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 A lmost inevitably, my favorite im-

ages from a portrait shoot are the 

accidental ones, the moments that 

happened between takes or that occur 

when the something is being adjusted. 

Little, fleeting moments in which the 

personality of the subjects really shines 

happen so often that I try to keep my 

camera in my hand and turned on no 

matter what’s going on around me, and 

especially after the shoot has ended. 

This shot happened at the end of a 

few hours testing camera equipment 

at sunset on the banks of the Hudson 

River. Gina, my model, is one of those 

highly prized models that not only is up 

for anything, but suggests trying things 

that other subjects might not go for. 

I had asked her to stand on the rocks 

with the hem of her dress in the river 

when she said “want me to sit down in 

the river?” 

Uh, yes. 

What followed was a half hour of in-

credible shots with the sunlight on one 

side of her face and LED lights on the 

other side. (You can see more of these 

images in our review of the new flagship 

DSLRs from Nikon and Canon, and in 

our sister magazine, Digital Photo Pro ) 

While those images were incredible, this 

shot particularly stood out to me. We 

had just finished shooting in the water, 

wrapping for the day, and Gina stood 

up to wring the water out of her dress. 

We were joking about the shoot and 

about the throngs of people assembled 

on the boardwalk behind me gawking 

at our antics, when she threw her head 

back laughing. 

It took me many years as a photog-

rapher to learn to keep my eyes open 

for the moments that happen between 

the moments, but once I learned that, 

my photography changed. That’s one 

of the great things about photogra-

phy, you never stop learning. Some 

days you’re learning about f/stops and 

lighting ratios and some days you’re 

learning about capturing the moments 

you might have missed if you weren’t 

paying attention. 

This issue is dedicated to the art of 

photographic education. In it we fea-

ture some powerful articles that cover 

all aspects of photographic develop-

ment—from learning how to turn a 

kitchen table into a compelling edito-

rial subject, to essential lighting tech-

niques, to secrets of travel photography. 

It’s a collection of great pieces that will 

help any photographer improve their  

vision and their technique. 

If you’re still hungry for more, head 

to the How To section of our website 

at dpmag.com/how-to/ where you’ll 

find dozens and dozens of articles that 

will spark your imagination and help 

you get more out of your photogra-

phy, and then go out and try the tech-

niques in this magazine and on the 

website and watch your photographic 

skills flourish. 

—David Schloss, Editor
@davidjschloss, editors@dpmag.com

EDITOR’S
NOTE
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VIEW PROFILE:  
ALI SAYAGO

" I wanted to capture a 
strong portrait defining his 
beautiful jaw line, using 
strong lighting effects."



PHOTOS BY ALI SAYAGO

Sometimes you find talent in unexpected places. ALI SAYAGO 
came into our offices looking for work on the editorial side of 
the magazine, but happened to bring her portfolio along. We 
opened it up and were floored. Here was a young, talented 
photographer looking to get away from the camera and 
instead spend more time with a keyboard.

 When we pressed her for details, we heard something  
that’s pretty common in the creative world—it’s difficult  
and frustrating to get a foot in the door in photography, 
especially as a young, unproven shooter. There is a flood of 
photographers coming out of art school that don’t have the 
talent necessary to become long-term commercial shooters, 
only able to pull off a single type of shot over and over. 
(You’ve seen them on Instagram with their moody portraits 
or masked subjects holding billowing flares.) That wasn’t the 
case with Sayago’s portfolio, which was full of a variety of 
different looks and styles. We could see her easily capturing 
images for clients from J. Crew to Prada.

 Much of Sayago’s work feels aligned with street and 
semi-journalistic photography. Growing up around 

skaters, punks and tattoo artists in Venice, 
Calif. She says she wanted to show others 

her community. “I wanted to express [this] 
with the world, that’s how my passion 

came out when I started shooting 
skaters around me.”

 Despite that, she actually loves 
studio work. Her talent with 
lighting is obvious in many of her 
images.  “It’s hard to let [studio 

lights] go,” she says. Instead, 
she’s replaced her beloved 
studio cans with gels that 
she likes because they 
“highlight features, bring 
out a lot of color and 
makes post 
editing easier.”

 More of Ali Sayago’s 
work can be found  
on her website, 
alibuniphotography.com 
and she can be 
found on Facebook 
and Instagram  
@alibuniphotograhy.

 "I had the studio booked 
for 4 hours, to capture 3 
models, with various looks 
for each of them, thanks 
to amazing team I was 
working with I managed 
to cover each model and 
creating this portrait."

dpmag.com  |  September 2016  11



"The various faces of a pitbull, one of the most misunderstood breed of 
animals, portrayed as a vicious creatures by the media, they will do anything 
to be loved, even if that means to do wrong. All they truly want is affection."

"During my 
final thesis 
for graduation 
I wanted to 
expose the 
world of 
rescue, this 
image displays 
the powerful 
emotion that 
runs through 
the saving 
of animals."

"I wanted to create a cinematic 
look combining the California 
feel with the classic film noir."



"After being harassed by 
the cops at the beach for 
shooting without a permit, 
I managed to make enough 
time to grab this quick shot 
of this surfer from Hawaii." 

"When working with 
a new face, you must 

break the barrier of self 
consciousness, while 

shooting this girl, I started 
asking her about school, 

friends, making her  
feel comfortable in her  

own skin, thats how I  
managed to show that  

in this image."
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NEXT

PANASONIC GX85
If you’re looking for a sophisticated mirrorless camera that’s
packed with features but keeps the price tag well under $1,000
(with a 12-32mm lens), check out the new Panasonic Lumix
GX85. This compact, 16-megapixel model offers some of
the latest technology on the market today, including 5-axis
dual image stabilization, an electromagnetic shutter, Post
Focus technology and 4K video. The GX85 is, in many ways,
similar to its older (and more expensive) GX8 sibling, speedy
continuous shooting and autofocus performance, too. At the
same time, Panasonic introduced the DMW-FL200L external
flash—available in June–that’s perfect for still and, with its
LED light, video shooting. List Price: $800. Contact: Panasonic,
panasonic.com

For in-depth coverage of the latest product news and announcements, visit dpmag.com/news 

SIGMA MOUNT CONVERTER MC-11
Sigma’s Mount Converter MC-11 is designed specifically 
for Sony E-mount, full frame and APS-C sensor cameras. It 
gives E-mount users access to 15 Sigma Canon Mount (EF) 
and Sigma Mount (SA) Global Vision lenses. The converter 
comes with an LED display to let users know if the lens is 
compatible and it if it needs to be updated. List Price: $249 
Contact: Sigma Corporation of America, sigmaphoto.com

PENTAX K-70
Ricoh’s latest compact camera is the Pentax K-70, a 
24-megapixel APS-C sensor DSLR. The new K-70 was designed 
with outdoor photographers in mind, and comes with dustproof 
and weather-resistant construction. It’s capable of withstanding 
temperatures down to 14 degrees Fahrenheit.

