are not sharp the
photograph will fail. Because the focus-
ing screen is in the centre of the frame,
consider recomposing after focusing on
the eyes to avoid the central, and often
static, placement of the subject in all
your pictures.

Some wildlife photography is pos-
sible with compact cameras with typi-
cal zoom lenses such as 38-90mm or
DSLRs with standard zooms such as
28-105mm. In many national parks, par-
ticularly around camp grounds, some
animals are quite used to human pres-

INSPIRATIONAL BOOK:
MIGRATIONS, ART WOLFE

ence and will allow you to get close
enough. In the wild the limitations
of such equipment can make for a frus-
trating experience, except in one or two
special places such as the Galdpagos
(see p318) and Antarctica (see p320).
The eye will zoom in on distant animals
and exaggerate their size, but they will
be insignificant on the sensor. To avoid
disappointment concentrate your efforts
on animals that you can get close to and
compositions that show the animal in
its habitat.

For wild animals a focal-length lens of
300mm is generally considered essential.
The magnification is strong enough to sat-
isfactorily photograph the majority of ani-
mals and will allow frame-filling portraits of
those you can get close to. If wildlife pho-
tography is a part of your travel plans and
your longest lens (fixed or zoom) is less
than 300mm, consider purchasing a tele-
converter, which will give you more oppor-
tunities without the expense and weight of
another lens. If you have a 300mm already,
a teleconverter will open up a whole new
range of opportunities (see p52).

Even if you're travelling independently,
joining a tour to see the local wildlife is
an option worth considering, and often
it's mandatory. You'll benefit from hav-
ing a knowledgeable guide or naturalist
who will point out the animals and direct
the vehicle, boat or elephant to areas of
recent sightings.

WILDLIFE

Rhesus macaque at Swayambhunath Temple, Kathmandu, Nepal

This image has all the elements | aim for in a portrait. An interesting face, a natural
pose, a natural expression, eye contact, no distracting elements and a background that
complements the colours of the subject. Even if you haven’t had much experience
photographing wildlife, you can use all your people-portrait skills to successfully
photograph our friends in the animal kingdom.

DSLR, 70-200mm lens at 200mm, 1/320 f8,1SO 1000
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Twice a day the orang-
utans at the Semenggoh
Wildlife Rehabilitation
Centre appear at the
feeding site where
they're greeted by
enough cameras to
open a small shop. Even
though they are close
and can hang around for
an hour or so, the only
chance of getting decent
shots is with powerful
telephoto lenses or
zooms. [t might be a
sanctuary but they are
still wild animals, so
quick and accurate
focusing, metering and
composition is required.
The low light also
means high sensor set-
tings to keep the shutter
speed up to prevent blur
from subject movement
and camera shake.

DSLR, 300mm lens, 1/400 f4,
1S0 2000

THE SUBJECTS

Z00S & SANCTUARIES

Zoos and wildlife sanctuaries give you ac-
cess to wildlife that you may never see
or get close to in the wild. They are also
great places to practice and prepare for
photographing animals in the wild. Spend
a day at your local zoo or wildlife park be-
fore heading off on safari and you'll soon
discover the limitations of your equip-
ment, how close you need to get to ani-
mals large and small and just how much
patience and speed of technique you'll
need to make strong pictures. Just as in
the wild, captive animals are not generally
active in the middle of the day. You'll find
them most active in the mornings and 30
minutes before feeding times.

When the animals are in cages it's still
possible to eliminate signs of captivity
by eliminating cage wire from your shot.
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Place your lens against the cage, if you
can get that close, and select the widest
aperture available (f2.8 or f4). This tech-
nigue works best with a telephoto lens
and if the animal is at least 2m from the
cage. Chances of success are increased
if the cage wire is in shade, not in direct
sun. With compact cameras remember
that what you see through the viewfinder
is not what the lens sees so compose
with the LCD screen and position the lens
in an opening in the cage wire.

Some zoos have glass enclosures
which are great for photography. Place
your lens, or better still the lens hood,
against the glass to cut down reflections
and you'd never know you weren't in the
wild. Compact camera users should also
turn off their flash.

Z0O0S & SANCTUARIES

309

The achievement here
is to actually get a shot
of an active koala. I've
spent hours watching
them sleep, which is
what they do best as far
aslcantell. Atleastata
z00 you can watch them
sleep close-up, so when
they do wake and start
eating leaves you're
ready and waiting.
DSLR, 70-200mm lens at
200mm, 1/320 f4.5,1S0 800

DSLR, 200-400mm extender
1.4x lens at 560mm, 1/500
f8,1S0 2500




INSPIRATIONAL BOOK:
EYETOEYE:INTIMATE
ENCOUNTERS WITH
THE ANIMAL WORLD,
FRANS LANTING

(Opposite, top left)
altwater crocodile skin,
Mary River Flood Plain,
Australia
00mm extender
1.4x lens at 560mm, 1/80
f5.6, 150 400

cific black duck
ane, Australia

DSLR, 70-200mm
200mm, 1/500 5.6, ISO

(Opposite, middle right)
Tiger fur, Ranthambore
National Park, India

DSLR, 24-70mr
1/800 11,150 1000

at 50mm,

(Opposite, bottom left)

caw feath
White, Australia
DsLl 200mm lens at
142mm, 1/250 2.8, 150 1600

(Right) Blackcapped ca-
puchin monkeys, Iguazu

National Park, Argentina

DSLR, 70-200mm lens at
165mm, 1/2502.8,1S0 1000

THE SUBJECTS

UP CLOSE

Use all your people photography skills
to capture frame filling portraits of the
animals you can get close to. As with tak-
ing portraits of people, short telephoto
lenses from 85mm to 135mm give the
most pleasing perspective, although
you'll probably find you need your longest
lenses for many subjects, particularly if
they are in the wild.

Ifyoucangetreally, really close, try filling
the frame with the beautiful fur, skin or

feathers of your subject to create strik-
ing, abstract type images. The patterns,
textures and colours will give diversity to
your wildlife collection.

Unlike natural and urban details you'll
need to compose and shoot quickly as
it's unlikely your subject will remain still
for long. For the same reason, select
faster shutter speeds (1/250 or higher
to prevent unwanted blur from subject
movement).

WILDLIFE UP CLOSE



If you don’t have long
lenses, look for situations
that show the animals in
their habitat. These pic-
tures will be particularly
pleasing when the animal
hasn't been alerted to
your presence.

(Top) Australian water
dragon, Botanic Gardens,
Brisbane, Australia

DSLR, 70-200mm lens at
200mm, 1/500 f5,1SO 1000

(Bottom) Water buf-
falos, Bamurru Plains,
Australia

DSLR, 70-200mm lens at
135mm, 1/640 f5.6, 1SO 400

(Opposite) Pelicans,
Ballestas Islands, Peru

DSLR, 70-200mm lens at
160mm, 1/800 8, ISO 1000

THE SUBJECTS

HABITAT

Your search for animals in the wild will
often take you to some extraordinary en-
vironments, so use a combination of your
environmental portrait and landscape
photography techniques to create images
that show wildlife in its natural habitat.
You'll add to the impression of wilderness
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if the animal is not looking at the camera.
Compose the shot so that the subject is
looking or walking into the frame rather
than out of it. Check the background to
ensure the subject is not lost by blending
in and that it does not contain distracting
patches of colour or bright spots.

WILDLIFE HABITAT
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DSLR, 200-400mm lens with 1.4 extende:

229mm, 1

10,1SO 1000

dae

N

The morning after spending a full day in the

park without a single sighting (not even hearing

a warning call), we heard a commotion in the
forest. After several barking deer raced out of the
undergrowth, we knew a tiger was nearby. The
guides spotted movement in the bushes and a few
moments later this tiger appeared with her kill. I've
spent innumerable hours waiting just to see a tiger,
but the aim is always to capture images that go
beyond a straight forward record shot. When the

opportunity finally presents itself you really do have
to remove yourself from the emotion and excitement
of the moment to remain calm and focussed on

the task at hand. All the hours of waiting and
unsuccessful safaris put into perspective how

rare a sighting and photo opportunity like this
actually is. As an occasional visitor it may well

be one of those once in a lifetime moments. The
guides accompanying us certainly think so as they
have worked in the park for over 10 years and had

only seen a tiger with a kill once before. The tiger
certainly played her part. Coming out of the bushes
she chose to amble across the road giving us no
excuses not to get the shot. Even so, a few frames
later she was gone. Encounters such as this are so
brief yet remain with you forever.




INSPIRATIONAL BOOK:
ON THIS EARTH, A
SHADOW FALLS, NICK
BRANDT

Elephants at waterhole,
Addo Elephant National
Park, South Africa

35mm SLR, 350mm lens with
1.4x teleconvertor, 1/500 f8,
Ektachrome E100VS

THE SUBJECTS

ON SAFARI

The game parks of Africa are quite rightly
the best known destinations for wildlife
safaris. The access they provide to an in-
credibly diverse range of creatures justifi-
ably gives them legitimate ‘photographer’s
paradise’ status. No matter where you are,
a trip in search of wildlife is a safari, and
they are always exciting and challenging
for the photographer. You'll find yourself
shooting through the open window of a
car, from the back of open-top jeeps and
trucks, from boats and hot-air balloons,
sharing the experience with one, two or
20 people. You'll also find yourself holding
the camera to your eye for much longer
perithan normal as you wait for the perfect
moment. This can be very tiring.

316

Animals are at their most active early
in the morning and late in the day so
you'll be up and about before sunrise.
At both ends of the day the low light
will require high sensor settings to en-
sure you are working with appropriate
shutter speeds to prevent both camera
shake and blurring if the animal moves.
If you're using zoom lenses at their maxi-
mum focal length, say 210mm or 300mm,
you'll need to use shutter speeds of at
least 1/250 and 1/300 respectively. Adjust
your sensor’s ISO setting with the chang-
ing conditions, decreasing the speed as
the day brightens up.

Most wildlife viewing is experienced
in national parks from motor vehicles,
which you're prohibited to leave. The ve-

hicle window makes an excellent support
in conjunction with a small bean bag and
can be moved up and down to suit your
height. In vehicles with pop-up tops, rest
your camera on the roof while follow-
ing the action. Use a piece of clothing or
a camera bag to rest the camera on. If
you've got particularly large, heavy lenses
consider supporting your camera on a
monopod, which is quite easy to use even
if sharing a vehicle with others. Turn the
engine off to stop unnecessary vibrations
and noise. Be constantly aware of the di-
rection of the light so that you can posi-
tion the vehicle quickly or give directions
as to where you want to shoot from. This
is much easier to achieve if you're driving
your own vehicle. As already suggested
it's better to get some shots in before
finessing your point of view, just in case
the animal departs the scene. You'll soon
learn how close you can get to a particu-
lar animal before it moves off and this will
allow you to select the right lens, or set
your zoom at the appropriate focal length,
before you approach the animal.

The degree of difficulty steps up a notch
when your safari involves shooting from
small boats or the back of a lumbering
elephant. Not only is the wildlife moving
but so are you. Getting into position and
stopping on demand takes longer than in a
motor vehicle, so you'll have no choice but
to shoot while on the move. The fast shut-
ter speeds you usually employ when using
long lenses may not be quite enough in
these situations depending on how much
movement you're experiencing. |deally,
aim for 1/5600 and try and shoot at the apex
of the movement.

WILDLIFE HABITAT

Lion, Moremi Wildlife Reserve, Botswana

After six weeks and 16 wildlife parks in Southern Africa,
it became clear that just seeing the animals could be a
challenge. It wasn't until the twelfth park that | finally
got to photograph lions, and then they were everywhere
- well, all within 500m of where | had to get out of my
vehicle to dig it out of the deep sand it had got stuck in.
35mm SLR, 350mm lens, 1/1000 f5.6, Ektachrome E100VS

317



Great blue heron, Isla
Santa Cruz, Galdpagos,
Ecuador

The Galapagos really is
an exception to the rule
that states long lenses
are needed to photograph
birds. You won't capture
close-ups like this of all
the birds if you don’t have
a400mm or 500mm lens,
but you'll still find plenty
to photograph within the
range of a 200mm lens.
35mm SLR, 70-200mm lens,
1/250 f4, Ektachrome E100VS

THE SUBJECTS

THE GALAPAGOS

The Galapagos Islands, straddling the equa-
tor, 1000km off the coast of Ecuador, offer
unique wildlife photography opportunities.
It's true that in some places you have to be
careful not to step on the animals.

There are 16 islands in the Galdpagos
archipelago and only three have human
settlements. To see the wildlife you must
join a tour group and sail from island to is-
land. You sleep and eat on the boat and
use small boats or rubber Zodiacs to ac-
cess the visitor sites on each island. Typi-
cally, you'll go ashore at two different visi-
tor sites a day (one in the morning and one
in the afternoon). Snorkelling is also a daily
activity. The ship sails between sites and
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islands in the middle of the day and dur-
ing the night. This program means a lot of
visitor sites are covered in a week and you
see a great variety of wildlife. There is also
plenty to challenge the photographer.

The Galdpagos is a harsh environment
for camera equipment. It's always hot, of-
ten humid and the heat from the sun can be
intense when on land. You'll be on or near
the sea all the time and spend a lot of time
on beaches. There is little or no shelter at
most visitor sites. Keeping your gear cool,
dry and sand free is a real challenge. Once
you leave the ship for a visitor site you can't
go back and forth, so everything you an-
ticipate needing has to be carried. A large,
strong rubbish bag is useful for placing your

entire camera bag in while you're swim-
ming and snorkelling from the beach. For
compact camera users this is the perfect
environment to take a weatherproof cam-
era. Flash isn't allowed, so make sure you
can turn yours off.

Most wildlife viewing is on foot (as op-
posed to vehicle-based viewing in most
wildlife parks), which is great for finding
the perfect viewpoint. But also be pre-
pared for viewing wildlife from the small
landing boats (on sometimes rocky seas),
which is a real test of technical and cre-
ative techniques. Either way, you'll find
you have to work quite fast. One to two
hours is allowed at each site but the tour
leaders keep the groups moving to stay
on schedule for meals or sailing times and
you're not allowed to wander off on your
own. Consequently, you'll rarely have
more than a few minutes to spend on any
one subject. A dedicated photo tour may
be worth investigating if photography is

WILDLIFE HABITAT

the reason you're going to the Galapagos.

Because you can get close to a lot of
wildlife, lenses that cover the 100mm to
200mm focal-length range will allow you

Galdpagos land iguana, South Plaza Island, Galdpagos, Ecuador

After the thrill of first encounters, dont forget that good composition and lighting are
as important for wildlife as for other subjects. Iguanas are just about everywhere, but
it took a concerted effort to find one as well situated as this, with the light coming from

the right direction and a nondistractive background.
35mm SLR, 180mm lens, 1/250 f8, Ektachrome E100VS

INSPIRATIONAL BOOK:
GALAPAGOS: ISLANDS
BORN OF FIRE, TUI

DE ROY

Galépagos sea lion, Isla
Espanola, Galdpagos,
Ecuador

Animals in the Galapagos
will allow close human
presence, so take the
opportunity to try differ-
ent compositions that
complement the more tra-
ditional choice of showing
the whole animal.