The K-70 is available for pre-order as of press time. Despite 
the price, the K-70 comes with features that have usually been 
found on the higher-end of Pentax’s K-series. This includes the 
new AA (anti-alias) Filter Simulator and the Pentax Pixel Shift 
Resolution System. One interesting new feature is the vari-angle 
Night Vision Red Light LCD, for those who like to shoot at night. 
List Price: $649.95. Contact: Ricoh, us.ricoh-imaging.com
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For in-depth coverage of the latest product news and announcements, visit dpmag.com/news 

POLAROID LIGHTING SOLUTIONS
Polaroid has several new lighting solutions available including a new 
auto focus flash line and a line of LED lights. First the flash. The new 
Studio Series Auto Focus Flash is a fully automatic, TTL digital flash 
and guide number of 60 feet at 35mm. It’s available for every major 
manufacturer including Canon, Fujifilm, Nikon, Olympus, Panasonic, 
Pentax and Sony. The LED lights come in four forms. The Polaroid 350 

features variable color temperature and barn doors. The 312 and 
144 options come with variable brightness controls and come with 
a diffusion screen. Finally, the Polaroid 102, which comes with four 
filters and a Velcro mount system that supports most flash models. List 
Price: Flash - $49 - $54; LED Lights - $100 - $160 Contact: Polaroid, 
polaroid.com

FLASHPOINT R2 LIGHTING LINE
The new Flashpoint R2 lighting consists of five different 
lighting accessories made for Nikon and Canon cameras 
(Sony versions are coming). All five are wireless and 
utilize a 2.4GHz radio for control. The lineup includes 
bridge receivers, a zoom Li-on flash that comes with 
a 1.5 second recycle time, and a TTL transmitter 
and receiver for strobes and monolights. The 
Streaklight 360 TTL is a hot shoe, portable 
bare-bulb flash with a 270º swivel and 105º 
tilt head. The most feature packed option is 
the XPLOR 600 All-in-One HSS Studio Flash. It’s 
portable, controlled by remote and needs no 
power cords or generators. It’s 600ws strobe 
moonlight capable of 450 full-power flash 
bursts on one charge. It can be adjusted to wide 
9 stop range of power levels from 1/256 to 1/3 
stop increments, and features a recycle speed 
of .01 to 2.5 seconds. The 600 also features a 
built-in cooling fan. List Price: $20 - $749 Contact: 
Flashpoint, adorama.com

NEXT



ZEISS BATIS 18/2.8 
The latest Batis lens from Zeiss is an expansions of the company’s Batis range 
of super wide-angle lenses. The new Zeiss Batis 18/f/2.8 is made for the Sony α 
E-mount bodies. It features an OLED display to show focus distance and depth of 
field. The new lens is built with 11 lens elements in 10 groups and utilizes the Zeiss 
Distagon optical design. Four of the lens elements are aspheric on both sides. List 
Price: $1500 Contact: Zeiss, zeiss.com

PANASONIC LUMIX G LEICA DG (H-X012)
The latest addition to Panasonic’s Leica DG Summilux series is the new Leica DG 
Summilux 12mm/F1.4 ASPH (35mm camera equivalent: 24mm). The new digital 
interchangeable lens is for digital single lens mirrorless cameras based on the Micro 
Four Thirds standard. The 12mm integrates two aspherical lenses, two UED (Ultra Extra-
Low Dispersion lenses and an ED lens. It’s comprised of 15 elements in 12 groups. It 
also incorporates a n inner focus drive system and a stepping motor. The lens is capable 
of working with sensor drives set at a maximum of 240 fps, to work with high-speed 
AF cameras. List Price: $1300 Contact: Panasonic, panasonic.com
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MATADOR CAMERA BASE LAYER BAG
For those who like to shoot in inclement weather, Matador has a new camera 
bag designed to keep gear dry and safe. The Camera Base Layer bag comes 
with a water-resistant lining and padded shell to protect cameras from dust, 
water and bumps. A waterproof fly is attached as well. It is a one-size fits all 
design for DSLR and Micro Four Thirds cameras. Camera Base Layer bags weigh 
68 grams. The company also has a version of the bag just for lenses. List Price: $60 
(Camera), $40 (Lens) Contact: Matador, www.matadorup.com

TIFFEN FUJIFILM DOMKE BAGS
Fujifilm has partnered with The Tiffen Company
to produce a line of Fujifilm-branded Domke bags
geared for the Fujifilm X series of digital cameras.
Tiffen revamped the F-5XB and F-803 bags for the
partnership. The updated bags now feature X series
accents and materials like waxed cotton canvas and
leather accents. The F-5XB is the slightly smaller
bag at 10-inches wide and with an interior depth of
6-inches. The F-803 comes in at 13.5-inches wide
with an interior depth of 9-inches. List Price: $150,
$230 Contact: Tiffen Company, domkebags.com

NEXT

PELICAN AIR 
The new Pelican Air line of cases are 
designed to still be durable protective cases 
for camera gear, but also be lightweight. 
The Air line features six long-form sizes and 
several configurations. These configurations 
include No Foam, Pick N Pluck foam 
(customizable cube foam), Padded dividers, 
and TrekPak (rigid, customizable panels 
and locking pins). The smallest case (the 
1485) is 17.5-inches by 10.18-inches by 
6.15-inches and weighs about 4.5 lbs. 
Meanwhile the largest case (the 1615) 
comes in at 14 lbs with dimensions of 
29.5-inches by 15.5-inches by 9.3-inches. 
List Price: $161 - $393 Contact: Pelican, 
pelican.com



DXO OPTICS PRO 11 WITH 
PRIME 2016 NOISE REDUCTION
The latest version of DxO 
OpticsPro brings with 
it a number of updates, 
but the most touted new 
feature in OpticsPro 11 
is the new PRIME 2016, 
a noise reduction tool 
that is supposed to give 
photographers the ability 
to salvage noisy photos. 
It actually works better 
with higher ISO images, 
according to DxO. Other 
new features include 
automated spot weighted 
corrections, a new full 
screen mode, updates to 
selective tone control and 
auto micro contrast modes.
OpticsPro 11 has also 
added support for more 
cameras including recent 
ones like the Nikon D5. 
List Price: $99 (Essential 
Edition), $149 (Elite) 
Contact: DxO, dxo.com

LEXAR MICROSD 
READER
The latest microSD Reader from Lexar 
is built specifically for Apple products, 
as it features a Lightning connector. It 
was made so that users could easily 
transfer conent to, or from, an iPhone 
or iPad. It's compatible with a free 
file management app from Apple. List 
Price: $42 Contact: Lexar, lexar.com
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SHOOTING 
WITH SOUL

Best Tips For Soulful Photography
CONTRIBUTOR: ALESSANDRA CAVE

I n my book Shooting with Soul: 44 
Photography Exercises Exploring Life, 
Beauty and Self-Expression, I revealed 

my “secret formula” with the key steps 

to shoot images with soul: 

SEE + FEEL + THINK + CONNECT 
+ SHOOT => SOULFUL IMAGES
After I wrote my book, I began to further 

question myself on what exactly makes 

up a soulful image. Here are my top 

three findings:

1.  LIGHT AND MOOD: Light creates 

mood, and I believe that mood is the 

No. 1 reason we are drawn to an im-

age. Is the image light and ethereal or 

dark and mysterious? Is it saturated 

and vibrant or faded and romantic? 

Each atmosphere will induce a differ-

ent feeling in the viewer. So when tak-

ing a photograph, think about what 

mood best fits your message and what 

type of lighting condition will be con-

ducive to that look.

2.  TONALITY: A soulful image is one 

that is harmonious in colors and 

tones. Similar to the way that light 

creates mood, colors and tones will 

produce a pleasant sensorial response 

and capture the viewer’s interest while 

an image that has conflicting tones 

will quickly disengage the viewer. Pay 

attention to the color scheme in your 

image. How does the background col-

or interact with the main subject and 

the other elements in frame? Work 

with your point of view and composi-

tion to avoid distracting hues.

3.  SUBJECT MATTER: Aaron Rose had 

it right in his quote, “In the right light, 

at the right time, everything is extraor-

dinary.” All kinds of subjects can be-

come interesting and captivating in the 

right light. However, when shooting 

images that are an expression of your 

soul, keep in mind that your themes 

and subjects will also reveal a great 

deal about your interests and message.

Here the mood is a bit more contrasty, 

but at the same time it is softened by the 

warm tones throughout the image, creat-

ing an inviting and cozy atmosphere.



INSTRUCTIONS
1. Choose a subject matter to photograph, 

and then ask yourself: What is the 

story I want to tell here?

2. Create the right mood for your subject 

and story by lighting it accordingly. 

3. Choose a background and props that 

support a harmonious color scheme.

4. Work around the scene to find the 

angle and composition that will best 

tell the story, while keeping in mind the 

above guidelines.

TECHNIQUES
LIGHT: Set up your shot by a window 

and shoot the same subject in the same 

spot during different times of the day. 

Notice how the different lighting condi-

tions will affect the mood of your shot. 

You can also use scrims (such as curtains 

or silk) to diffuse and soften the light.

COLOR: Choose a color scheme for your 

shot. Gather all the elements you would 

like to use in your shot and see how they 

work together. Aim for a pleasant varia-

tion of tones. Also pay special attention 

to patterns and textures as those can en-

hance the mood or work against it.

SUBJECT: Study your subject’s place-

ment in frame by experimenting with 

different angles and compositions. Move 

the subject closer to and further from the 

camera, center it, or place it according 

to the rule of thirds. Notice how every 

change affects the mood of your shot and 

expresses a slightly different feeling. 

SHOT IDEAS
• Photograph a vase with a single flower.

• Observe and capture a child at play.

• Take a photo of a found object.  

ALESSANDRA CAVE is a commercial and 

editorial photographer living in San Francisco.

She is also a writer, teacher and the author of

Shooting with Soul (Quarry Books, 2013), an 

inspiration and technique book with 44 

photography exercises exploring life, beauty and 

self-expression, from upon which this column 

is inspired. Learn more about Alessandra and 

follow her work at alessandracave.com.

This photo is made of simple elements that work harmoniously together to create a peaceful image. 

The side lighting is soft and gentle, just bright enough to highlight the delicate flower petals and lend 

the photograph a romantic look.
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MAKING MAGIC OF THE MESSES 
RE-FRAME THE ROUTINE AND CREATE IMAGES THAT LEAVE A LEGACY

TEXT & PHOTOGRAPHY BY DANIELLE COHEN

L ife is messy. Our days have stains, 

stumbles and ragged edges. But 

life is worth it; there’s so much 

beauty and meaning in each moment, 

even our most difficult ones. There isn’t 

a day that goes by that doesn’t offer us 

an opportunity to photograph some-

thing spectacular. We don’t ever have to 

look any further than the life unfolding 

right in front of us to find inspiration, 

creative challenge and meaningful mo-

ments to capture.                                                          

When you turn your lens on your own 

world and allow things to tell you their 

story, you give yourself the gift of being 

witness to that which is whizzing by in 

your life. The minute we pick up our 

camera, things slow down and can take 

on a whole new expression. The grief, 

boredom, sick days, hardships and even 

the annoyances suddenly become stun-

ning subjects of our art. All of these mo-

ments—the messy, repetitive, sometimes 

painful moments that make up the bulk 

of our daily lives—deserve to be wit-

nessed and documented just as much as 

the shinier, easier ones.

To expand your photography—and 

challenge yourself to document some of 

the messier, less-polished moments of 

life—here are a few projects to consider. 

SOMETHING VERY ORDINARY
Years ago, a friend challenged me to pick 

something “ordinary” and photograph 

it every day for one month. I chose the 

POINT OF
FOCUS

“Owning our story and loving ourselves 

through that process is the bravest 

thing that we’ll ever do.”—Brene Brown



tabletop in my dining room. 

Over the next 30 days, I captured a se-

ries of the everyday moments that took 

place at the table: Thanksgiving dinner, 

baking for a sick friend, a tea-themed 

birthday party, crafting with my kids, even 

a set of fingerprints from a police report 

that was compiled after someone broke 

into my car. Eventually, I captured the mo-

ment we sat with Father John and wrote 

the program for my father’s funeral.  

This “tabletop series” feels like a photo 

diary of my family’s life. The practice of 

making these images has also become a 

regular expression of my work. To this day 

I will often get up on my chair and pho-

tograph the story unfolding on the table 

below me. It is a simple and profound way 

to document who and what is happening 

in our fast-paced life.

Your invitation: Pick something “ordi-

nary” and photograph it every day for 30 

days. It’s OK if you don’t end up doing it 

every single day, just commit to your sub-

ject and be intentional about capturing 

images regularly for the next month. Af-

ter that, your project will take on a life of 

its own. You can choose your toothbrush, 

your kitchen counter, your children’s 

abandoned play, the pile of shoes near 

your front door. The more mundane, the 

better—keep it so easy, so accessible, that 

this way it’s likely to stick and sure to tell 

an authentic (and often revealing) story 

over time about your day-to-day world.

SOMETHING IN-BETWEEN 
Life is full of in-between moments—like 

when I’m cooking dinner and look over 

and see my daughter there happily draw-

ing and listening to a favorite story. It’s 

one of the most ordinary in-between mo-

ments of our life, and yet I find it so mag-

nificently beautiful. Or when we’re all in 

the midst of getting ready for the day and 

I walk from room to room and see the un-

made beds in the morning light. The un-

done, the real, the tender and the truth of 

it all just emanates an intimacy that can’t 

be duplicated through posed shots. Even 

when working with clients, I often end up 

loving the in-between moments the best.

Your invitation: Watch for the in-be-

tween moments that unfold in your daily 

life or in your work. Them walking away 

from you. Her tying her shoe while you 
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(im)patiently wait to get out the door. 

Him practicing guitar or a new magic trick 

he just learned. The not-quite sunset. The 

almost-sunrise. Document something that 

feels in-between or incomplete.

A LITERAL MESS
There’s a wonderful story about a chef 

named Massimo Bottura that’s been float-

ing around the Internet lately. One day, 

at one of his restaurants, a sous chef ac-

cidentally dropped a lemon tart onto the 

floor. It shattered, spilling yellow goo  

everywhere. The chef was mortified—but 

Massimo thought it looked beautiful. He 

re-named the dessert “Oops, I Dropped 

the Lemon Tart” and began serving inten-

tionally-shattered tarts to guests . It’s now 

one of his best-known dishes. It really is 

all in how we frame things, isn’t it? 