35mm SLR, 180mm lens, 1/250
5.6, Ektachrome E100VS



INSPIRATIONAL BOOK:
EXTREME EARTH,
MICHAEL MARTIN

Gentoo chicks, Wiencke
Island, Antarctica

Even though you can
get close to the wildlife
there are, of course,
restrictions. Which is
why a 300mm lens is still
required to capture the
chicks trying to make
themselves heard.

35mm SLR, 300mm lens, 1/250
f5.6, Ektachrome E100VS

THE SUBJECTS

to capture good close-ups of many of the
animals. However, you'll still find plenty of
situations where the animals are too far off
the track (and you can't leave the track), too
high in a tree, too small, or all of the above,
to take satisfactory images. The 300mm-
plus lenses recommended for wildlife and
the 500mm-plus lenses recommended for
birds are just as necessary in the Galapa-
gos. Additionally, because snorkelling is
a daily activity, an underwater camera or
housing is worth considering.

ANTARCTICA

Antarctica is another brilliant wildlife
hotspot for those of us who aren’t special-
ist wildlife photographers. Like the Galapa-
gos, most wildlife viewing is on foot and
you can get very close to the locals. The
routine is also similar. Ship-based cruis-
ing with two daily shore excursions to
controlled visitor sites using rubber Zodi-
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acs. Apart from the dramatic difference in
landscapes, the main variation is you'll be
very cold, instead of too hot. Plus, youwon't
go snorkelling.

The most common subject is penguins,
followed by seals, sea birds and if you're
lucky, whales. Exposures are made tricky
by the expansive white background you'll
have in nearly every composition. The
fact that many of the birds are also white
makes life really interesting. In these
white-on-white situations overexpose by
up to one stop (see p232 for more infor-
mation on shooting in snow).

Believe it or not, you'll soon get tired of
penguins standing around perfectly posed
for their photo. That's when you need to
start looking for them on the move, jump-
ing into the sea and squabbling over stones
for building their nests. At the rookeries,
which are very busy places, take the time
to find a nest with a neutral background to
highlight the individual or pair of penguins.

WILDLIFE HABITAT

Gentoo penguin, Peter-
mann Island, Antarctica
After the busyness of the
rookeries, | searched out
a position where | could
create a very simple
composition with the snow
as a background focus-
ing on just one penguin
demonstrating the classic
penguin walk.

DSLR, 300mm lens with 1.4x
teleconvertor at 420mm, 1/500
11,150 125

Elephant seal pup,
Greenwich Island,
Antarctica

Elephant seals don't give
you a lot to work with after
they haul themselves
onto the beach, so when
the pup finally decided to
express himself | was glad
I'd waited for just such a
moment.

35mm SLR, 70-200mm lens,

1/250f5.6, Ektachrome
E100VS
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BIRDS

Birds make fascinating and very, very
challenging photographic subjects. They
are even harder to photograph than other
animals. They're mostly small, rest high
up in trees, fly off at the slightest dis-
turbance and rarely sit still for very long.
They will put your patience and technique
through the most rigorous test. A 300mm
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lens is adequate for larger birds, but, ex-
cept for some rare exceptions, to have
any hope of filling the frame you really
need a focal length of 500mm or 600mm.
On the up side, you'll find birds anywhere
in the world. A quick introduction to the
trials and tribulations of bird photography
is available in your own garden or at local
parks. Some time practicing locally will
give you a realist sense of what you'll be
able to achieve in the wild.

To emphasise the shape of the bird
and the colour of its feathers pay care-
ful attention to the background so that it
doesn't get lost in a jumble of branches,
twigs and foliage.

BIRDS TAKING OFF

Again you have a couple of creative choic-
es to make as to how you want to capture
birds taking off. You can either take a se-
ries of shots as it flies across the frame
or follow it by panning. Either way set the
autofocus to Servo mode and compose
your shot so that the bird is on one side of
the frame, so that it has space to fly into.
You probably can't be 100% sure of the
speed and direction of the bird as it takes
off, so don’t compose too tightly or you
may cut off its wings.

Australasian Darter, Perth, Australia

Unless you're very well equipped and dedicated, photo-
graphing birds can be very frustrating. There are a few
exceptions including the Australasian Darters, often

seen on the banks of the Swan River, which you can easily
photograph with a typical zoom on a compact camera.
DSLR, 70-200mm lens at 145mm, 1/160 f18, ISO 400

BIRDS LANDING

According to the experts capturing birds
landing is the easiest of all flight shots.
With the autofocus set to Servo (Predic-
tive, see p148) and a fast shutter speed
selected, follow the bird as it comes in
to land. Start shooting when you see its
feet fully outstretched as it is about to
touch down. You should be able to re-
cord a sequence of two or three frames,
and one should give you the perfect
combination of body and wing position.

(Top) James's Flamingos taking off,
Los Flamencos National Reserve, Chile
DSLR, 70-200mm lens at 200mm, 1/640 f8, 1SO 100

(Bottom) Purple Swamphen landing,
Bamurru Plains, Australia

DSLR, 200-400mm extender 1.4x lens at 400mm,
1/2000 f10, 1SO 1000

WILDLIFE BIRDS
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Rainbow lorikeet,
Bamurru Plains, Aus-
tralia

DSLR, 200-400mm extender
1.4x lens at 420mm, 1/2500
f6.3,150 1600

Magpie geese, Bamurru
Plains, Australia

DSLR, 500mm lens, 1/800 5,
1SO 400

THE SUBJECTS

BIRDS IN FLIGHT

[t's one thing to capture a bird resting on
a branch, quite another to capture it in
flight. But flying is what birds do best, it's
what distinguishes them from ground-
dwelling species and so capturing birds in
flight is fundamental to bird photography.
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Take up a position and follow your
chosen bird as it flies in your vicinity,
waiting for it to come into the range
of your chosen focal length. Use your
camera’s Servo or Predictive focus
mode (see p148) to keep the subject
sharp. You will mostly find yourself pan-
ning, as opposed to having the bird fly-
ing directly towards you. You have the
choice of selecting a fast shutter speed
(1/1000 or higher) to stop the move-
ment for a crisp image or use slower
shutter speeds, such as 1/60, to blur
the background and the motion of the
bird's wings. The sky makes a perfect
backdrop, but only if it's blue, as does
the sea, both offering large areas of sol-
id colour (without distracting elements)
against which the bird will stand out.

WILDLIFE BIRDS
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Egrets, Bamurru Plains,

Australia

DSLR, 200-400mm extender
1.4x lens at 400mm, 1/2000

13,150 1000



Thetford Reef, Great Bar-
rier Reef, Australia

DSLR, 24-70mm lens at 24mm,

1/800 11,150 1600

THE SUBJECTS

MARINE LIFE

You can photograph some marine life from
land or boat, such as whales breaching,
dolphins surfing a boat's bow or leaping
out of the water, but really, you're going to
have to get wet at some point. Like wild-
life photography, underwater photography
is a specialist area that requires the pho-
tographer to add dedicated equipment,
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such as underwater housings for conven-
tional cameras, macro lenses, sports find-
ers, bulky flash equipment, a deep knowl-
edge of marine life and environments and
diving skills to their repertoire. However,
we can all get our feet wet, so to speak,
and experience the colour and beauty of
the underwater world by starting off with
snorkelling and the simplest of underwa-
ter equipment options.

Underwater housings are available for
all DSLRs and many compact digital cam-
eras. You can expect to get excellent to
acceptable results on sunny, calm days
at depths of 1m to 3m, using the natural
light. Water acts as a filter on sunlight,
reducing its intensity and changing its co-
lour. The deeper you go the more light is
absorbed and the bluer your pictures will
become. Colours should record naturally
down to 2m or 3m. The auto white bal-
ance will usually do a good job compen-
sating for the changes, but many cam-
eras have an Underwater Scene mode; if
yours does, use it.

In deeper water a flash is essential
not only to capture accurate colours but
to actually provide the light to record the
marine life. To increase the number of
successful shots without diving and un-
derwater photography experience, aim to:

o Shoot in the middle of the day, between
10am and 2pm, when the sun is at its
brightest and the maximum amount of
sunlight penetrates the water.

o Look for subjects in shallow areas.

o Get as close as you can to your sub-
jects. Colours will be stronger, contrast
higher and pictures sharper if you keep
subjects within one to three metres.

o Adjust the sensor’s ISO rating to allow
shutter speeds of 1/500 or higher to
prevent subject movement.

o Rinse your underwater housing or un-
derwater camera in fresh water as
soon as possible when back on the
boat or dry land.

At some dive destinations, gear shops and
dive-boat operators hire out underwater
camera equipment and offer photography
advice and lessons. If you're keen to prog-
ress your underwater photography skills
these are great options to get your hands
on professional gear without the expense
of buying it.

INSPIRATIONAL BOOK: WATER LIGHT
TIME, DAVID DOUBILET

Snorkelling provides the traveller with an accessible
window into the world of underwater photography. | don't
shoot underwater regularly, but when you're somewhere
such as the Great Barrier Reef, it’s hard to resist. Be pa-
tient - let the fish come to you and you'll get much better
results than chasing them around.

(Top) Agincourt Reef, Great Barrier Reef, Australia

DSLR, 24-70mm lens at 53mm, 1/800 {8, ISO 1000

(Middle) Flynn Reef, Great Barrier Reef, Australia

DSLR, 24-70mm lens at 27mm, 1/800 f16, ISO 1600

(Bottom) Agincourt Reef, Great Barrier Reef, Australia

DSLR, 24-70mm lens at 70mm, 1/800f10, ISO 1000

WILDLIFE MARINE LIFE
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BACK AT
HOME

The trip is over, you're back at home and the proud owner of lots of new photos.
How you captured your photos and what you intend to do with them determines
how you’ll manage your pictures to ensure they are safe, easy to find and look their
best. You'll then be ready to share them with others. If you think your photographs
are good enough and could earn you some money, you can delve into the world of
professional photography and image licensing.
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®@POST-CAPTURE WORKFLOW

Digital photography is brilliant and everyone agrees that being able to shoot to your
heart’s content, unrestricted by film and processing costs, is one of its greatest at-
tractions. But, there is a cost. Unless you've followed the computer-free workflow
(see p77) and are content with the digital files straight from the camera and the
prints produced by the photo lab, then you need to come to grips with the world of
digital asset management, or DAM, and you need to do it sooner rather than later.
Put simply, you must have an easy, systematic, efficient and fast way of moving
your image files from your camera to the computer, reviewing and assessing them,
editing, storing and keeping track of them. Get this right and you'll enjoy some of the
other benefits of the digital workflow, including having complete control over how
your pictures look, and easily sharing your images with the world. It will also save
you lots of time.

Remember, there is more than one way to manage and work with images. Your
choice of software and degree of interest in the process are key factors in the system
you develop. For everyone, the aim is to develop a routine to manage your images
in a way that works for you so that you do it, rather than putting it off. To get started
you can follow the workflow outlined here or just perform the tasks that suit you.
Refer to the section on Computers (see p77), for information on hardware, software
and technical jargon.

CRITIQUING YOUR IMAGES

The assessing and selection process is also an excellent time for reflection and
self-teaching. Your best pictures and worst failures will stand out clearly. Study
them to see what you did wrong and what you did right. Before you discard an
image file, check the EXIF data and see if you can learn anything as to why the
image didn’t work out as you'd expected. If you haven’t got time at this point, save
them in a folder for review at a later date. Look for patterns. Are all your best
pictures taken on a tripod? Are all the out-of-focus frames taken with the zoom
at its maximum focal length? Next time you can eliminate the cause of your fail-
ures and concentrate on the things that worked. Your percentage of acceptable
pictures will start to rise. Self-critique is an important and neverending process
in the life of a photographer.
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(Opposite) Light sculp-
ture and projection,
Sydney, Australia
(Affinity: Vivid Sydney
2015 / Artists:amigo &
amigo and S1T2)

The viewpoint, tight
framing and vertical
composition were chosen
to compress the two
installations and make
them appear as one. The
connection was further
enhanced by waiting for
a train to pass so that the
blurred lights filled the
black space between the
installation and the city
building.

DSLR, 24-70mm lens at 70mm,
0.6 secs 6.3, 1SO 400, tripod



Image files are
at their most
vulnerable dur-
ing the transfer
process, so never
delete files from
the memory card
until you have
verified that they
are safely at their

destination.

BACK AT HOME

TRANSFER

The first step is to transfer your images
from the camera’s memory card to your
computer. This process is also called im-
porting, copying, acquiring, ingesting or
downloading. All digital cameras have a
socket for connecting, or interfacing, the
camera directly into a computer or por-
table storage device. If you own a com-
puter, ensure that it has ports compatible
with the camera’s cable. Most use fast
Universal Serial Bus (USB3.0) cables.
Some professional DSLRs and a few ad-
vanced compacts use fast FireWire (IEEE
1394) connection cables.

Images can be transferred to a comput-
er by connecting the camera directly to the
computer with a USB or FireWire cable that
is supplied with the camera. Alternatively,
images can be transferred via a card read-
er or camera dock (see p62). If you trans-
fer the images directly from the camera,

This is the grid view in the Library Module of Adobe Lightroom, with the image folders
on the left, the histogram and EXIF data on the right. You can see I've selected images to
process marked with a blue label, and the ones I'm going to delete with a reject flag (X).
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make sure the battery is sufficiently
charged, as power failure during transfer
could result in the loss of images.

Image transfer to the computer’s hard
drive is easy and no special software is
required. Modern computer operating
systems recognise the camera, reader
or dock as soon as they are connected
as an external disk drive and display a
dialogue box with options allowing us-
ers to decide what they want to do with
the files. Typically, you have the choice
of copying or moving files. ‘Copying’
duplicates the image files on the com-
puter’'s hard drive and does not delete
the original files from the memory card.
‘Moving’ transfers the image files to the
computer, emptying the card of images.
‘Copying’ is recommended.

If you do connect your camera directly
to the computer, the bundled software
that came with your camera will open au-
tomatically. You'll be given the choice of
transferring all images or selecting only
the ones you want to transfer into a folder
or album that can be instantly browsed.

Be aware that some of these software
programs have options to enhance im-
ages automatically as the files are being
transferred from the camera. If you like
the sound of these time-saving applica-
tions, do some tests to make sure you're
happy with the results. To get the best re-
sult, this option is best turned off.

Alternatively, you can transfer images
manually by creating folders on your
desktop and dragging the files to the

POST-CAPTURE WORKFLOW ADD METADATA

folder and then browsing the folders in
your program of choice.

If you are really conscientious about
protecting your valued images or just
don’t trust computer hardware (probably
because you've experienced a hard-drive
crash) you should now copy the images

to an external hard drive. You now have
two sets of images on two different hard
drives and can confidently format the
memory card and reuse it. The copy on
the external hard drive is your archival
copy. If you don't do this now, you can
create an archive copy later (see p334).