Here’s what I know: By the time I’ve 

gotten home from a long, full day and 

still have groceries to not only unload 

but somehow transform into a nourish-

ing meal, it all feels monumentally te-

dious and exhausting. What helps? Tak-

ing out my camera and photographing 

the beautiful mess of abundance sitting 

on my counter tops (and then occa-

sionally and unapologetically ordering 

take-out). Truly, it’s become a practice of 

mine when a chore or chronic mess in 

my home starts to make me cranky—I 

photograph it. This instantly slows me 

down and lets me see it all from a differ-

ent perspective. If nothing else, I know 

that at some point the things I find trying 

now will take on a nostalgic sweetness 

down the road through these photos.

Your invitation: The next time you see 

a literal “mess,” photograph it. Maybe 

there’s a rainbow reflecting in the pool 

of oil under your car. Maybe your over-

turned garbage can has attracted a flock 

of incredible birds. Maybe your piles of 

sorted laundry have a certain quirky de-

light to them. Messes can be surprisingly 

beautiful. And occasionally, as with 

Massimo’s lemon tart, a literal “mess” 

can become your greatest work of art.

A BREAK-UP, BREAKDOWN 
OR BREAKTHROUGH

Not too long ago, a client of mine went 

through a very difficult breakup. She was 

deep “in it,” filled with feelings ranging 

from heartbreak and tenderness to fierce 

confidence and liberation. She felt that 

this was a transformative time for her 

and had been a long time coming. She 

knew that even though her legs were 

shaky, she was on the rise. She told me 

she wanted photos to memorialize this 

time, photos that she could show to her 

future self one day—images that reflect-

ed her strength and determination to 

move through a tough time and to come 

out the other side even stronger.

Your invitation: Document a rough 

patch, a bad day, or a personal road-

block. Take a portrait of someone who 

is going through a trying time; a rela-

tive battling an illness, a friend facing 

a difficult choice, or a client struggling 

with something who wants or maybe 

needs to see their strength reflected back 

to them.

I love the way these images show 

strength, grit, willpower, devotion—the 

exquisite power of the human spirit. 
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AN ENDING
We often document exciting begin-

nings—the first day of school, the first 

kiss after “I do,” the red ribbon-snip-

ping ceremony to herald the opening 

of a new business—but we rarely docu-

ment endings.

Ten years ago, they said my dad had 

a year to live. In this last year we knew 

that all of the bonus time we had got-

ten with him was coming to a close. 

With his permission, I photographed 

his journey, all the way up to the day 

he passed away. His actual passing was 

sweet and tender and profoundly hu-

man. There was a moment only a half 

an hour before he died when he insisted 

on sitting up and giving himself his own 

breathing treatment—he was the same 

strong, determined person until the very 

end. My view was of him and also of 

my mom—hand on her heart, watching 

and witnessing the man she loved in his 

last moments.

During these final sensitive minutes, 

I felt unsure if I should photograph what 

was happening, but I also felt a powerful 

impulse to continue to document the 

journey. My iPhone felt most appropri-

ate as it is small and can be made silent. 

I was subtle and didn’t attempt to get 

“perfect” images. I just knew that there 

was something important about what I 

was doing, and I trusted that. Creative 

risks can be scary, but as long as we bring 

integrity and sensitivity to our work, 

they’re almost always worth taking.

After he passed, I shared the “final 

moments” photos with my mom. She 

typically isn’t as fond of getting into the 

trenches of life when it comes to pho-

tography as I am. She tends to prefer a 

more coifed and curated set of images. 

As it turned out, she loved them, and to 

this day, she goes back to those photos 

and finds comfort and connection and 

clues to the humanity of it all. She even 

helped me create a collection of images 

of his things; it’s amazing how the ob-

jects we own tell a story of who we are. 

Your invitation: Document some

type of “ending.” The end of a job. Your 

child’s empty bedroom after they’ve left 

for college. The debris on the ground 

after all the partygoers have gone home. 

Perhaps an end-of-life moment. Even 

the very last minute of someone’s life is 

still part of their story, and it’s beautiful 

and worthy of capturing.

Documenting our lives is a truly 

valuable pursuit; leaving out the messes 

and the hard stuff means leaving out 

important pieces of the story. So the 

next time you find yourself in the midst 

of a tedious chore, an unfinished proj-

ect, an obstacle or a bittersweet ending, 

I hope you’ll take out your camera and 

capture it. 

You may discover something new and 

beautiful about yourself—or someone

you love—in the middle of the mess. DP

DANIELLE COHEN is a photographer based 

in southern California and co-publisher of 

AMULET magazine. She gets excited about 

geographic romances, making a difference, 

big, genuine smiles where your eyes crinkle 

up at the corners, and the messy magic of the 

everyday. She believes that every love story 

is amazing and deserves to be captured and 

documented. You can check out her work—and 

book a photo session—at danielle-cohen.com.
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There’s a common misunder-

standing about what HDR (High 

Dynamic Range) photography 

actually means, and what it was designed 

to do. HDR is often confused with tone 

mapping, a technique that simulates an 

extended dynamic range by reducing 

contrast in an image while brightening 

and saturating colors. Tone mapping is 

a way to tackle overly high-contrast im-

ages, but the effects are frequently exag-

gerated with a grungy, garish look. 

Look at just about any forum for pho-

tography and you’re practically guaran-

teed to see images that suffer from indeli-

cate tone mapping. This is common in 

architectural and landscape photography, 

because this software technique helps 

overcome difficult lighting, bringing back 

the appearance of details in the shadow 

areas of an image, making them easier 

to read. Likely you’ve seen these photos, 

they look as if everything in them has an 

odd, neon glow. They’re vibrant, they’ve 

got details in the shadows, but they don’t 

look anything like the real world. 

WHAT IS DYNAMIC RANGE?
To understand true HDR photography, 

we first need to understand the concept 

of dynamic range. In photography, dy-

namic range refers to the values of light 

that a camera sensor can record, from the 

brightest highlights to the deepest shad-

ow details and everything in between. 

Even the best sensors can’t capture 

the full range of available light that the 

human eye can see, so we, as photogra-

phers, have to decide (or let the camera 

decide for us) the best exposure—best 

being the exposure that will retain as 

much detail as possible at both ends of 

the range. In most cases, this will mean 

slightly underexposing the image in a 

high-contrast scene. Why? It’s possible 

to bring back at least some details in the 

shadow areas of an image in post pro-

cessing, but if your highlights are over-

exposed and blown out, no software can 

bring back the detail because there’s no 

data to manipulate; it’s just pure white.

There’s a way to overcome this limita-

tion, and that’s HDR. 

TRUE HDR
True HDR photography involves com-

bining the data from multiple bracketed 

exposures to restore detail at the extreme 

ends of the tonal range. The most basic 

HDR image is built from three exposures: 

HARNESSING THE 
POWER OF HDR

RESCUE DETAIL IN HIGH-CONTRAST  
SCENES WITH THIS SIMPLE TECHNIQUE

BY WES PITTS, PHOTOGRAPHY BY JIM NIX



one “normal” exposure, one overexpo-

sure to increase shadow detail and one

underexposure to retain detail in the

highlights. A simple bracket of -2 EV, 0

and +2 EV typically will provide good

results. It’s important to note that when

shooting these bracketed exposures, you

need to be on a tripod and ensure that

there’s no camera movement between

exposures, otherwise details won’t line

up when you composite them.

The photo illustrating this article, by

photographer Jim Nix, is a composite of

four exposures.

CREATING THE HDR COMPOSITE
There are many good applications

for creating HDR composites, such as

HDRsoft Photomatix (hdrsoft.com),

Aurora HDR from Macphun (macphun.

com), and Unified Color’s HDR Expose

(unifiedcolor.com). The ability to create

true HDR images is also built into recent

versions of Photoshop and Lightroom.

In Photoshop, go to File > Automate >
Merge to HDR Pro to launch the built-in

HDR tool. You’ll be asked to select your

files, then Photoshop automatically cre-

ates the composite. Next, you’re presented

with several possible adjustments, includ-

ing Exposure, Detail and Saturation, to

fine-tune the result. When you like the

look of the composite, Photoshop will as-

semble it into a final file.

The HDR software packages all ap-

proach HDR photography slightly dif-

ferently and all have a wide range of

controls for creating a (hopefully) per-

fect final image. Ideally what you want

to end up with is a file that has good 

looking detail in the highlights, the mid-

tones and the shadows, without color 

casts or areas of poor contrast. 

HDR photography isn’t something 

you need every day. Careful exposures, 

in most cases, will result in beautifully 

detailed images, but when trying to 

handle extreme contrast, knowing this 

technique will help you hold details that

would be lost in a single exposure. DP

To see more of JIM NIX's photography, visit 

nomadicpursuits.com,

This simulated HDR image shows how a good image can go bad, quickly. By simply boosting exposures, 

a garish, over-saturated image is created.

The scene, as it would normally be captured with a single exposure clearly is missing detail and vibrancy. 

This type of scene is a perfect candidate for HDR photography.

The same image, using Photoshop’s default HDR settings produces a pleasing image, but would require 

some tweaking.

In order to maintain the full dynamic range of the 

scene, this shot was composed of several images 

captured at different exposures and combined in 

Aurora HDR.
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SEEING IN BLACK AND WHITE
HOW TO IDENTIFY THE ELEMENTS THAT MAKE FOR BETTER BLACK-AND-WHITE PHOTOGRAPHS

TEXT BY WILLIAM SAWALICH

“ Learn to see in black-and-white.” 

Hang around with photographers 

long enough, and it’s a phrase 

you’re sure to hear repeated. It’s sup-

posed to be a truism about how to make 

good black-and-white images. First, they 

say, you have to learn to see in black-

and-white. But how, exactly, does a per-

son with color vision living in a full-col-

or world “see in black-and-white”? 

What they’re really trying to say is, 

you have to learn to previsualize what 

works well in a black-and-white photo-

graph. It’s this ability to form an image 

in your mind’s eye of what a finished 
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photograph will look like before you 

ever release the shutter. This allows you 

to hone in on subjects and composi-

tions that will translate well into black-

and-white imagery. Once you’ve trained 

yourself to identify certain composi-

tional elements that typically work well, 

it will become second nature to “see in 

black-and-white.”

WHAT MAKES A GOOD BLACK-
AND-WHITE PHOTOGRAPH?

The first step of learning to see in black-

and-white is to identify compositional 

elements that don’t depend on color. 

Study iconic black-and-white photo-

graphs, and you’re likely to see many of 

these characteristics at work.

When color is removed from an im-

age, any importance hue may have had 

leaves along with it. It’s replaced by 

things like luminosity, contrast, form 

and texture. Images that are graphically 

simple help each of these particular el-

ements to stand out, so that’s the best 

place to start: find simple compositions.

Graphic simplicity doesn’t necessar-

ily mean lots of open space and a single 

subject. Sometimes strong textures or 

patterns, while technically comprising 

several image-forming elements, carry 

the visual impact of a “simple” image. 

To find patterns, a good technique is to 

go in close and focus on details and tex-

tures—the bark on a tree, the rocks in a 

stream and so on. Sometimes the subtle 

change of camera position reveals a pat-

tern that otherwise goes unseen, so don’t 

be afraid to work a composition well be-

fore you ever click the shutter. 

Strong graphic shapes can be found 

naturally, or they can be created by the 

interplay of light and shadow. For in-

stance, a physical element like an isolated 

tree in an empty landscape makes for an 

inherently strong and graphically simple 

composition. But that same strong shape 

can be created by nothing more than a 

highlight. Areas of strong contrast, like a 

pool of light in a dark scene or a strong 

shadow in a high-key image, become 

visual forms unto themselves. Knowing 

that light tones advance and dark tones 

recede will further help you visualize 

what will draw a viewer’s eye in the fin-

ished black-and-white photograph.

Just to be clear, the idea of looking 

for contrast isn’t about seeking out an 

overall high contrast scene, but rather 

to find a compositional element that 

contrasts significantly with another por-

tion of a scene. This isolated contrast 

in tones creates a center of interest to 

draw the eye. Certainly, there are plenty 

of low-contrast black-and-white images 

that work well, but the strong contrast 

between shadows and highlights, even if 

only in a small portion of a scene, will 

help make for a compelling black-and-

white photograph.

The best black-and-white photographs 

often have a timeless quality to them. To 

that end, try to target subjects that lend 

themselves to being considered timeless. 

If the age of the image isn’t readily dis-

tinguished, it has a good shot of being a 

“timeless” black-and-white photograph. 

THE WAY WE SEE, AND 
WHAT TO LOOK FOR

One technique that can be helpful to 

physically see the world in to black-and-

white is to wear rose-colored glasses. Or, 

more commonly, to wear sunglasses with 

a strong tint of brown or amber. The 

brown or amber lenses help us shift to a 

more monochromatic view, which helps 

simplify a scene in much the same way 

that a black-and-white image does, even 

without the total elimination of color. In 

fact, they say that yellow and amber glass-

es (often used for safety) improve visual 

acuity in terms of sharpness and contrast, 

further emphasizing important elements 

in black-and-white scenes and allowing 

you to concentrate on differences between 

tonal values, texture and details—every-

thing, essentially, other than color.

The sunglasses approach is a takeoff 

on a common film-era technique used to 

see a contrast range that more closely re-

sembled what film could record. A quick 

squint of the eyes accomplishes the same 

sort of thing by providing a brief mental 

snapshot of how much detail the sensor 

will throw out of a scene. The squint test 

works simply: Looking at a given subject, 

briefly squint your eyes and notice how 



you eliminate some of the detail, particu-

larly in shadows and highlights, leaving 

only the basic form of the scene. Because 

squinting also temporarily emphasizes 

strong forms and bolder contrasts over 

color information, it’s a great way to 

physically begin to see the world more 

like a black-and-white photo.