VIEW, SELECT & DELETE

Now you can really sit back and enjoy
your photos, as this is probably the first
time you've seen them at a decent size
and hopefully you're viewing them on a
colour calibrated screen. Out of the many
pictures you've taken you need to select
the best for processing, if you've captured
raw files, and enhancing in image-editing
software, decide which ones you won't
work on but still want to keep, and delete
the ones you never want to see again.
It's much easier using a browser or
workflow application that allows you to

ADD METADATA

Metadata is information about the image
that is attached to the image file and typi-
cally includes your name, contact details,
copyright assertion, location data such as
country, state and city, a brief descriptive
caption and relevant key words. As your
digital image collection grows, so does
the importance of a system that allows
you to find the images you want quickly

compare images by viewing two or more
side by side (this is one of those jobs
where you just can’t have too big a moni-
tor) and to magnify parts of the image to
100% to check for sharpness.

Most imaging applications let you rate
or label the images on a scale of 1-3 or
1-5 using a star system or different co-
lour tags. Even the simplest bundled soft-
ware will usually let you tag an image as a
favourite. You can then sort your images
based on their rating to quickly review the
ones to keep or delete.

and easily and to know where, what and
who they are of. It might be clear now,
but look ahead five years and several
thousand images and you may not be
so sure. A consistent metadata and key
wording regime is the best thing you can
do for your image collection.

Cameras generate hard-to-use names
for each file. If you intend to identify or
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®
Remember to
regularly empty
the computer’s
recycle bin to
free up space on
your hard drive
and maintain
good computer

performance.

9

@
It's advisable to
add metadata as
soon as possible
and this is one job
that can be done
on the road if
you're travelling

with a laptop.
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Apart from the
security reasons
for archiving raw
files, another
great benefitis
that you can
return to the
original when you
acquire new
image-editing
skills or new

software.

BACK AT HOME

search for images via a number you'll want
to change this number to your own eas-
ier to understand numbering sequence.

ARCHIVE

You've now got a set of images you intend
to keep with appropriate metadata for
easy searching. Now is the time to archive
them for safe keeping by copying them to
a separate folder on your computer’s hard
drive, or better still, to an external hard
drive dedicated to your archived images.
It's a particularly important step if you've
captured raw files so that you have a copy
of the raw data before converting the file
to a usable format such as TIFF or JPEG.

CONVERT & EDIT

Not to be confused with selecting im-
ages, editing refers to the enhancing of
images in image-editing software and
typically involves adjusting the white bal-
ance and exposure, cropping and straight-
ening horizons, adjusting colour, contrast
and brightness, removing red-eye and
sensor dust. The editing process can be
very simple using the automatic options
in the most basic software, or very com-
plicated where every possible option is
considered and changes from the most
minute to the drastic are applied using the
most sophisticated software.

It's worth noting though that all digital
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If you're going to add metadata and key-
words, the file names generated by the
camera are irrelevant.

Some photographers create an archive
copy at the same time as they transfer
the files from the memory card to their
computer, whether at home or on the
road. Using Adobe Lightroom you can
add generic metadata such as your name,
copyright assertion and location data to
the images as they are being transferred
so that the archived images have this vital
information attached.

images can be improved in image-editing
software. It is the most time-consuming
stage of the post-capture workflow and is
much quicker if your images are correctly
exposed in the first place.

JPEG FILES

If you've captured your files as JPEGs and
intend to do any image-editing on them,
you should convert the file to a suitable
working format, typically a TIFF file. You
should not save and resave JPEG files as
you will throw away image data each time
you do, creating a more and more inferior
file each time.

POST-CAPTURE WORKFLOW CONVERT & EDIT

ARCHIVING IN ADOBE DNG

Images are usually archived in the format in which they were captured - raw,

TIFF, JPEG. If you're shooting raw you could also consider the option of convert-
ing the raw file, which is specific to the camera manufacturer, to Adobe’s ‘open’
DNG (Digital Negative format). Conversion is straightforward via the Adobe DNG
convertor, downloadable for free from www.adobe.com. To ensure complete flex-

ibility of your archived files, you can also select an option that allows the original
raw file to be embedded with the DNG conversion. See p20 for more information

on Adobe’s DNG format.

RAW FILES

Raw files must be converted to a working
format, typically a TIFF file, using a raw
conversion program before they can be
opened in image-editing programs. De-
pending on the raw conversion program
and your own workflow regime, you can
convert the images without applying any
changes or perform all of the image-editing
adjustments in the raw file—conversion
program before converting the file.

The point of shooting raw is to make the
most of every ounce of data captured by
the sensor to produce the best possible
digital files. Typically, photographers will at
the very least adjust the white balance, ex-
posure, contrast, saturation and sharpness
before converting the raw file to a TIFF file
and completing their image-editing in a
program such as Adobe Photoshop.

EDITING TOOLS

There is a lot to learn to really get the
most out of your files in image-editing
software and several excellent books
with many more pages than this one have
been written to help come to grips with
the process. There are lots of programs

available to perform image-editing tasks
(see p81) all offering a range of image-
enhancementtools. By way of introduction
to the options, language and procedure in-
volved in image editing, you'll find follow-
ing a summary of the key tools available in
Adobe Lightroom. I'll then take you step
by step through a typical image-edit of a
raw file in Lightroom’s Develop module.
Although you may choose to work with
another program, this will help you be-
come familiar with many of the features
you'll find in most image-editing software
packages, in varying degrees of sophisti-
cation, and give you an idea of what's pos-
sible in the world of post-capture process-
ing. With a little practice, these tools and
techniques are easy to come to grips with
and your pictures will really come to life.

In Adobe Lightroom the tools are
grouped into panels and are called con-
trols. They are presented here in the or-
der in which it is recommended that the
adjustments and corrections are applied.
You don't apply every control to every
photograph, just the ones that will make
a difference to the particular image file to
get the effect you desire.
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BASIC PANEL CONTROLS

These tools allow you to adjust the cam-
era file to optimise the colour and tone of
the image.

o White Balance: adjusts the colour tem-
perature, affecting the warmth or cool-
ness of lighting conditions

o Exposure Slider: sets the point where the
highlights just begin to clip and adjusts
the overall brightness of the image to
compensate for over- and underexposed
images. If you've ‘exposed to the right’
(see p140) this is where you will apply a
negative exposure setting to reveal all the
pixels captured in the highlights.

o Contrast Slider: adjusts image contrast
by making the shadows darker and the
highlights lighter.

o Highlights Slider: brings out detail in the
midtones and highlights

o Shadows Slider: brings out detail in the
shadows

o Whites Slider: for fine-tuning tone cor-
rection and useful for setting the point
where the brightest white tone is just
short of being clipped.

o Blacks Slider: for fine-tuning tone cor-
rection and useful for setting the point
where the darkest black tone is just
clipped.

(Note that in most image-editing soft-
ware these adjustments can be made
using a tool called Levels that lets you
set the point where the shadows and
highlights are clipped and adjusts the
brightness and contrast in the image.
In higher-end programs, including Light-
room you can do the same thing with
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Curve controls.

o Clarity Slider: adjusts the contrast in the
midtones without affecting the overall
contrast of the image

o Vibrance Slider: boosts saturation in the
less saturated colours without affecting
the already saturated colours.

o Saturation Slider: used to make signifi-
cant changes in saturation to boost or
subdue colour.

TONE CURVE PANEL CONTROLS

These tools allow you to fine-tune the im-
age'’s brightness and contrast.

o Highlights Slider: adjusts the brightness
and contrast in the highlights

o Lights Slider: adjusts the brightness and
contrast in the light tones

o Darks Slider: adjusts the brightness and
contrast in the dark tones

o Shadows Slider: adjusts the brightness
and contrast in the shadows

HSL/COLOUR/ GRAYSCALE
PANEL CONTROLS

This group of controls is for fine-tuning
colour by individually affecting the colours
in eight colour band ranges (red, orange,
yellow, green, aqua, blue, purple and ma-
genta) and also making grayscale conver-
sions.

o Hue (H) Slider: adjusts the hue colour bal-
ance in the selected colour band range

o Saturation (S) Slider: adjusts the satura-
tion to boost or subdue colours in the
selected colour band range

o Luminance (L) Slider: darkens or light-
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ens the colours in the selected colour
band range

o Colour: offers an alternative and simpler
way of adjusting the hue, saturation and
luminance

o Grayscale: used to convert colour im-
ages to black and white

SPLIT TONING PANEL
CONTROLS

The split toning controls are primarily
used as a creative tool to add colour to
monochrome tones after a colour image
has been converted to black and white.

o Hue Sliders: adjusts the hue colour in
the shadows or highlights

o Saturation Sliders: adjusts the strength
of the colour in the shadows or highlights

o Balance Slider: fine-tunes the balance
between the colour tones in the shad-
ows and highlights

DETAIL PANEL CONTROLS

These tools allow you to sharpen, adjust
noise levels and correct chromatic aber-
rations. Adjustments using these controls
should be made with the image magnified
to 100% to accurately gauge the change.

o Sharpening Sliders: correct for the in-
herent lack of sharpness that is typical
of a raw camera file. This sharpening
step is not to be confused with the
sharpening of a file in TIFF or JPEG
format when it is being prepared for a
designated output such as reproduction
in a book or as a print for the wall.

o Noise Reduction Sliders: there are two
noise reduction sliders to deal with —

luminance and colour noise. The Lumi-
nance slider smooths out the speckled
pattern of electronic grain. The Colour
slider removes colour noise by blurring
the colour channels, so use it judicious-
ly to avoid softening the image.

LENS CORRECTIONS PANEL
CONTROLS

There are four sections in this panel for
correcting various lens problems.

The Basic tab provides quick access
to check boxes that when activated au-
tomatically apply lens profile corrections,
correct Chromatic Aberration and con-
strain cropping plus an Auto Upright fea-
ture that straightens horizons and corrects
perspective. You can also adjust each
control manually via the Profile, Color and
Manual tabs.

o Profile tab reveals details about the lens
you used and the Adobe profile being
used, assuming the lens you used has
an associated profile in Lightroom.

o Color tab reveals the Chromatic Aberra-
tion Sliders which correct any deficien-
cies in lens optics not being able to re-
solve fine levels of detail captured by the
sensor, resulting in colour fringing around
edges of high contrast that appears as
red/cyan or blue/yellow borders.

o Manual tab provides access to various
sliders used for perspective correction
or fine-tining the Auto Upright perspec-
tive corrections. Note that Upright ad-
justments should be applied before you
crop and rotate an image.
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EFFECTS PANEL CONTROLS

o Post-Crop Vignetting Sliders are a cre-
ative tool used to darken or lighten the
corners of a photograph. The Highlight
Priority Style is recommended for gen-
eral work.

EDITING AN IMAGE

Following is an example of the steps in-
volved in processing a raw file before

exporting it as a TIFF of JPEG file. You
can edit a JPEG file in the same way. Not
every step is performed on every image,
and other steps are required on some
images that weren't required in this ex-
ample. But, this should give you an idea
of what needs to be done and the pos-
sibilities that image editing affords. This
workflow is achievable quite quickly (one
to two minutes) on files that are properly
exposed.

1. Open raw file. This is the original raw file, overexposed by 1/3 stop
with only Lightroom default settings applied. as you can see, it's flat,
too light, lacking colour - this is how raw files look out of the camera
and before they are processed.
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2. Crop and straighten. | failed to keep the horizon straight (obviously
the beach | was standing on must have been wonky) so the first thing
to do is straighten it up. Using the ruler tool, | marked a line along a
horizontal edge, the distant crowd, and the image is rotated. When you
straighten an image, you then have to crop out the blank space that

is created around the image. This is done automatically if you tick the
Constrain Crop Box. When you crop, you are removing pixels from the
image file making it smaller, so ensure you crop accurately to maintain
the maximum size file.
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3. Adjust White Balance. The image looked a bit too cool and had a
slight magenta cast with a colour temperature of 5250. | selected the
white-balance tool and placed the cursor over an area in the scene
that should be neutral in colour. Clicking the white-balance tool, |
increased the colour temperature to 5571, giving the image a slightly
warmer and more accurate look.

5. Adjust Highlights and Shadows. Next | fine-tuned the highlight and
shadow areas of the image. Typically, as | have here, | will apply a nega-
tive Highlights adjustment (-60) to bring out the detail in the midtone
to highlight areas (see sky) and a positive Shadows adjustment (+24) to
reveal detail in the shadows (see hair of people in foreground).

4. Adjust Exposure and Contrast. Next | adjusted the overall
brightness of the image by moving the Exposure slider to the left to
darken the image. Then | dragged the Contrast slider to the right,
which increases the contrast by making the shadows darker and the
highlights lighter.

6. Adjust Whites and Blacks. A slight positive adjustment to the Whites
slider (+10) and a negative adjustment to the Blacks slider (-12) was
applied to fine tune the tone correction.
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7. Adjust the Clarity, Vibrance and saturation. The image still lacked
punch and the saturated colours that | prefer. To address this, | added
contrast to the midtones with a positive Clarity adjustment (+20)

and dragged the Vibrance control to the right (+15) to boost the less
saturated colours.

9. Sharpen. Next, | added some sharpening (+50) to correct for the
inherent lack of sharpness that is typical of a raw camera file. This
action should be done at a magnification of 100%. As already stated
but worth emphasising, this sharpening step is not to be confused
with the sharpening of a file in TIFF or JPEG format when it is being
prepared for a designated output such as reproduction in a book or as
a print for the wall.
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8. Adjust colour specific Saturation. The Vibrance control certainly did
its job and overall the image is looking good, but the Ganesh statue is
now unnaturally colourful, specifically it's too orange. To correct this

I selected Saturation in the HSL / Color / B&W panel and shifted the
Orange slider to the left (-40) to desaturate just the orange tone.

10. Enable Profile Correction and Chromatic Aberration. In the Lens
Corrections Panel | checked the Enable Profile Corrections box to au-
tomatically apply an adjustment that corrects various lens problems.
When | zoom in to 100% to adjust the sharpening (step 9) | also check to
see if the image is suffering from chromatic aberration, typically green
and magenta colour fringes around high contrast edges. In this image
itis quite clear on the top of the tree in the background. This is easily
fixed by checking the Remove Chromatic Aberration box. The key here
is to remember to look for it so you can correct it.

11. Darken corners. In the Effects box under Post-Crop Vignetting and
with the Highlight Priority Style chosen | dragged the Amount slider to
the left (-30) to darken the corners of the image slightly. This serves to
draw the viewer’s eye into the frame.

12. Add Graduated Filter. The sky is still a little light so | have added

a Graduated Filter and applied a negative adjustment (-0.75) to darken
the sky for a more dramatic effect. Note, | also fine-tuned this action
with adjustments to the Highlights and Shadow sliders within the
Graduated Filter control. If there is sky in a photograph | will always
apply a Graduated Filter.

13. Remove sensor dust. Finally, the worst job, removing sensor dust!
| zoomed in to magnify the image to 100% and scrolled across and
down the entire file, which is the only way to be really sure that you'll
pick it up. Unfortunately, but as usual, there were a few dust spots in
the sky, which | removed using the Heal Brush.

14. Sit back and admire. The image is now displaying accurate, nicely
saturated colour and good tonal range with detail in the shadows and
highlights, and everywhere in between. See the final image featured
on pgs 344-5. The next step is to convert, or export, the edited file to
a usable file format, such as a JPEG or TIFF. These steps took around
two minutes to complete. If you've got a series of shots of a similar
scene, you can copy the adjustments and paste them onto the other
image files, which adjusts the photos in about a second.
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ONLINE PHOTO EDITING

If you're on the move without a computer and
image-editing software, or you don’'t want to
invest in software and the inevitable updates,
you could consider the image-editing options
provided by online services such as PixIr
(www.pixlr.com). You upload your pictures

OUTPUT

You now have a set of great-looking im-
ages ready to output as prints, email,
post on the web, burn to disc or just ar-
chive (again). You should be able to pre-
pare the files for the different types of
output in your image-editing or workflow
program. Typically, TIFFs are required for
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to their site, edit them online in real time,
then distribute the images to your social
networking or photo sharing account or
bring them back to your own computer
for printing and archiving. You can edit and
distribute your images from anywhere you
can get an internet connection.

most professional uses including printing
in publications, producing large prints for
display or exhibition and supplying to cli-
ents. JPEGs are the preferred format for
web, email and making prints via home
printers, photo labs and online print ser-
vices and supplying to photo libraries.

POST-CAPTURE WORKFLOW REMOVE FILES FROM HARD DRIVE

BACKUP

At this point you've got an archive of your
original images. Now you need to create a
backup copy of your edited image files to
a separate folder on an external hard drive
or burn them to disc or upload to an online
storage provider.

If you're doing this properly, you should
also make a second copy of both your ar-
chived original files and your edited files
and store them at a separate location.
You are then well protected against acci-
dental loss by writing over your images,
the inevitability of hard drive failures and
the worst case scenarios of theft, fire and
natural disaster.

[t's important to occasionally check your
archives and backups to make sure they are
still readable, so that you can make a new
second copy if you discover a problem.

The need to back-up your pictures immedi-
ately cannot be emphasised enough. Storing
the only version of your digital images on a

computer hard drive is asking for trouble.

REMOVE FILES FROM

With your two archives of original im-
ages and two backups of edited images
in two separate locations you can now
remove the image files from your com-
puter hard drive to free up space if you

ONLINE BACKUP AND STORAGE

Online backup and storage facilities pro-
vide an easy way to add a high level of
security to protecting your precious image
and video collection, and other important
data as well. There are plenty of options
including Dropbox (www.dropbox.com),
Google Drive (www.google.com/drive),
Apple iCloud (www.apple.com/icloud)
and photo-dedicated sites such as Pho-
toShelter (www.photoshelter.com), Zen-
folio (www.zenfolio.com) and Flikr (www-
flikr.com). If you're shooting video as well,
have a look at Phanfare (www.phanfare.
com). These systems offer solutions for
everyone, from those who want to save
the family photo collection, to professional
photographers. The services compete on
price, storage amounts, features and shar-
ing options, so check out a few, find one
that suits you and start backing up those
photos before it's too late.

All you need is a computer, a broadband
connection and most importantly, the dis-
cipline to do it.

HARD DRIVE

wish. You'll access your images by con-
necting the external hard drive to your
computer, which you'll probably want to
leave permanently connected.
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: ' e o )& =3 ' 10 days and culminates in the mother of all
processions. Thousands of idols are carried
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S8 & : -s‘1 0y * u , . 3 sion. The largest of all the statues takes
K \f around 12 hours to make the journey, so
if you can’t get a decent shot in that time
something is terribly wrong. After spending
hours walking back and forth along the pro-
cession route, | finally made it to Chowpatty
Beach where people gathered around their
idol to perform final rituals, before carrying
itinto the sea. There is so much to take in
at events like this, and it’s easy to miss the
best moments by running from one group to
the other. | chose to spend more time with
fewer groups so as to witness the entire
ritual. It's hard to be patient but it nearly
always pays off.
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Sharing images is easier than it has ever been thanks to the distribution power of the
internet. You can now share your creativity with the world via the World Wide Web
through general social networking sites like Facebook (www.facebook.com) and Tum-
blr (www.tumblr.com) or dedicated photography sites like Instagram (www.instagram.
com) and Flickr (www.flickr). You can also send your images to friends via email or up-
load them to photoblogs, moblogs and vlogs or set up your own website. Slide shows
can be made with numerous effects and adding a soundtrack is easy. Even though
they are still best shown in a darkened room, the projector screen has been joined by
the much more accessible television, computer and tablet screens. Photo albums have
taken on a whole new life and look as online services turn image sets into hard covered
books. Even the humble photo frame has gone digital, so you can enjoy a different one
of your favourite pictures every time you glace at the mantelpiece.

CHOOSING PHOTOGRAPHS TO SHARE

It doesn't matter who you're showing
your photos to (except perhaps people
who were there), you should edit your
photos tightly. Heavy sighs and excuses
are not what you want to hear when you
invite friends and family around to see
your latest travel pictures. That's what
you'll get if you bore everyone with sev-
eral images of the same thing and a long-
winded story about every photograph.
When you send people the link to your on-
line albums or post a series of images on
Facebook they can at least skip through
the pictures at their own pace. But, the

idea is to provide some viewing pleasure
and leave them wanting more.

We all take bad pictures — the trick is
not to show them to anyone. Edit the
technically poor, creatively weak and simi-
lar pictures out and you'll be left with a
much stronger and more interesting set of
photos. This takes a fair bit of discipline,
as emotion too often interferes with this
process and poor pictures are frequently
shared. If you can bring an objective view
to image selection you'll not only please
your audience, you'll leave them thinking
you are a great photographer.

SHARING PRINTING DIGITAL IMAGES

PRINTING DIGITAL IMAGES

Printing digital images is easy. You can
print them yourself or order them from a
digital print service. Either way, one of the
most significant cost savings gained by
digital capture is the opportunity to review
images before they're printed, allowing you
to select only the images you want to print.
Prints can be made from a digital camera’s
memory card in various ways:

o Transfer the images to a computer and
then print on a desktop printer or via an
internet print-service.

o Connect the camera directly to a desk-
top printer or insert the memory card
directly into a printer.

o Take the memory card to a photo shop
for printing.

o Visit a self-serve printing kiosk.

PRINT QUALITY

The maximum size print you can make is
determined by the number of pixels cap-
tured. The more pixels you have, the big-
ger the print you can make. The size of
the image is determined by the number of
pixels on the horizontal and vertical axis; an
16 MP camera produces an image file that
is approximately 4920 pixels wide by 3264
pixels high. If you divide each dimension
by 300, you will have the size of the image
at 300 pixels per inch (ppi). It is generally
accepted that a minimum of 200 pixels per

always recommended to capture images
at the highest quality setting the camera
offers so that you are not restricted later
by your choice of file size, only the physical
dimension of the sensor, which is a deci-
sion you make when you buy the camera.

PRINTING AT HOME

Printing your own photos has never been
easier, with a wide and ever-expanding
range of ink jet, desktop printers that pro-
duce photo-quality prints. You'll find a wide
range of models to suit every budget and
application. Some printers are so compact,
they're being promoted as an accessory to
be carried around so you can print on lo-
cation. Epson, HP and Canon are the big
players and all produce excellent devices.
Standard models use four colour-ink
sets (cyan, magenta, yellow and black)
and offer reasonable quality prints. Dedi-
cated photo printers add additional inks,
such as light cyan and light magenta and
other black inks. The best printers have
ten or twelve colour ink-sets and offer

PRINT LIFE

The longevity of a print is determined by the combina-
tion of ink and paper, how the print is stored, framed
and displayed and environmental conditions such as
humidity. The outcome can vary wildly, from six months

to 100 years. You can learn more from Wilhelm Imaging
Research, a lab that specialises in evaluating and pre-
dicting the archival qualities of printed output, at www.
wilhelm-research.com.

inch (200ppi) is required for a good quality
print, and 300ppi is needed for high qual-
ity prints. If you don't have enough pixels
the print will lack detail and sharpness. It's
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improved fade resistance, a wider colour
gamut, vibrant colours, invisible printer dots
which create a continuous tone so colour
transitions are smooth, the ability to repro-
duce neutral grey tones, increased detail in
the highlight and shadow areas and sharper-
looking prints. They also accommodate the
widest range of print media so you can print
on interesting surfaces such as watercolour
paper or canvas. Of course, the more inks in
the printer the higher the running costs.

MEDIA

There is a wide choice of print media to
choose from. Always check that the paper
is compatible with your printer, especially if
you want to use some of the fancier papers.
Prints can look completely different from
one paper to the next. Glossy paper repro-
duces deeper blacks and vibrant colour but
is more contrasty and loses some detail in
the highlights and shadows. Matte papers

Camera Megapixel Camera Pixel
Rating Resolution*

6 3000 x 2000

8 3260 x 2450

10 3900 x 2600

12 4272 x 2848

16 4920 x 3264

21 5616 x 3744

25 6048 x 4032

Actual pixel dimensions vary from camera to camera

are not as contrasty so produce a greater
range of colours, but they can be dull in
comparison to a glossy print.

There is also an interesting range of
artistic papers to consider, many coming
from traditional fine art paper manufac-
turers rather than the photographic com-
panies. You'll find different shades and
weights with varying degrees of textured
finishes such as smooth pearl, linen, wa-
tercolour, silk and canvas as well as the
classic 100% cotton, museum standard
acid free art papers.

Some of these papers are quite expen-
sive so it's particularly important to make
sure they are compatible with your print-
er. Check your printer specifications and
the paper manufacturer’'s website. See if
you can buy a sample pack to test before
handing over your money. Get started by
visiting www.hahnemuehle.com, www.
museofineart.com and www.ilford.com.

Maximum Print Size Maximum Print Size

in Centimetres in Inches
25.4x17 10x6.7
27.6x20.8 10.9x8.2
33x21.8 13x8.6
36 x24.1 14.2x9.5
40.6 x 26.6 16 x 10.5
474 x31.7 18.7x12.5
51.3x34.2 20.2x13.5

This table shows the maximum print size recommended for high-quality photo prints from 6 MP to 25 MP cameras set
on the highest JPEG image quality setting. The table assumes the full frame of the image is used and printed at 300ppi.
If you crop the image the maximum print size will be reduced unless you're willing to sacrifice print quality. Opinion
varies as to the maximum-size photo-quality print that can be achieved from each MP value. Camera manufacturers
are generally more liberal in their recommendations, and their claims vary considerably from camera to camera.

Treat this table as a starting point for your own research and tests.
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PRINTER PROFILES

To ensure the best results it's important to
tell the printer what paper you're using by
selecting the paper profile. The software
that came with the printer will probably in-
clude profiles for all the papers the printer
company makes that are compatible with
your particular printer. If you use paper
from a different manufacturer, you can ac-
cess the profiles free from their websites.

INK
Printer inks generally come in easy-to-
install cartridges. Standard printers use
one cartridge to contain the ink-set; the
higher-end photo-quality printers accept
individual cartridges for each colour.
There are two kinds of ink used in ink-jet
printers: dye-based and pigment. Dye-
based inks are the most common and
generally considered the best because
they produce the most vibrant colour.
Pigmented inks don't produce such good
colours but are considered to offer great-
er print longevity. Many of the better ink
sets with good archival quality ratings use
a combination of dye and pigment inks.
The printer manufacturers insist that
their own inks should be used in their
printers to ensure accurate colour repro-
duction, maximum longevity of the print
and to prevent damage to the printer
head. Third-party ink suppliers tempt us
to stray by producing ink at considerably
better prices. If you're doing massive
amounts of printing you may want to in-
vestigate the third-party option further;
otherwise, it's probably better to use the
printer’'s recommended inks.

SHARING PRINTING DIGITAL IMAGES

@
If you're going to print using direct-
to-computer, online print services or kiosks
you must shoot JPEGs or convert and save

your raw files to JPEG.

STAND-ALONE INK-JET PRINTERS

If the ‘'no computer’ option interests you
but you still want to make your own prints,
there are several choices. Some printers
have cable ports that connect directly to
the camera. Another range of printers has
built-in slots that accept single- or multi-
format memory cards for direct printing
from the card. For future flexibility con-
sider buying a camera and printer that
are PictBridge compatible. PictBridge
technology is an industry standard that
allows devices made by different manu-
facturers to be connected. The main ben-
efit is that you have a greater choice of
camera and printer combinations, and
one component can be upgraded without
having to replace the other. Features vary
with price but it's very handy if the printer

PRINT IT OR RISK LOSING IT

Even though manufacturers are doing everything they

can to make printing as easy as possible it appears many
people are storing digital images on hard drives and CDs
with the idea of printing at a later date. This resulted in the
photographic industry launching a media campaign in 2003
that carried the message ‘print it or risk losing it". The aim
was to get people to make prints sooner rather than later.
The concern is that delay in printing may mean that images
are lost forever due to damaged CDs or DVDs, hardware
failures and obsolete software. This warning is just as valid
13 years later.

349



TRAVEL PHOTOGRAPHY

has an LCD screen to make image selec-
tion easier. You should be able to print a
contact sheet of thumbnails, and some
have checkboxes for various print sizes —
you feed that order form into the printer
and it prints accordingly.

Don't forget to consider the aspect ratio of

your image when choosing a paper size to

print on. See p21 for details.

KIOSKS

Another variation on developing and print-
ing is self-serve printing kiosks. Often lo-
cated in photo shops, office suppliers and
electrical retailers, the kiosks are set up to
receive digital files from most storage me-
dia. No computer knowledge is required
and after inserting your memory card the
software takes over and prompts you
step by step. You select the images you
want to print and the size required. You
can also generally perform many of the
standard image-editing functions found in
basic image-editing software such as co-
lour correction, cropping, red-eye removal
and alterations to brightness, contrast and
sharpness. When you've completed your
order it's sent via the internet to a mini-
lab, which outputs the prints on standard
photographic paper.

PHOTO LABS

If you want to keep it really simple, take
the memory card to a photo retailer for
printing. However, if you want to reuse
the memory card and want the option of
making reprints or enlargements later, you
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also need to order a copy of the files before
deleting them from the memory card. The
photo shop will do this at the time of print-
ing by transferring the files to CD. Unfortu-
nately, the standard of prints that photo
labs produce varies wildly. If you get a set
of prints that are really disappointing it's
well worth explaining the problem to your
photo-finisher and requesting a reprint. If
they refuse or suggest that they've sup-
plied the best prints possible, get a sec-
ond opinion from another minilab.

ONLINE PRINTING

Internet print services allow you to select
the images in your image-editing soft-
ware, enhance them if you want (for ex-
ample remove red-eye or crop), choose
from various print sizes and finishes and
send your order via email. You then pick
up your prints at a nominated local retailer
or they're posted to your address.