There’s one technique for literally see-

ing the world in black-and-white that 

was unavailable to previous generations 

of photographers. It’s the use of a mono-

chrome JPEG preview in conjunction 

with a camera's LCD screen or electronic 

viewfinder. JPEG shooters who adjust 

their cameras’ picture settings to black-

and-white will generate a black-and-

white JPEG straight out of the camera. 

This isn’t necessarily the best idea be-

cause capturing a full-color image and 

converting it to black-and-white in the 

computer offers much more control. But 

for a RAW shooter, setting the camera’s 

picture style to black-and-white will only 

render the JPEG preview (what’s shown 

on the LCD after capture) in black-and-

white, while maintaining all the color 

data in the original RAW file. Better still, 

set the picture style to monochrome et 

voilá—you’ll literally see the world in 

black-and-white, courtesy of the cam-

era’s LCD. There’s probably no better 

way to previsualize an image in black-

and-white than to let your camera pre-

view the image in black-and-white for 

you. It’s a powerful and easy approach.

Another great way to find scenes that 

will work in black-and-white is to keep 

an eye out for the most dramatic types of 

light. Look for edges of light where strong 

shadows meet highlights—the transition 

from full sun to open shade, for instance. 

This not only is a great way to find con-

trast, but it’s also an ideal approach to 

create a pattern or to set off a bright sub-

ject against a dark background. Raking 

light is also ideal, as it does a great job of 

bringing out texture and detail. Backlight, 

too, is a good scenario for creating graph-

ically strong images, as it tends to create 

contrast and simulate depth. Plus, when 

you’re looking directly into a backlit light 

source, your eyes tend to throw out color 

in favor of simple luminosity, so you’re 

sort of seeing in black-and-white that 

way, as well.

Ultimately, it could be argued that 

the most likely way to find success in 

black-and-white is to look for the same 

compositional elements that are impor-

tant to every photograph, regardless of 

color—the basic rules of composition. 

Things like S-curves, leading lines and 

the Rule of Thirds are the perfect place 

to start. Place your isolated subject, with 

help from the Rule of Thirds, or focus on 

a pattern that might create strong lead-

ing lines, or allow a texture to provide a 

minimalist composition that’s inherently 

compelling. They’re all great ways to get 

down to the fundamentals of what makes 

a simple and compelling photograph, 

and that’s especially effective when work-

ing in black-and-white. DP

WILLIAM SAWALICH is a commercial 

photographer, an educator and a contributing 

editor for Digital Photo, Digital Photo Pro and 

Outdoor Photographer magazines. Since 1998, 

he has written hundreds of equipment reviews, 

how-to articles and profiles of world-class 

photographers. See more of his work on his 

website at sawalich.com.
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SEVEN TIPS FOR AWESOME ROAD-TRIP PICTURES
EVERYWHERE IS WITHIN WALKING DISTANCE IF YOU HAVE THE TIME

TEXT & PHOTOGRAPHY BY RICK SAMMON

C omedian Steven Wright once 

said, “Everywhere is within walk-

ing distance if you have the time.” 

Substitute the word “driving” for “walk-

ing and you’ll see why road trips are a 

great way to see, experience, enjoy—and 

of course photograph—roadside America 

(or whatever country in which you are 

driving). Road trips offer photographers 

the advantages of being self-contained 

and allow them to travel on their own 

schedules. Simply put, road trips offer 

freedom—freedom to come and go as 

you please, and the freedom to shoot 

what you like, for as long as you like.
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My wife Susan and I once made a 

trip to the “Mother Road,” Route 66, 

or more accurately, parts of Historic 

Route 66. The parts of Route 66 that 

we visited and photographed were be-

tween Albuquerque and Las Vegas and 

they were awesome. Sure, we made 

some cool pictures, but we also met 

some wonderful characters that added 

to the Route 66 experience.

Because it’s a great example of how a 

little planning and preparation makes for 

a great collection of photographs, I’ll share 

with you some of my favorite images from 

that trip, along with some tips gained dur-

ing numerous road tips over the years.

1. PLAN AHEAD
Planning is the key to success with any 

photo shoot, and that’s especially true 

for road trips. In planning your trip, con-

sider that you’re basically chasing the 

light. You want to be in locations in opti-

mum lighting conditions, when shadows 

and highlights come together for awe-

some images.

Smartphone apps can help you to be 

in the right place at the right time. Two 

apps I recommend are Sun Compass and 

Sun Seeker. These show the position of 

the sun at different times of day, so you 

can predict when you’ll be shooting into 

the sun, away from the sun and so on. 

These apps also help you to plan your 

shots: if HDR (High Dynamic Range) is 

needed, if a tripod is necessary for low 

light shots, if the front of a building will 

be illuminated, or in the shadows, etc.

During your road trip, your smart-

phone’s map app can help you deter-

mine drive times between destinations, 

but before you leave home, I recommend 

planning a basic day-by-day, hour-by-

hour schedule.

There are also apps for specific loca-

tions, such as National Parks, major cit-

ies, popular beaches, Route 66 (we used 

the Historic Route 66 and Road Trip 66 

apps) and the like, that offer good photo 

and destination information. These apps 

are great on site—if you have service on 

your mobile device. Of course, printed 

books work even where there’s no service. 

On our Route 66 road trip, we had a good 

book that we referred to daily, Route 66: 

Traveler’s Guide and Roadside Compan-

ion. So, I recommend traveling with both 

apps and books.

Need some photo ideas? Check out 

stuckonearth.com. This is a cool website 

that features pictures uploaded by pho-

tographers, amateur and pro. You’ll see 

some amazing photographs of your desti-

nation—or almost any other destination.

2. PACK THE RIGHT GEAR
After you plan your itinerary, make a 

checklist of the gear you’ll need to get 

great shots. I’m a big believer in not over-

packing, and that goes for camera gear 

and clothes. "Travel light" is my motto.

Having the right lenses is essential 

for capturing your vision. Sometimes, as 

was the case on our Route 66 trip, only 

wide-angle lenses are needed. Most of 

my pictures in this article were taken 

with my 17-40mm lens and 24-105mm 

lens. For special effects, you may need a 

fish-eye, such as a 15mm or 14mm lens. 

For far-off-the-road shots, you’ll need a 
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telephoto zoom, perhaps a 70-200mm or

100-400mm lens.

Having the right clothes is very im-

portant, too. If you’re not comfortable,

you probably wont' do your best work.

Before you leave home, check the daily

high and low temps, as well as weath-

er conditions.

3. RENT THE RIGHT CAR
Different road trips require different ve-

hicles. On our Route 66 road trip, we 

rented a cool Dodge Challenger that 

added to the feeling of the awesome 

road trip. The car was perfect for us, but 

it would be totally the wrong choice for 

a road trip to the American Southwest 

that requires a lot of off-road driving. 

In that case, a four-wheel drive vehicle 

would be a good choice. When rent-

ing, consider mileage, and how gas 

costs will affect your travel budget. Also 

consider that some of the major credit 

cards, such as American Express, will 

provide car rental insurance automati-

cally if the rental is booked with the 

card. Because of the expense of damage 

insurance on rental cars, this can end 

up as a huge savings. 