Some digital print retailers are tailoring
services specifically to travellers allowing
you to share your pictures with family and
friends back at home long before you re-
turn yourself. A complete service includes
printing directly from your memory card,
copying the files to CD so you can reuse
the card, and posting the images to a
password-protected website. Family and
friends are told the website address and
password. They go online and view your
photos in the comfort of their own home.
Of course, if someone got hold of your
camera and reeled off a few indiscreet
shots at that great party that you really don't
want your mum to see, you simply don’t se-
lect them for posting to the website. Yes,
they've thought of everything. Finally, the

people who care about you can then order
prints themselves, which are sent to their
address within a couple of days.

Online printing is just one service of-
fered by many companies; see p356 for
the details of the wider offering and list of
services providers.

PHOTO ALBUMS

Prints are traditionally stored in photo al-
bums. The main album styles have self-
adhesive pages, plain pages or slip-in
pockets. Many of the self-adhesive pag-
es are cheap, but over time the contact
can wear off and the prints fall out. Even
if they don't fall out they're probably in
contact with harmful chemicals. Albums
of plain paper allow you to write directly
below the photographs but require you to
supply adhesive or photo corners. Most of
us don't expect to remove pictures once
they're in an album, but, if you do, photo
corners might suit you, although they're
fiddly. If you're sticking the pictures in, ask
your photo retailer what they recommend
rather than using normal glue. The slip-in,
clear-pocket albums don't allow for various
size pictures and you can't be creative with
how you lay out the pictures. Captions
are important: you can remember where
you've been, and they allow the photos to
be enjoyed by people who weren't there.
Before you quickly put every photo in
the album why not pick out your favourites
for enlarging? This will highlight your best
photos and make sure they get the extra
attention they deserve. You could also use
enlargements to introduce each new coun-
try or theme. One big advantage of prints
is that you can crop them at the printing
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stage. Cropping allows you to enlarge the
main subject or eliminate unwanted ele-
ments around the edges of the print.

DIGITAL PHOTO BOOKS

Having your name on the front of a hard-
cover book featuring your own images is
the dream of most photographers. It's
still as difficult as ever to get published
if you want to see the logo of publish-
ers such as Aperture, Phaidon, Thames
and Hudson, Tashen or Lonely Planet
on the spine. However, it's now easy to
produce single or short-run editions of
your own book using custom digital book-
making services provided by online com-
panies such as Blurb (www.blurb.com),
Lulu (www.lulu.com), Momento (www
.momento.com.au), Asuka (www.asuka
book.com) and Photo Pico (www.phot-
opico.com.au). They provide the soft-
ware, design templates and tools and you
provide the images and text. Next thing
you know you've got your own book be-
ing delivered to your door.

WALL PRINTS

Framing your favourite prints for wall dis-
play is very satisfying. Most photo labs
can print or organise enlargements from
digital files up to poster size (50cm x
76cm; 20in x 30in). If you want the best
possible print and are prepared to spend
a bit more money, seek out a profes-
sional lab to handle the enlargements.
A good lab will advise which images will
and won't print well, rather than just tak-
ing your order. If you decide to frame
your print behind glass, use plain glass,
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Wall prints, Perth, Australia
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Get everything right when you take the photo and
you'll be able to fill whole walls with your images.
DSLR, 24-70mm lens at 24mm, 1/125 f3.2, 150 400

not nonreflective glass. Nonreflective
glass takes the edge off the sharpness
and dulls the colours. Careful positioning
of the print on the wall helps minimise
reflections...as does a little step to the
left or right by the viewer.

Prints should not be placed in direct
contact with the glass. Traditionally, a
border called a window mount, or matt,
goes around the print and separates the
print from the glass. If that look doesn't
suit you, a good picture framer will ad-
vise on the options. You'll also have a
number of choices of mount board and
mounting adhesives. Ask for the archival
products which prevent discolouration of
both the matt and the photograph. Place
the framed print in an area that doesn’t
receive direct sunlight.
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SLIDE SHOWS

Slide shows are a great way to present a
lot of photos in a short time and the images
themselves will never look better. Digital
files can be shown via various output de-
vices including digital projectors, computer
monitors or television screens. The sim-
plest path is to insert the media card into a
dedicated slot in a computer or TV and the
pictures will appear in the order you took
them. It's just as simple if you've trans-
ferred your images to a USB, CD or DVD.

However, if you've got a computer, you
can do much better than that and really do
justice to the time and effort you put in
capturing the images by presenting them
in a creative and entertaining way. With
the right software, you can turn your pho-
tos and videos into slide shows complete
with soundtrack, transitions, captions, nar-
ration and special effects. You only have
to do the work once. When you're happy
with the show, you can save it and output
it to all sorts of formats including DVD,
Blu-ray and CD as well as devices like tab-
lets, mobile phones and share it on You-
Tube or Vimeo. Software programs cater
to all levels. For those who want to keep
it simple, check out Magix Photo Story
Easy (www.magix.com). For more sophis-
ticated productions take a look at ProShow
Gold (www.photodex.com), a favourite of
professional photographers.

Whatever you do, don't turn a great set
of pictures into a dry slide show instead
of the entertaining and informative experi-
ence it should be. You have a captive audi-
ence and it's your duty not to bore them.

Following are suggestions that will have
your family and friends calling out for more:

o Always view the show first to ensure
the photos are in the right order and the
right way up.

o Don't leave images on the screen for
more than six seconds; four seconds
is fine. At four seconds each you can
show 225 images in 15 minutes.

o Don’'t show similar pictures of the same
subject. Just select the best one.

o Be ruthless in your image selection and
only show the best.

o Grouping destinations or themes re-
duces the commentary because you
can introduce a sequence of shots with
the first image.

o Have some order to the images. The
chronological order of the trip is most
logical. If you're coming and going from
a home base or a country more than
once, group the slides into countries
rather than jumping back and forth.

o Keep the length of the show to around
15 minutes.

o Add a soundtrack, or at least play
some appropriate music, to set the
atmosphere and to help prevent you
feeling the need to talk about every im-
age. Let some of the photos speak for
themselves.

o Project or play the show in the darkest
room possible. Too much stray light will
reduce the impact of your images.

o Project or play the show earlier in the eve-
ning rather than later. After dinner and a
couple of drinks, it's easy for people to fall
asleep in a dark room with music playing.
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EMAILING PHOTOS

If you've ever sat in front of your com-
puter waiting for a photo to download
and then when it arrives it's far too big
for your screen and you have to scroll left
and right, up and down to see it, then
you'll know the problem of sending inap-
propriately sized photos as email attach-
ments. If images are being sent via email
for viewing on a computer screen, then
they must be resized for that purpose
by lowering the resolution and send-
ing a physically smaller version. Most of
the software that is bundled with digital
cameras, as well as the popular image-
editing programs, has dedicated email
functions that automatically resize im-
ages for emailing. Windows users can
also resize images easily by following
these steps:

= Y emearamm ||
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If you want to send an image via email, your camera will have captured far more pixels
than you actually need. Resizing is important to ensure the image can be downloaded
quickly and viewed easily by the recipient. This is the simple image resizing interface
offered in Microsoft Office Home User software.
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o Go to My Pictures, select the image.

o In the File and Folders Tasks menu, se-
lect E-mail.

o Select Picture size from drop-down
menu.

o Select Smaller 640 x 480.

o Press Attach and your email program will
place the image in the attachment bar.

If the files are being sent so they can be
printed, select ‘Original Size' from the
Picture size menu. Before you hit ‘Send’,
check the file size and be aware that
many internet providers limit the size of
attachments, often to around 10 MB. If
you have several images to email, send
them one at a time or better still use a
cloud-based file transfer and sharing ser-
vice such as WeTransfer (www.wetrans-
fer.com), Dropbox (www.dropbox.com)
or Hightail (www.hightail.com). You ei-
ther upload your photos to the service
and the recipient is sent a link which al-
lows them to download your files or you
place the images in a folder on your com-
puter that syncs with an online version
that can be accessed by anyone you wish
to share your photos with. For those not
using email resizing functions, save a copy
of your image file and resize it to 600-800
pixels wide and set the resolution to 72dpi.
The best format to use is JPEG.

If you need to resize lots of images for
email or website posting and want mowe
control over the process check out the
specialist, but free, applications such as
Easy Thumbnails (www.fookes.com), PIX
resizer (www.bluefive.pair.com), Graph-
ic Convertor (www.lemkesoft.com) or
EasyCrop (www.yellowmug.com).
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SHARING PHOTOS &
VIDEOS ONLINE

There is no question that we can get a seri-
ous amount of personal satisfaction from
admiring our photos, but if the mind-bog-
gling numbers being touted around image
activity on the online social networking
sites are anywhere near accurate, it's obvi-
ous we get far more pleasure sharing them
with others. Around 350 million photos are
uploaded to Facebook and 100 million to
instagram every day. Flickr has over ten bil-
lion photos in its database and over ten mil-
lion images are shared daily. Over 4000 im-
ages are pinned to Pinterest every minute.
And this is still a relatively new phenom-
enon. The numbers will continue to sky-
rocket as broadband internet connections
become the norm and the applications are
made more simple to use and more people
understand exactly what's being offered.

Online social networking and photo
sharing sites are the modern version of
the photo album, the whole point being to
organise and then share your photos with
others. There are numerous online busi-
nesses offering a range of services that
help you organise, store, edit, share and
print your images. The sites are often run
by companies providing print services, so
people can see and then order prints. You
upload high-resolution image files, which
they copy to produce a web-optimised file
for quick display. The services are gener-
ally free and offer a generous amount of
storage space. Some charge for storage
above the free quota and for additional
premium services.

These sites offer much more than just
being places to store digital files and order
prints. They give everyone the chance to
display their work, engage with a commu-
nity of fellow picture takers from all over
the world, give and receive feedback, find
inspiration and join groups, or pools, of
people with similar interests. Flickr’s travel
category, for example, has over 10,000
groups. You'll also find lots of tips and tech-
niques, including video tutorials, equip-
ment reviews and discussion forums.

Check out a few, ask friends about their
experiences or go online and read what
people have to say in the online forums.
Check particularly what their rules are on
compressing larger files, ideally you want
your files stored at their original size. Also
check their policy on deleting files, some
may delete if an account is left dormant for
a long time. You'll soon find one that suits
you. They all work along these lines:

UPLOAD & STORE

Install free software on your computer and
follow the instructions to upload, or post,
photos and video from your computer, via
email or from your phone or tablet. The
amount of free storage offered varies, but
2 GB is enough for storing around 8000
standard-resolution photos.

EDIT

Many of the services have an image-
editing application that lets you perform
simple enhancements such as removing
red eye and cropping as well as adding
creative fonts and effects to your pictures.

SHARING PRINTING DIGITAL IMAGES

ORGANISE

Create albums, collections or sets of im-
ages based on destinations, events or
themes. You can add keywords and loca-
tion information to help viewers find them
using a search engine.

SHARE

Anyone with a computer and internet ac-
cess can be invited to look at your photos.
You decide who gets to see them through
privacy controls. Keep them private, share
with family and friends or make them
public and let the whole world see what
you're up to. Visitors can leave comments
and you can interact with the other site
members by browsing their public galler-
ies, commenting, critiquing and inviting
comments on your own work.

ONLINE SERVICE PROVIDERS

Numerous online services can help you organise, store,
edit, share and print your images, including the following:

www.flickr.com
www.photos.google.com
www.apple.com/icloud/photos
www.irista.com
www.picasa.google.com
www.shutterfly.com
www.snapfish.com.au
www.nhikonimagespace.com
www.smugmug.com
www.photo.net
www.thislife.com
www.photobucket.com

O O OO OO OO OOOO OO
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PRINT

You and your visitors can order prints
from your collection and they will be
posted out with a couple of days. But
prints are just the start. You can buy all
sorts of products featuring your images
such as cards, photo books, DVDs, cal-
endars, mugs, mouse pads, puzzles and
framed prints.

Before signing up to a site, consider
where it's located. If you order prints
outside the USA from a North American
service provider, the prices will be in US
dollars and you'll be up for international
postage charges. However, if you've got
friends and family living overseas, by
joining a provider local to them, the post-
age costs will be minimal.

BLOGS

The digital space allows anyone with
internet access to share their thoughts,
photographs, videos, music and anything
else that can be digitised without inter-
ference from the moderation of tradition-
al media publishing via a website called
a Web Log, but better known as a blog.
Blogs can be as simple as a daily diary
through to sophisticated multimedia pro-
grams, but generally are owned by indi-
viduals and updated regularly.

The blog quickly became specialised
as one form of content became the focus
of the blog so photoblogs, also known
as fotologs or fotoblogs, feature pho-
tographs; video logs, or vlogs, feature
video footage. If you're capturing still or
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video images on your camera phone you
can upload to blog sites from wherever
you are and you'll be blogging on the go,
or mobile blogging, better known as mo-
blogging. See more on mobile blogging
and video blogging on p357.

Blog owners can include as much or
as little information about their photos,
such as captions and technical notes, as
they wish. Most invite comment from
and between viewers, and provide links
to other blogs of similar interest.

PHOTOBLOGS

Anyone can create a photoblog and
setting up one has been made easy by
specialist photo-sharing sites such as
Photoblog (www.photoblog.com) and
Flickr (blog.flickr.net/). They provide all
the tips, techniques and tools you need
to get your blog up and running. Check
them out just to see what others are
doing. To ensure more people than just
your family and friends get to see your
efforts, share a link to your posts on your
social networking accounts such as Twit-
ter, Facebook, Linkedin and Google+.

MOBLOGS

One of the great things about capturing
images on your mobile phone is that you
can share them from wherever you are
within seconds of taking them. Sending
photos to another phone as a Multimedia
Service (MMS) message is just the start
of what's possible.

Get yourself a blog or an account with
a social networking site and you can go
mobile blogging, or moblogging. Upload

text, photos and video via email, MMS or
SMS to any number of cyberdestinations.
The major mobile-phone companies
have established working relationships
with the popular networking sites includ-
ing Flickr, Facebook and Tumblr, or they
allow access to a personal page on their
company blog. Alternatively, you can use
a third party site which converts and up-
loads your content to any of the popu-
lar sites or any platform that has mobile
posting compatibility. There are also
specialist moblog sites that will archive
your text, images and videos as well as
convert and upload the content to your
social networking profiles, blog or web-
site. Some of these sites will send your
content directly to the mobiles of your
family and friends. When you're travel-
ling, this is a great way to send off quick
updates letting everyone know what
you're doing and where you are, in real
time. No computer or internet connec-
tion required. You only need to send it
once and the service sends it to every-
one in your phone network.

VLOGS

If you've shot some footage on your cam-
corder, digital camera or mobile phone
and you reckon it's worth sharing with
the world, then go vlog. Video blogging,
or vlogging, are blogs that feature video
clips and are broadcast on the internet.
The most popular site for sharing videos
is YouTube (www.youtube.com), and it's
seriously popular, with over a billion us-
ers that watch hundreds of millions of
hours of video every day. There are more
than 50 other video sharing sites on the
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internet, including Vimeo (www.vimeo.
com) and Metacafe (www.metacafe
.com). These sites are a good place to
start to access information and opinion
on vlogging. They also offer the editing
tools and other resources to help you
create and upload your videos.

®

Protect your images. Make sure you fill in

the Copyright IPTC metadata field in your
image editor before emailing or posting
images to the web using the correct format:
©2016 Richard I’Anson. The info stays with
the image file if a copy is downloaded. It can
be changed in an image editor, but thisis a

violation of copyright laws.
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@ SELLING TRAVEL IMAGES

There is nothing more satisfying than seeing your images reproduced on the printed
page of a high quality brochure or respected publication or flashing up on a beautifully
designed website. It's even sweeter when you've been paid. There are plenty of out-
lets for travel images, so if you feel your photographs are good enough and might be of
interest to others, you may want to investigate ways of licensing your work.

The good news is that there is as big a demand for travel pictures as ever, the list
is long: magazines, newspapers, books, greeting cards, calendars, CD covers, jigsaw
puzzles, stamps, billboards, websites, posters — you get the idea, anywhere images

If your aim is to
make money from
your pictures

in any shape or
form, shoot raw
and convert the
images to TIFF

or JPEG files to
any specification
requested by a

client.

are published. The bad news is that travel imagery, including outdoor/nature photog-
raphy is probably the most competitive category when it comes to commercialisation
of pictures and the one hit hardest by the flood of images now available thanks to the
ease at which people can upload images to the web and get them seen via blogs,
websites and social networking sites. This simply means there is a greater imperative
than ever before to produce great pictures of more places.

THE BUSINESS OF TRAVEL PHOTOGRAPHY

Yes, it's hard to believe, but travel pho-
tography is, in fact, a business. It can
look pretty glamorous from the outside
(and sometimes it actually is), heading
off on one trip after the other to places
that everyone else saves their hard-
earned money and time to get to. The
reality is slightly different — it's a com-
petitive, challenging business and if you
want to be successful at it you work hard
and you do it full time. Edward Weston
summed it up nicely:

PHOTOGRAPHY TO THE AMATEUR IS
RECREATION, TO THE PROFESSIONAL
IT IS WORK, AND HARD WORK T0O,
NO MATTER HOW PLEASURABLE IT
MAY BE.
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Travel photography is certainly one of
the most interesting branches of the
photographic profession. It's a special-
ist area in terms of the business of tak-
ing, marketing and licensing images,
but it's very general in terms of the kind
of pictures that you need to take to be
able to make a living from it. The range
of subjects covered in this book should
have made that clear already. The travel
photographer has to be able to cover
all of them well. Personally, | have sev-
eral goals — no matter where | go —
that, when achieved, give me the depth
and breadth of coverage | need to ensure
that my pictures fulfil the needs of pic-
ture buyers more often than not:

SELLING TRAVEL IMAGES THE BUSINESS OF TRAVEL PHOTOGRAPHY

o Shoot broadly, aiming to cover as many
of the key subjects as possible at ev-
ery destination — whether it's a country,
city or village.

o Aim to photograph every subject in the
best possible light —there is a best time
to photograph everything.

o Always maximise the photo opportu-
nities. Often a lot of the hard work is
in just getting there, so, once there,
always look for the second, third and
fourth shot of the same subject to add
variety to the collection.

o Aim to be the most informed foreigner
in town.

o Look to create visual narratives of all
subjects.

o Apply the same work ethic and regime
to stock shoots as to assignment pho-
tography, ie approach each shoot as
though it's going to be delivered to a
fee-paying client.

o Aim to take better pictures than anyone
else.

o If a subject appeals, never assume that
you'll see it again later. Shoot first, and
reshoot later if a second or better op-
portunity presents.

o Plan and shoot as though the trip is a
once-in-a-lifetime opportunity.

o Always know where you are going to be
shooting first thing in the morning and
in the last couple of hours of the day.

o Try to be ruthless when assessing
the quality of your pictures, never
sending out anything that isn't of the
highest standard.

‘COPYRIGHTED’ IMAGES

If you use Adobe Photoshop, Lightroom or Elements you'll
see a Copyright Status field in the metadata panel that lets
you indicate that the image is ‘Copyrighted’. This is a term
that only applies in the US and explicitly means that the im-
age has been registered with the US Library of Congress.

If you operate in the US then only make this claim if you
have actually registered the photo. The standard copyright
notice is understood throughout the world and affords
adequate protection to enforce your right of ownership

over an image.

COPYRIGHT

You automatically own the copyright on
an image as soon as it's created, and it
remains yours for the rest of your lifetime
plus 70 years. Given you won't be around
for the 70 years after your lifetime the
copyright is transferred to your heirs or
anyone else you choose to will it to.

You need to protect your copyright. Al-
ways include a copyright notice with any
image you send out. The correct format
for the notice is the copyright symbol, the
year the image was taken and your name:
©2016 Richard I'’Anson. You can add an-
other level of protection by adding the no-
tation ‘All rights reserved'.

Both assignment and stock image us-
ers will sometimes ask to buy out the
copyright in an image or in all images cre-
ated on assignment. This means you'll
never be able to relicense those images
and probably won't even be able to use
them in your own portfolio or website.
Read all contracts that you are offered
very carefully paying particular attention
to the Grant of Rights clauses, to ensure
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that you're not unwittingly transferring
copyright to the company commissioning
or licensing your work.

RIGHTS

When a client wants to publish an image,
they license the rights to use that image
in a particular way (brochure), for a partic-
ular time period (12 months) in a particular
territory (North America). The usage can
be as narrow or as broad as is required,
but you are licensing the rights to publish
the image, not selling the image or sell-
ing the copyright on the image. The most
common rights you'll encounter are one-
time, exclusive, electronic and all rights.

ONE-TIME RIGHTS
Images are licensed for a single use for
a fee.

EXCLUSIVE RIGHTS

Exclusive rights guarantee the user that
you will not make the image available to
other image buyers. Typically, this means
the image will not be made available to
competitors of the user for an agreed time.

ELECTRONIC RIGHTS

Images licensed for web, portable mobile
devices and digital media such as CD-
ROMs, e-books and online magazines.
Always check if electronic rights are re-
quired because many users mistakingly
assume they are automatically included
with one-time or exclusive rights.

ALL RIGHTS

This all-encompassing license allows
images to be used for all purposes for a
specified period of time.
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SUBMITTING PREVIEW
IMAGES

One of the best things about the digital
world is that we can send copies of the
same image to different prospective clients
without compromising the quality. Ensure
you send the files in exactly as requested. If
specifics aren't mentioned, send JPEG files
no larger than 800 pixels wide at 72dpi. This
is quite sufficient for your images to look
good on a computer screen and equally
importantly for them to load quickly. Email-
ing large images can clog up inboxes, take
too long to download and then too long to
open. This is the recommended way to
quickly get on the wrong side of photo edi-
tors and buyers, and even worse they may
not even look at the pictures at all.

PAPERWORK

Whenever you send out images, in-
clude professional-looking paperwork,
hard copy or electronic, that speci-
fies what you've sent, how they can
be used, rights being offered and fees.
Make sure your business name and
contact details are clear. If you're send-
ing a CD, DVD or USB drive and ex-
pect it to be returned, include a self-
addressed and stamped envelope.

RELEASE FORMS

If you intend to make commercial use
(submit to an image library, or otherwise
license or sell) of photographs of people,
private property, artworks or trademarks,
you need to know about releases. Model
and property releases are used by pho-
tographers to obtain permission from
a person or rights holder to use their
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image or property in a photograph. Get-
ting written permission makes it difficult
for a person to later claim that the use of
the photograph has breached their rights.

Practically, it's difficult and time con-
suming to ask everyone you photograph
to sign a form (and that's if you speak
their language). Generally, editorial uses,
such as books, magazines and newspa-
pers, don't require releases, unless the
use of the image might be defamatory.
But in the advertising world, which pays

the highest fees for licensing stock imag-
es, images will usually not be accepted
without signed releases.

As every situation is different, you may
want to seek out information about what
you need for your particular subject and
use. For example, if you're going to use
images for noneditorial purposes, bear in
mind you may need to provide some com-
pensation (even nominal) for the release to
be enforceable.

BEING A TRAVEL PHOTOGRAPHER

Travelling to take photographs is very dif-
ferent from taking photos while travelling.
Professional travel photography is about
commitment to the image. Nothing gets
higher priority than being in the right place,
at the right time, all of the time; not food,
not sleep, not comfort, not family, not
friends, nothing! Consequently, it's quite
a selfish profession, at least while you're
on the road. The only way to achieve the
most consistent levels of originality, qual-
ity and consistency, and eke out the maxi-
mum photographic possibilities from the
time allocated for capturing images, is to
travel solo — anything else compromises
your ability to be 100% focused (literally)
on the task at hand (you also don't feel
quite so selfish).

Apart from an egocentric streak, the
successful travel photographer requires
several key characteristics and skills,
some of which are quite contrary:

o The ability to plan every detail to make

the most of whatever time you have,
but be totally flexible to respond quickly
to new and/or unforseen events.

o A restlessness that keeps you on your
feet for hours searching out the next
photo opportunity must be countered
with the patience to be still and wait
once you have found what you are
looking for, for however long it takes
for the right light or the right subject,
or both, to come together — minutes,
hours, days...

o Lightning reflexes so that you don't
miss what you've been searching or
waiting for, or to react to anything you
happen to stumble upon.

o Strong social skills to make quick
connections with people whether
you have a common language or not,
as well as needing to be comfort-
able with your own company - it's
essentially a solitary occupation.
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Release forms
have now been
digitised. Releas-
es by Snapwire

is a free app for
Apple devices,
while the paid-for
Easy Release app
is available for
both Apple and
Android phone
and tablet users.
These replace
paper model and
property releases
by letting you col-
lect information
and signatures
on your mobile
device. All sorts
of customisa-
tion is possible
to suit your own
needs and Easy
Release includes
forms in multiple

languages.
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o The confidence to quickly and comfort-
ably step into new places and cultures.
There is absolutely no time for jet lag or
culture shock.

o An open mind and respect for what
you see.

o A supremely optimistic nature.

o The ability to see something that isn't
there (see p116).

o And finally, the ability to leap tall build-
ings in a single bound and move around
invisibly through milling crowds (only
joking, just!).

GETTING STARTED

There are essentially three ways to make
money as a travel photographer: shoot
assignments where you're paid to take
specific pictures for a specific purpose;
supply stock images that you've already
taken for a license fee; or create products
to sell, such as books and fine art prints.
Before you can do any of these things you
need images.

BUILD A COLLECTION

There is only one way to get started in this
business and that's to go travelling with the
purpose of taking images for commercial
purposes. That is, plan a shoot, not a trip.
You don’t have to go far, at least to start
with, but you do need to produce a collec-
tion of images that show potential clients
and photo editors that you're capable of
shooting good pictures across a range of
subject matter in a variety of locations and
conditions. No one is going to send you off
overseas, or even up the road, unless they
have the utmost confidence that you can
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deliver. This is the key difference between
taking photos for fun, and shooting for a
living. The professional photographer has
to deliver — no matter what.

Give serious thought to the destina-
tions you're going to visit as you build
your collection. There's not a lot of point
in shooting in places that are clearly well
and truly covered, although in practice
this is difficult to do. The catch is that
places that aren’t well covered are prob-
ably not for good reason — war, famine
and political unrest come to mind - and
demand for travel images of these plac-
es will be minimal anyway. Ideally, your
travels will take you to a range of destina-
tions, from the iconic to those that are off
the beaten path.

Better still, use you clairvoyant skills to
predict where the next hot destination will
be and get ahead of the game. Either that
or read travel magazines, both retail and
trade. Many of them devote articles in the
second half of the year to predicting the
following year’s ‘hottest’ destinations.

ASSESS YOUR WORK
You need to be ruthlessly honest about
the quality of your images. Yes, you may
have had to overcome all sorts of finan-
cial, mental and physical difficulties to be
in just the right place to capture a stun-
ning subject in the most remarkable light,
but the photo editor and picture buyer re-
ally don't care about that. What they care
about is how well you captured the scene
and whether it suits the specific purpose
they require an image for.

Assess your images against those that
are already out there, in books, magazines
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and on websites. Seek a second opinion,
and not your mother’s! It's great if you get
encouragement from friends, family and
social media followers, but their opinion
should not be the basis for mortgaging
your home to become a travel photogra-
pher; they will always love your pictures.
By signing up for a short course, or even a
long one, you'll get access to photography
teachers and other students who will be
much more objective. Some courses facili-
tate contact with working photographers
in your field of interest. Camera clubs are
great places to meet likeminded people
and they run regular themed competitions
with critique sessions by experienced
photo enthusiast and industry experts.
Professional photography organisations
also run a variety of lectures, seminars and
workshops that you can attend as a non-
member and are a great way to discover
the latest trends in photography.

BUILD YOUR PROFILE

When you're starting out you may have
lots of images but not much in the way of
actual evidence that they've been used. It
takes time and effort to build a profile but
there are some things you can do even
before you've got a single client.

Web Presence

The first thing you can do is create your
own website and/or blog, or at least place
images with an online photo-sharing com-
munity such as Flickr or 500px, so that
you can point potential clients to an online
folio. Websites are brilliant promotional
tools and professional photographers are
expected to have one. You can present
your photos in themes or destinations

to match your prospective clients. In-
clude the URL in an email and potential
clients can easily find out about you and
your work. You can pay a web designer to
make you look really good or do it your-
self. Some image-editing programs have
web creation tools which arrange and re-
size your photos for web display. You then
upload the files onto the web space that
is usually part of the package when you
sign up with an internet service provider.

Online Magazines

There are various online magazines that
you can contribute to that may not pay
in the first instance, but will expose your
work to a global audience and may lead
to future sales. They count photo editors
and gallery owners among their viewers
SO you never know who may enjoy your
efforts. The magazines may not be directly
related to travel photography, but they
can provide you with an extra degree of
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My website (www.richard
ianson.com), like many
photographers’ sites,
features biographical in-
formation, image galleries
and provides information
about other activities such
as events, workshops and
publications.



BACK AT HOME

credibility with certain prospective clients
who appreciate seeing your work being
used beyond your own website. It also
suggests that you're an active photog-
rapher. It's the old, reflected glory trick.
Check out Matador Network (matadornet-
work.com) JPG Magazine (www.jpgmag
.com), Blueeyes Magazine (www.blue
eyesmagazine.com), Foto8 (www.foto8
.com) and MediaStorm (www.media
storm.com). Even if they're not suitable for
your work you may find some inspiration.