4. WATCH THE WEATHER
Weather plays a very important part 

in the success of your road trip photo-

graphs. Watch and track the weather 

very carefully on your mobile device 

or on your computer when you are in 

your hotel room. As a photographer, 

I have several weather apps on my 

phone, as individual forecasts can some-

times be inaccurate. A weather app like 

2
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WeatherBug will give you local radar (of-

ten more useful than a simple forecast) 

and the hyper-local forecasts from Dark 

Sky are great, the app can even send no-

tifications right before a storm.  

5. TELL THE WHOLE STORY
When traveling, try to “tell the whole 

story” of your trip. That includes taking 

wide-angle shots, close-ups and people 

pictures. I like to photograph the interest-

ing people I meet on road trips, as these 

pictures can make a story come alive 

through a face and a personality. In the 

photo of Angel Delgadillo, wee can see 

the great spirit of the “guardian angel of 

Route 66.” He was given that title because 

he was one of the movers behind the cre-

ation of Historic Route 66.

6. REVIEW DAILY
I suggest reviewing your images daily, and 

selecting your favorite images for each 

day. Use labels and flags to pick out your 

best images so you’ll be all caught up 

when you return home. Reviewing shots 

daily also lets you see things you might 

have missed on the small LCD screen of 

your camera—a poorly composed image 

or something you might want to go back 

and reshoot. Store your pictures in at least 

two places. On the road, I save files on my 

laptop and on a portable hard drive, as 

well as back up the selects to the cloud. 

7. BE FLEXIBLE
“If you are not having fun, you are doing 

something wrong.” That’s one of my fa-

vorite quotes, because it’s so true. On your 

road trip, focus on having a ton of fun. 

The more fun you have, the more you’ll 

enjoy your photo experience, which will 

result in a high percentage of “keepers.”

In order to have fun, you need to be 

flexible, because as much as you plan, 

things can happen—with the weather, traf-

fic, construction and so on. When things 

don’t go just right, take a deep breath and 

don’t freak out. “Don’t worry, be happy,” 

as the Bobby McFerrin song goes. Be hap-

py that you are on the road doing what

you like to do: making pictures. DP

RICK SAMMON is a regular contributor to this 

magazine. For more of his work, check out his 

website at ricksammon.com.
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THE TABLELANDS
Sky Exposure: Star-stacked blend of ten exposures, 

each at 14mm, ISO 12800, ƒ/2.8, 10 seconds. 

Foreground Exposure: Blend of two exposures,  

each at ƒ/2.8, ISO 1600, 8 minutes.

Nikon D810A, Nikkor 14-24mm ƒ/2.8
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NIGHT LIGHT
CREATE STUNNING LANDSCAPE ASTROPHOTOGRAPHY IMAGES

TEXT & PHOTOGRAPHY BY ADAM WOODWORTH
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G et ready to stay up all night tak-

ing in the wonder of the stars. 

Astrophotography, which is 

technique of capturing long-exposure 

photos of the heavens, is immensely re-

warding. It combines recreational time 

spent in the outdoors and photography 

to create images of the cosmos that are 

largely hidden from view. A few simple 

steps can be the difference between suc-

cessful images of the sky and a blurred 

jumble of lights. 

Before we start, I want to note that 

the images in this article are the result 

of blending multiple exposures together 

in Photoshop, because arriving at a low-

noise and in-focus wide-angle image at 

night usually requires multiple expo-

sures, something I’ll cover in detail.

CHOOSING A  
CAMERA AND LENS

Until recently, you needed a generous 

budget to capture high-quality images 

of pinpoint stars in the sky, but over the 

past few years cameras have come a long 

way, and you can get good results with a 

mirrorless camera and a fast wide-angle 

lens, such as a Sony a6000/a6300 or Fu-

jifilm X-Pro2 and the Rokinon 12mm 

ƒ/2 lens. The Olympus O-MD series of 

cameras has a built-in feature to “stack” 

multiple exposures into one final image, 

and the results can be exceptional. 

The highest-resolution night images 

are still captured using full-frame cam-

eras, such as the Nikon D810A (a cam-

era tuned specifically for astrophotogra-

phy), Canon 5D series,  Sony a7 series, 

and the Pentax K1—whose built-in GPS 

allows the camera to move the sensor 

to capture perfect, sharp stars. The truth 

is though that you can produce amaz-

ing night sky images with any mod-

ern cameras.

You want a large-aperture, wide-

angle lens that is sharp with minimal 

chromatic aberration even at its largest 

aperture, or at least at ƒ/2.8. To cap-

ture as much light as possible in the 

sky over a 30-second or shorter expo-

sure, your lens needs to be pretty sharp 

even at its largest aperture, or you’ll get 

soft stars.

CAPTURING THE STARS
To capture pinpoint stars—as opposed 

to long star trails—you need to use 

exposure times that are generally 30 

seconds or shorter. The actual expo-

sure time will depend on your focal 

length. A general rule of thumb is the 

“500 Rule”, which states that your focal 

length (35mm equivalent) divided into 

500 gives you an exposure time that 

would have small amounts of star trails. 

Using this formula, a 50mm lens 

would need a 10-second exposure—

(500/50mm=10). However, I personally 

find this rule often results in star trails 

that are too long, so I usually back off 

the exposure time.

You also need to use a high ISO in 

order to capture enough light from the 

ACADIA CLIFFS
Sky Exposure: Star-stacked blend of five exposures, 

each at ISO 6400, ƒ/2.8, 14mm, 10 seconds. 

Foreground Exposure: Blend of three exposures: 

two at ISO 1600 ƒ/2.8 for 10 minutes, a third at ISO 

1600 for 30 seconds at ƒ/5.6, with light painting 

on the immediate foreground. 

Nikon D800E, Nikkor 14-24mm ƒ/2.8



dark sky. Generally, ISO 3200 or high-

er is a good start. An ISO setting that’s 

too low won’t capture enough detail in 

the sky, and one that’s too high might 

result in more noise than stars. Ex-

periment to find the best results with 

your camera.

When shooting single exposures of 

the sky, I’m frequently at a focal length 

of 14mm, with my aperture set to ƒ/2.8, 

an exposure time of 25 seconds, and an 

ISO between 6400 and 12800 on my 

Nikon D810A.

FOREGROUND EXPOSURES
Since you need to capture the stars at 

a very wide aperture, focused at infin-

ity, and at a very high ISO, the fore-

ground will be out of focus and noisy. 

By taking additional exposures of the 

foreground at different focus distances 

and lower ISOs, you will have a cleaner 

and in-focus foreground that you can 

blend with your sky exposure in Pho-

toshop to create a single image that 

has pinpoint stars and the entire scene 

in focus.

When possible, I like to shoot my 

foreground exposures at ISO 1600 or 

lower. The exposure time can vary any-

where from one minute to 30 minutes, 

depending on the ambient light. You 

can use light painting to brighten the 

foreground for a shorter exposure time, 

but this can lead to harsh shadows and 

specular highlights. I usually prefer to 

capture the scene using ambient light.