Photo Competitions

There are lots of photo competitions you
can enter that have the potential to offer
you exposure and better still, prizes. In fact,
photography competitions seem to be a
growth industry in their own right. Always
read the terms and conditions of entry
carefully, particularly in regard to how the
competition organisers can use your entry.
Some competitions are simply a vehicle for
companies to acquire images without pay-
ing for them. You should definitely not en-
ter competitions that seek to transfer copy-
right ownership from you to them. Make
sure you're comfortable with the fact that
even if you aren't required to transfer copy-
right, you may be permitting a company to
use your images in brochures, advertising
and websites without payment. Three of
the biggest and best-known international
photo competitions are the Travel Photog-
rapher of the Year (www.tpoty.com), the
International Photography Awards (www.
photoawards.com) and Wildlife Photogra-
pher of the Year (www.wildlifephotogra-
pheroftheyear.com).
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SELLING YOUR IMAGES

Once you've got a solid collection of im-
ages, getting them represented by a stock
photo library is a good way to start earn-
ing money from your photography. At the
same time, you can pursue selling images
directly to clients through third-party on-
line service providers and simply knocking
on the doors and inboxes of publishers. If
you happen to catch something newswor-
thy on your travels, the photos or video
may be of interest to media agencies.

STOCK PHOTOGRAPHY

‘Stock’ refers to images that are shot spec-
ulatively at the photographer’'s expense
and then either marketed directly by the
photographer, usually via their own or a
third-party website, or placed with an im-
age library or photo agency ready to meet
the needs of picture buyers who require
existing images, instead of commission-
ing new ones. There are specialist libraries
that hold extensive collections of one sub-
ject, such as travel, wildlife or sport, but
the majority of stock libraries cover all sub-
jects, including travel. Libraries represent
the work of many photographers with the
aim of always having an appropriate image
on file to meet their clients’ requests.

One of the best things about having im-
ages represented by a stock library is that
you don’t have to worry about the busi-
ness of marketing and pricing images, in-
stead leaving it to the professionals. They,
of course, take a percentage of the license
fee for this which ranges anywhere from
30% to 70%, but your pictures will be
seen by far more potential clients than you
could ever attract to your own website.
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Most libraries have a team of photo edi-
tors who assess every image that is sub-
mitted for its relevance to their collection
and customers, creativity and technical
quality. These are known as moderated
collections. There are other businesses
that work on an unmoderated model that
only requires each submission to pass a
technical specification check. This is the
easiest way to get your images into an
online collection. However, these collec-
tions are consequently massive, and trav-
el is one of the most popular categories
of submissions, so your images face stiff
competition purely in terms of numbers
even before content and creativity enter
the equation.

Images are typically licensed using
rights-managed or royalty-free models:

Rights Managed

Rights-managed (RM) images are con-
trolled so that customers are protected
against the same image being used by
their competitors in a similar way at the
same time. Images are licensed to a client
for a particular use, for example, a travel
brochure for reproduction at a specific
size (quarter page, full page etc), and
placement (front cover, inside etc), for a
certain time (three months, one year etc),
in a particular industry (travel, banking
etc) in the territories it will appear (UK,
Middle East etc), in designated languages
(English, all languages etc) and for a des-
ignated print run (1000, 50,000 etc).

If you place images with a rights-
managed collection, you can't place the
same or similar image with another library
or license the image directly yourself.

Royalty Free

Royalty-free (RF) images are licensed at a
set fee, usually based on file size, and the
client is free to use the image how, where
and when they want, as can anyone else
who licenses the image, so no level of
exclusivity is afforded the user. There are
dedicated royalty-free libraries and most
of the bigger libraries offer collections of
royalty-free images alongside their rights-
managed collections. Images made avail-
able through royalty-free collections can
usually be placed with more than one
library as client protection and conflicting
use are not an issue.

Microstock

Microstock is a variation on the royalty-
free model that aims to license lots of pho-
tos and make money from lots of small,
or micro, payments rather than licensing
fewer images at higher paying licenses.
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Published stock imagery
Travel brochures, cal-
endars, greeting cards,
postcards, book covers,
stamps, magazines and
newspaper articles are
just some of the places
where you'll see travel
imagery published.

DSLR, 24-70mm lens at 33mm,
1/125f6.3,1S0 400
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Microstock also distinguishes itself
from the traditional model by accepting
images from anyone, including one-off
submissions. However, they are moder-
ated and so every image is reviewed by
photo editors for technical and creative
quality before being uploaded to the site.

TRAVEL STOCK

Travel stock is very competitive. To get
pictures into a library can be tough,
and the terms and conditions may not
suit you. Libraries are businesses and
they're there to represent the work of
photographers, many of whom rely on
stock sales for their living. Your pictures
will not only be judged on their own
merits, but against the images that are
already in the library. Then, when they
go before a customer, they'll have to
compete against the best pictures from
other libraries for the buyer’s attention.
The more common subjects and the
most popular destinations face the
greatest competition. You only get paid
for a stock image when it's used.

Once you're represented by a traditional
library, you'll be expected to make regu-
lar submissions. The way to make money
from stock is to be continually adding to
your own collection and to have as wide a
coverage as possible, both in subject mat-
ter and geographic coverage. The more
pictures you have of a variety of subjects
from a variety of places in a variety of light
and conditions, the more times they'll go in
front of picture buyers; and the greater the
chance you'll have of meeting their needs.

Professional stock photographers plan
their travels carefully and shoot stock in
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a very organised way. While researching
a destination a shot list is developed of
subjects that need to be covered, based
on what's already in the library, requests
already received from the library, and on
anticipated requests.

SUBMITTING TO STOCK LIBRARIES
Stock libraries all have their own require-
ments and guidelines on how they prefer
to receive submissions. Generally, to es-
tablish whether or not your images are of
suitable quality and content, a traditional
library will want to see an initial submis-
sion of around 20 to 50 images, present-
ed as low-resolution digital files delivered
on disc, USB or via a file sharing service.
When preparing your submission, re-
member that the people assessing your
work will not have the same emotional
attachment to the pictures that you have.
The following are suggestions to ensure
that you make the best impression with
your first submission:

o Study the library’'s website carefully,
paying particular attention to the cov-
erage of the places and subjects you
intend to submit. The images you sub-
mit have to be at least as good as what
is already on its site. Look for areas
where its coverage is lacking and bias
your submission to those destinations
(if you've been there, that is). When
judging your images against what is al-
ready online, compare them against the
best images, not the worst. There are
reasons why less than perfect pictures
are in collections, but that doesn’t mean
that is the standard the library is looking
for from new work. Your pictures must
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be as good or better than the best im-
ages in the library, not the median.

o Read the submission guidelines and
follow them exactly. Image libraries re-
ceive thousands of new images every
week. Don’t stand out by making it hard
for them to deal with your submission.

o Edit your submission. Don't send in
technically poor images. Out of focus,
over- or underexposed pictures will de-
tract from your overall submission and
indicate that you don’t have enough qual-
ity images to meet the library’s require-
ments. This is your first contact with the
photo editors at the library and you need
to impress them. Every image should be
strong. The biggest single reason image
submissions are unsuccessful is that
they look like holiday photos, ie the pic-
tures have been taken to record memo-
ries of a personal trip. Submissions are
also weakened by too many images of
one travel partner, close-ups of flowers,
insects and architectural details, and
iconic places shot in ordinary light.

o Present your images, covering let-
ter and any other material requested
professionally. Good presentation will
not disguise inferior work, but it does
indicate you're taking the process seri-
ously; photography is a visual business,
present like you know that too.

SELLING IMAGES ONLINE

An alternative option to seeking represen-
tation with a photo library is to join an online
service provider that facilitates indepen-
dent photographers to sell images directly
to clients. Providers such as AGPix (www

PHOTO LIBRARIES & MICROSTOCK WEBSITES

Check out the following photo libraries and microstock

sites to see where you think your images might be best

placed:

Photo Libraries

o www.gettyimages.com
www.corbis.com
www.robertharding.com
www.natgeocreative.com

www.diimex.com

www.500px.com

www.imagebrief.com
Microstock Sites

o
o
o
o www.masterfile.com
o
o
o

o www.shutterstock.com
o www.istockphoto.com
o www.fotolia.com

o www.dreamstime.com
O www.veer.com
Unmoderated Agency

o www.alamy.com

.agpix.com), Photoshelter (www.photo
shelter.com) and Image Brief (www.imag-
ebrief.com) are worth looking up.

You can also create an online portfolio
with businesses that use images to create
and sell products such as posters, framed
prints, greeting cards and t-shirts. Check
out RedBubble (www.redbubble.com).

SELLING IMAGES TO PUBLISHERS

Travel pictures are most commonly pub-
lished in books, magazines, newspapers,
travel company brochures, calendars,
greeting cards, posters and websites. It's
critically important that you take the kinds
of pictures that people are going to want
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HOW-TO BOOK:
TRAVEL WRITING,
DON GEORGE

to buy. Educate yourself by browsing
magazines, books, newspapers and web-
sites and all other printed matter you can
lay your eyes on. After a while you'll get a
feel for the kind of pictures that get used
and the sort of publications that use them.
Check the picture credits. Often the pho-
tographer and photo library are both named
and you can look them up on the internet
to see more of their work. Create a list of ti-
tles and publishers whose products match
your images. This will let you concentrate
on contacting only relevant publications.
When you're ready to go, you can con-
tact potential users directly to find out
what their needs are and how they go
about buying pictures. Most magazines,
newspapers and book publishers have a
submission-guideline document available
on request or on their website. Careful
study of these will save you a lot of time.
You'll put yourself at a significant advan-
tage with the editors of magazines and
newspaper travel sections if you can de-
liver a word and picture package. If you're
going to deliver a finished article on spec,
make sure to check back issues of the
publication for the past year, often held at
your local library or on the net. You don't
want to be sending in a story on a destina-
tion that has recently been covered.
Many publishers have set rates for the
use of images and photo-text packages.
Make sure you know what these are before
you submit any work so you can negotiate
if you feel inclined. It's no use complaining
about what's offered after publication.
It should be obvious, but deliver work
professionally and exactly to the stated
guidelines. Quality business cards and let-

terheads are well worth the cost. If you're
submitting on disc then produce a printed
label that identifies you and the con-
tents. This presents so much better than
scrawled handwriting using a marker pen.

MEDIA AGENCIES

If you're in the right place at the right time,
or more importantly the wrong place at
the right time, you can join the ranks of the
citizen journalist and send your pictures
and videos to Demotix (www.demotix
.com), a media agency that accepts im-
ages and videos from anyone with a cam-
era phone, digital camera or camcorder.
The images must be newsworthy and of
interest to the wider public. If they are,
Demotix will set about licensing the im-
age to media outlets such as newspapers,
magazines and TV stations around the
world. Many of the pictures of interest to a
media agency are also time sensitive. Im-
ages shot on a camera phone, or a camera
if you have a portable computer and wire-
less access so you can send immediately
from the location, will put you at an advan-
tage, rather than having to get back to a
computer to send.



GLOSSARY OF PHOTOGRAPHIC TERMS

A

angle of view - image area
that a lens covers, measured
in degrees and determined by
the focal length; the shorter
the focal length, the greater
the coverage

aperture — opening in the
lens that allows light into the
camera body; variable in size
and expressed in f-numbers
auto-exposure lock —
control that locks and holds
exposure on the subject while
recomposing (also known as
AE Lock)

autofocus — system that allows
focus to be set automatically
(also known as AF)
autofocus lock - control that
locks and holds focus on the
subject while recomposing
(also known as AF Lock)

B

bit — smallest unit of

digital data

bit depth — a measure of the
number of bits stored for each
pixel in an image

bounce flash — technique of
reflecting the flash-unit light
from a ceiling, wall or other
reflective surfaces to diffuse
and soften the light

bracketing - technique used
to ensure that the best possible
exposure is achieved by taking
additional frames and adjusting
the exposure for each, usually
by a half-stop either side of the
recommended exposure
bridge camera — camera type
between compact and DSLRs
in terms of style and size

C

cable release — accessory
allowing the shutter to be
released without the photo-
grapher touching the camera,
to prevent camera shake
calibrate — adjust digital
devices (scanner, monitor,
printer) so they display neutral
colours, without colour bias
camera dock - accessory for
transferring images from a
digital camera to a computer
and recharging the camera
battery; also known as a cradle
or power base

card reader — device for
transferring images from a
memory card to a computer via
a USB port

centre-weighted metering —
reads the light reflected from
the entire scene and provides
an average exposure reading
biased towards the centre
section of the viewfinder

charge-coupled device (CCD)
— common light-sensitive
image sensor used in digital
cameras that converts light
into data

chimping - reviewing every
photo taken on the LCD screen
immediately after capture
colour space — spectrum of
colours available from which a
digital image can be created
colour temperature — a
measure, in degrees Kelvin, of
the colour of light

compact disc (CD) - common
storage medium that can hold
up to 650 MB of data; discs
can be read-only memory (CR-
ROM), recordable (CD-R) or
rewritable (CD-RW)

compact system camera
(CSC) — camera type between
compact and DSLR in terms of
style and size

complementary metal oxide
semiconductor (CMOS) -
light-sensitive image sensor
used in digital cameras that
converts light into data
compression — process for
reducing digital image file size
by discarding some of the data
contrast — the difference
between the lightest and
darkest parts of a scene
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conversion lenses —
accessories that clip or screw
onto the front of the prime lens
of a compact digital camera

to alter the angle of view; also
called auxiliary lenses

D

dedicated flash — flash unit
that connects to the camera’s
metering system and controls
the power of the flash to
produce a correct exposure
depth of field - the area of

a photograph, in front of and
behind the point of focus, that
is considered acceptably sharp
depth-of-field preview -
control that allows the aperture
to be stopped down manually
and provides a visual check

of the depth of field at any
given aperture

digital versatile disc (DVD) -
common storage medium that
can hold up to 17 GB

of data

digital zoom - uses the
(digital) camera’s image
processor to enlarge a portion
of the image by creating

and adding pixels through
interpolation, giving the illusion
of zooming in; image sharpness
and contrast are compromised
diopter correction lens —
optical accessory mounted on
camera viewfinder to enable
photographers who wear
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glasses to compose and focus
without glasses

DSLR - digital single lens
reflex (camera)

DX coding - system that
automatically sets the ISO by
reading the film speed from a
barcode printed on the cassette
dynamic range — the ratio
between the brightest part of a
scene (the highlights) and the
darkest part of the scene (the
shadows) in which an image
sensor can record detail

E

effective pixels — the pixels on
a sensor that are used to create
an image

electronic viewfinder -
advanced compact digital
camera feature that displays
what the lens sees

EXIF (exchangeable image
format) — file format that
embeds image-capture
information within a file
exposure — the amount of light
allowed to reach the camera
sensor or film

exposure compensation —
allows over- or underexposure
of the film by third - or half-
stops up to two or three stops,
when using automatic exposure
modes

exposure lock — technique to
lock the exposure so the scene
can be recomposed without
changing the exposure setting

exposure modes — controls
for exposing the sensor by
prioritising one setting (shutter
speed or aperture) over

the other — can be manual,
semiautomatic and fully
automatic modes

exposure value — method of
quantifying the light level of a
scene based on the relationship
between the ISO setting,
shutter speed and aperture

F

fast lens — lens with a very
wide maximum aperture

field of view — image area that
the lens provides

file format — manner in which
the data captured by a camera
to create a digital image

is stored so that it can be
retrieved and processed using
photo-editing software

fill flash - technique used

to add light to shadow areas
containing important detail
filter — optical accessory
attached to the front of

the lens, altering the light
reaching the sensor used for
a range of technical and
creative applications

FireWire (IEEE 1394) —
connector or port designed
for high-speed data transfer
between peripherals such as
digital cameras

flare — stray light that degrades
picture quality by reducing

contrast; records as patches
of light

focal length - distance from
the centre of the lens when

it is focused at infinity to the
focal plane

focal length conversion
factor — the number the focal
length of a lens is multiplied
by to determine new focal
length when used with a
digital camera; determined by
the sensor’s size relative to a
35mm film frame

focal plane - the flat

surface on which a sharp image
of the subject is formed; the
sensor lies on the focal plane
focus lock - technique to lock
the focus of an autofocus lens
on a point so the scene can be
recomposed without changing
the point of focus

focus mode — method of
focusing the lens; either
manual, one-shot autofocus or
servo/tracking autofocus
focus point — point on the
focus screen that determines
what the lens focuses on
f-stop — measurements that
indicate the size of the lens
aperture

full-frame sensor —

digital camera sensor equal

in size to a 3bmm film frame
(24mm x 36mm)

G

gigabyte (GB) — 1024
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megabytes (MB) of digital data
guide number (GN) —

indicates the power output of
a flash unit with 100 ISO film

H

highlight — the brightest area
of the subject

histogram - graphic
representation of the
distribution of pixels in a
digital image

hot-shoe — place on camera
body for mounting an
accessory flash unit

image-editing software

— computer application for
enhancing and manipulating
images

incandescent lighting -
artificial light source
interpolation - creation of
new pixels to fill in data gaps
between existing pixels,
typically used when images are
enlarged

ISO - International Organization
for Standardization, which
sets the standards for light
sensitivity rating

ISO equivalent - the
sensitivity of digital camera
sensors to light, based on the
sensitivity of film to light

ISO rating - the sensitivity
of the sensor to light; the
higher the ISO, the more light
sensitive the sensor

J

JPEG (joint photographic
experts group) —
industry-standard file format
and compression routine that
uses the lossy process

L

light meter — device for
measuring light

Lightroom - specialist image-
workflow software by Adobe
liquid crystal display (LCD)
— screen in digital camera
body for image review and
access to control menus and
camera settings; can be an
alternative to the viewfinder for
composing images

lossless compression —
compression process that
results in smaller digital file
size without compromising
image quality

lossy compression —
compression process used to
reduce image files, discarding
more and more data as
compression is increased

M

macro lens — lens designed to
give a life-size image of a subject
megabyte (MB) - 1024
kilobytes (KB) of digital data
megapixel (MP) - one

million pixels

memory card - removable and
reusable storage medium used
by digital cameras

371



GLOSSARY OF PHOTOGRAPHIC TERMS

metadata — information about
an image, attached to the
digital file

model release form —
legal document giving the
photographer permission

to use the image for
commercial purposes
multizone metering -
measures the light from
several areas of the scene
and gives a reading (also
called matrix, evaluative,
multisegment, multipattern
and honeycomb-pattern
metering)

N

noise — error or stuck pixels in
a digital image file generated
during the conversion of

data to pixels (colour noise);
electronic grain that appears as
a speckled pattern (luminance
noise)

0

optical zoom - lens with
variable focal lengths; zoom
effect is achieved by physically
moving the lens in and out of
the camera body

P

perspective correction -
allows control of the angle of
the plane of focus through tilt
and shift movements on special
lenses to prevent distortion of
perspective
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photodiode - light-sensitive
cell on the surface of a

sensor that converts light into
numerical data

Photoshop - professional
image-editing software product
by Adobe

PictBridge — industry-standard
technology that allows

devices made by different
manufacturers to be connected
pixel — abbreviation for picture
(pix) element (el); the smallest
amounts of information that
combine to form a digital image
pixel count — total number of
pixels on a sensor; calculated
by multiplying the number

of pixels on the vertical and
horizontal axes

predictive autofocus —
sophisticated focusing system
that continuously tracks a
moving subject (also known as
tracking focus)

prime lens - lens with fixed
focal length

program mode - fully
automatic exposure setting in
which the camera’s metering
system sets both the aperture
and shutter speed

property release form - legal
document signed by property
owner giving photographer
permission to use the images
of their property for commercial
purposes

R

random access memory
(RAM) - computer memory
that holds data while being
worked with

rangefinder — focusing system
that measures the distance
from camera to subject by
viewing it from two positions
raw — file format where
images are compressed using
a lossless process, thereby
retaining all data originally
captured

red-eye — red artefacts visible
in the subject’s eye as a result
of direct flash light reflecting
off the blood vessels of the
retina straight back onto the
sensor

resolution — degree to which
digitally captured information
displays detail, sharpness and
colour accuracy

S

saturation — measure of the
intensity of colour in an image
sensor — semiconductor chip
made up of photodiodes that
convert light into numerical
data so it can be processed,
stored and retrieved using
computer software

short lens — wide-angle lens
shutter — mechanism built into
the lens or camera that controls
the time that light is allowed to
reach the sensor

shutter speed - the amount of

time that the camera’s shutter
remains open to allow light
onto the sensor

SLR (single lens reflex) — a
camera design that allows
lenses to be interchanged and
for the user to view subjects
through the lens being used to
take the picture
spot-metering — light meter
reading from a very small area
of the total scene

standard lens - lens with

a focal length of 50mm or
55mm, and an angle of view
close to what the eye sees
sync speed — fastest shutter
speed that can be used to
synchronise the firing of the flash
with the time the shutter is open

T

teleconverter — optical
accessory that fits between
the camera body and the lens
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to increase the focal length of
the lens

telephoto lens - lens with

a focal length longer than a
standard 50mm lens

TIFF (tagged image file
format) — industry-standard
file format commonly used for
storing images intended for
print publishing

tonal range - range of tonal
values in an image

tonal value - relative densities
of tones, from light to dark, in
an image

TTL - abbreviation for Through
the Lens metering; light-
sensitive cells in the camera
body measure light passing
through the lens

tungsten lighting - artificial
light source

U

USB (universal serial
bus) — connector or port

for connecting a computer
to devices such as digital
cameras, camera docks or
card readers

V

viewfinder — camera’s
optical system used to view a
subject

W

white balance - digital
camera function that adjusts
colour to ensure that white is
recorded as white under all
light conditions

wide-angle lens — lens with
a focal length shorter than a
standard 50mm lens

VA

zoom lens — lens with variable
focal lengths
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INDEX

35mm cameras 72, 73

A

accessories 54-63

accommodation 98

animals see wildlife, photograph-
ing

APS cameras 16

aerial photography 179-81

aperture 113-4

architecture, photographing 260-
3, 2745

archiving 334, 335, 343

artificial light 170-2

aspect ratio 21-4, 192

assessing images 333, 346

B

bags 63-4

batteries 60-1, 95

birds, photographing 322-5

bit depth 139

blogs 356-7

blur 176-7

books
how-to 192, 335, 368
inspirational 84, 115, 180, 222,
229, 231, 232, 235, 251, 274,
295, 298, 307 310, 316, 319,
320, 327

bounce flash 168

bracketing 136-7

bridge cameras 38-9

buffer memory 27

burst mode 27

C

cable releases 61

camcorders see video cameras
camera-bundled software 80-1
camera accessories 54-63
camera care 107-11

camera phones 88-73, 186-9
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video 194-6
camera shake 132
card readers 62
chargers 60-1
children, photographing 218-19
chimping 30
churches, photographing 274-5
cities, photographing 253-77
cityscapes 257-9
cleaning & checking equipment
29, 62, 91, 107
cleaning kits 62
clipping 139
coastlines, photographing 238-9
colour 31-3
compact digital cameras 35-8
compact system cameras 39-40
composition 143-57
depth of field 145-6
focus 146-8
framing 155
horizons 156
point of interest 144
rule of thirds 144
scale 157
compression 17-18
computers 77-82
contrast control 33
conversion lenses 53-4
copyright 359-60
crowds, dealing with 280
customs 97
cutaways 199

D

data-recovery software 93
depth of field 145-6, 150
deserts, photographing 234-7
DNG files 20-1, 325
downloading images 332-3
drones 75-6

DSLR cameras 40-3, 65-6, 90
dynamic range 138-9

E

emailing images 353-4
environmental portraits 214-15
etiquette 103-4
EVF cameras 38-9
EXIF metadata 27
exposure 131-41
bracketing 136-7
compensation 136
high dynamic range 140
JPEGs 137-8
meters 134
modes 135
raw files 138-41
external hard disks 79
eyecups 61

F

face recognition 27

festivals, photographing 279-83
file formats 18-21

file size 21, 25

fill flash 169

filters 57-60

fireworks, photographing 184-5
firmware 26

first-curtain sync 167

flash 166-70

flash-blur technique 177

flash units 54-6

flowers, photographing 248-9
focal length 46

focus 146-8, 200

food, photographing 295-303
framing 155

f-stops 133

galleries, photographing 272-3
GoPros 74
groups, photographing 216-17

H

high dynamic range 140
histograms 28, 139
horizons 156

I

image-editing 81, 334-42
image quality 21

image review 28

image stabilisation 28, 46-7
incandescent light 170-2
indoor photography 256, 272-5
insurance 96

ISO 17 131-2

J

JPEG files 18, 19

L

lakes, photographing 246-7
landscapes, photographing 227-
51
LCD hoods 62
LCD screens 29
lenses 46-54
lens flare 162
lens hoods 61
lens multiplier factor 47-8
lens speed 46
light 159-73
colour 160
direction 161
incandescent 170-2
measuring 134
quality 162-3
light shows, photographing 264-5
light trails, photographing 184-5
live view mode 29

M

macro lenses 52

marine life, photographing 326-7

markets, photographing 288-9,
298-9

media agencies 368

memory cards 24-5, 92-3
metadata 3334

Micro Four Third cameras 39-40
moblogs 356-7

model releases 360-1

mosques, photographing 274-5
mountains, photographing 230-1
movement, photographing 175-85
museums, photographing 272-3

N

night photography 159, 255,
292-3
noise 17

0

online printing 350-1, 356
online, sharing images 354-7
online storage 343

optical media 80

orientation 156

P

panning 176
people, photographing 207-26
communication 208-9
etiquette 103-4
groups 216-17
portraits 210-13
performance, photographing
286-7
perspective 150
perspective-correction lenses 51
photoblogs 356
photo libraries 364-8
pixels 14-21
point of interest 144
portable storage devices 62
portraits 210-13
preparation 83-96
previsualisation 116
printing 347-52
property releases 360-1
publishing online 354-7
pull focus 200

R

rainbows, photographing 166
rainforests, photographing 240-1
rangefinder digital cameras 43
raw file—conversion software 81-2
raw files 19-20

red-eye 168

reflections, photographing 246-7
release forms 360-1

research 84

resolution 14-21

restrictions 104

rivers, photographing 242-5

rule of thirds 144

S

safaris, photographing 316-17
saturation control 33
scale 157
second-curtain sync 167
security 105-7
selling images 358-68
sensors 14-21, 29, 90-1
sharpening control 33
shops, photographing 288-9
shot lists 88-9, 101, 198
shutter speed 132
slide shows 352-3
snow, ice & glaciers, photograph-
ing 232-3
software 80-2
sound annotation 30
sport, photographing 290-1
standard lenses 49
stock photography 364-7
storage
digital images 95-6, 343
online 343
optical media 80
storytelling 126
street art, photographing 270-1
streetscapes 266-7
sunrise & sunset, photographing
163
super telephoto lenses 50
superwide-angle lenses 48-9
Superzoom cameras 38-9
sync speed 167
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T

teleconverters 52-3

telephoto lenses 49-50
temples, photographing 274-5
TIFF files 18-19

time management 84, 88
transport, photographing 276-7
tripods 56-7

U

underwater housings 62

underwater photography 326-7

urban scenes, photographing
253-77

V

video cameras 190-203
video mode 30-1
vlogs 357

W

water, photographing 238-9,
242-7

waterfalls 242-5

weather 108-10

websites
equipment reviews 65
photo libraries 364-8
printing 350-1, 356
publishing online 354-7

Weston, Edward 358

white balance 32-3

wide-angle lenses 49
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Antarctica 110-11, 320, 321

Argentina 12, 189, 226, 233, 242,
251, 310

Atacama Desert 251

Australia 47, 52, 55, 62, 67, 69, 70,
74,75, 93, 96, 122, 123, 144,
150, 161, 163, 164-5, 166, 168,
172, 174, 175, 180, 184, 185,
187 210, 238, 239, 241, 246,
248, 250, 252, 258, 260, 262,
265, 268, 271, 273, 277, 288,
290, 291, 293, 302, 305, 306,
309, 311, 312, 322, 323, 324,
325, 326, 327 330, 352

Barbados 293

Bhutan 22-3, 114, 118-19, 133,
138, 169, 177 195, 212-13, 221,
275, 290

Botswana 317

Brazil 86-7 244-5, 278, 280, 281

Canada 242

Chile 8, 98, 117 160, 161, 231,
234, 251, 298, 299, 323

China 18, 50, 83, 101, 103, 140,
148, 159, 170, 171, 177, 211,
251, 284, 299, 300, 303
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Ecuador 318, 319

Egypt 157 161

England 255

France 253, 268

Germany 261, 270

Iceland 157, 229, 232, 243, 271

India 85, 95, 108, 126, 127 128-9,
130, 141, 142, 145, 154, 163,
179, 181, 193, 219, 220, 230,
235, 249, 269, 288, 290, 296,
297 301, 304, 311, 314-15,
344-5

ltaly 56, 102, 121, 124, 125, 155,
156, 257 275, 302

Laos 222

Malaysia 136, 308

Montenegro 49

Myanmar 173, 215, 219, 224-5

Nepal 147, 149, 182-3, 209, 216,
307

Netherlands 289

New Zealand 178, 240, 261

Norway 44-5, 116

Pacific Ocean 158

Peru 51, 218, 219, 227 235, 236-7,
263, 272, 279, 282, 283, 296,

wildlife, photographing 305-27
birds 322-5
marine life 326-7

workflow 82, 94-6

X

X-rays 78-9

VA
zooming 199-200

zoom lenses 50-1, 53
z00s, photographing 308-9

313

Philippines 296

Russia 39, 105

Singapore 52, 151, 171

South Africa 106, 316

Spain 120, 173, 256, 263, 267

Sri Lanka 26, 115, 161, 186, 217

St Martin 135, 287

Switzerland 58, 59, 162, 231, 247

Taiwan 109

Thailand 71, 167, 221, 249, 259,
264, 281, 294

Tunisia 214, 219, 266, 273, 285

Turkey 41, 152-3, 215, 223, 228,
274, 288, 292, 295, 299, 302

UK 255

United Arab Emirates 288

Uruguay 97 283

USA 292

Vietnam 34, 100, 143, 176, 216,
223, 276, 286, 301
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