STAR STACKING
You can create an image that has truly 

pinpoint stars with exceptionally low 

noise by using a technique known as 

“star stacking.” Using this technique, 

you take multiple very short and very 

high ISO exposures of the stars, and 

then align and average those exposures 

together in software. The result has 

pinpoint stars due to the short expo-

sure time, with very low noise due to 

the averaging of the noisy images. 

You can do the alignment and aver-

aging in Photoshop by masking out the 

foreground in each image before doing 

the alignment, then putting the aligned 

layers into a single Smart Object and 

choosing the Median blend mode for 

SCREW AUGER FALLS
Sky Exposure: ISO 3200, 14mm, ƒ/2.8, 25 seconds. Foreground Exposure: ISO 1600, ƒ/2.8, 20 minutes.

Nikon D800E, Nikkor 14-24mm ƒ/2.8

PORTLAND HEAD LIGHT PANORAMA
This panorama consists of ten vertical shots stitched together in Photoshop. Each shot was at ISO 3200, 

14mm, for 25 seconds at ƒ/2.8. Nikon D800E, Nikkor 14-24mm ƒ/2.8



44  Digital Photo  |  dpmag.com

the Smart Object.

If you’re on a Mac, you can use

the program Starry Landscape Stacker

(available on the iTunes Mac App store)

to automate much of the star-stacking

process for you. You can then take the

resulting star-stacked image and blend

it with your foreground exposures just

as you would with a single exposure for

the sky.

CHASING THE AURORA
Photographing the Northern Lights

is a little different than astrophotog-

raphy, in that your exposure time de-

pends on the brightness and movement

of the aurora. Generally, you’re forgo-

ing pinpoint stars and doing whatever

is necessary to get a good aurora shot.

If the aurora is bright enough, you can

use a very short exposure to capture

the pillars and arcs of light and freeze

them more, but if the aurora is very

dim, you may need to do a longer ex-

posure to capture enough light—at the

cost of blurring the aurora movement.

I’ve used shutter speeds of anywhere

from one second to 30 seconds with

the aurora, depending on my location

and the conditions. Other than that,

the foreground exposure technique and

blending foreground with the sky in

Photoshop is the same.

For star stacking at 14mm and ƒ/2.8

with my camera, I normally use ISO

12800 for 10 seconds, and take 10 ex-

posures. You should experiment to find

what works with your setup though.

Some cameras will have a lot of ma-

genta sensor noise on the edge of the

frame when shooting a really high ISO

for a short time, so keep this in mind

and see how your camera performs.

You may need to bring the ISO down

anywhere from 1/3 of a stop to a full

stop to get rid of the magenta noise

with these short 10-second exposures.

When I was using a Nikon D800E, I

needed to shoot at ISO 5000 or 4000

for star stacking to avoid the magenta

noise problem.

ESSENTIAL GEAR FOR ASTROPHOTOGRAPHY
Full-Frame Camera. While you 
can get amazing results with even crop 
cameras these days, you’ll have the least 
frustration and best quality with a modern 
full-frame camera.

Bright Wide-Angle Lens. You’ll 
want ƒ/2.8 or better, and on full-frame 
14mm or so is great for ultrawide shots.

Sturdy Tripod. For long exposures, 
sometimes in the wind, you’ll need a 
reliable and sturdy tripod and head.

Remote Timer. You’ll likely need a 
remote release or intervalometer to do 
exposures longer than 30 seconds and 
star stacking.

Head Lamp with Red LED. Save 
your night vision by using a headlamp that 
has a red LED mode, available in many 
headlamps these days.

Hand Warmers Or Other Lens 
Heater. For keeping moisture off your 
lens at night.

Cotton Cloth & Air Blower.  

Cotton soaks up water, microfiber  
doesn’t. You may need to wipe the 
moisture from your lens and/or dry  
it with the blower.

Eyepiece Shade. If you’re using  
a DSLR and the eyepiece doesn’t have  
a built-in flip-down shade, then you’ll  
need something to cover the eyepiece 
to prevent light leakage during long 
exposures.

VIKING LIGHT
Sky Exposure: Single shot at ISO 3200,  

14mm, ƒ/2.8, 1 second.  Foreground Exposure: 

Single shot at ISO 1600, 14mm, ƒ/5.6, 2 minutes.  

Nikon D810A, Nikkor 14-24mm ƒ/2.8



dpmag.com | September 2016 45

DEALING WITH HOT PIXELS
Hot pixels are the bane of night photog-

raphers. They happen excessively with 

long-exposure, high-ISO photos. The 

easiest but often most time-consuming 

way to get rid of them is to use Long 

Exposure Noise Reduction (dark frame 

subtraction) in your camera. This set-

ting causes the camera to take another 

exposure at the exact same settings as 

the actual exposure but with the shutter 

closed, and then use that “dark frame” 

to map out the hot pixels in the actual 

exposure before writing out the file. 

This effectively doubles your exposure 

time. If you’re doing star stacking, you 

don’t need to use dark frames since the 

averaging process will get rid of hot pix-

els, but single-sky shots and long-expo-

sure foreground shots often have lots 

of hot pixels. If you don’t want to wait 

for the dark frame exposures, there are 

ways to do it in software, but this can be 

time-consuming, as well.

FIND A DARK SKY AND SHOOT!
Now that you know the basics, get out un-

der a clear and moonless night sky, away

from light pollution, and practice. DP

ADAM WOODWORTH is a landscape 

photographer, fine-art printer, award-winning 

filmmaker, and software engineer. He has 

had a love of photography for most of his life, 

and one of his main focuses is landscape 

astrophotography. To learn more about his 

techniques, check out the video tutorial available 

on his website: adamwoodworth.com.



10 LESSONS FOR YOUR BEST 
LANDSCAPE PHOTOGRAPHS
FOLLOW THESE TIPS AND TECHNIQUES FOR MORE  

CREATIVE COMPOSITIONS OF THE NATURAL WORLD

TEXT & PHOTOGRAPHY BY RICK SAMMON
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“ Landscape photography is the supreme 

test of the photographer—and often the 

supreme disappointment.”   —Ansel Adams
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L andscape photography can be 

great fun, but when we get back 

home and look at our images on 

our computers, we sometimes ask our-

selves, “What was I thinking?” or, “How 

did I make that mistake?” It’s difficult to 

capture a truly moving landscape, we of-

ten end up with little more than a snap-

shot of a place, one that fails to capture 

the beauty and the grandeur of nature. 

I’ll share with you here my 10 lessons 

for landscape photography lovers, in the 

hope that you don’t ask yourself those 

questions, and that you make landscape 

photographs rather than just take land-

scape pictures.

1. S-CURVES ARE COOL
The opening image, taken in Telluride, 

Colorado, illustrates what’s called in 

composition an S-curve, created by the 

yellow line of trees that snakes through 

the photograph. S-curves lead the 

viewer’s eye around the photograph,

which adds interest to the image. Anoth-

er example of the S-curve can be found 

in Ansel Adams’ famous photograph, 

“Tetons and Snake River.”

You need to look for S-curves in na-

ture. Once you find one, move to the left 

or right or closer or further to the sub-

ject to accentuate the curve. Sometimes, 

moving just a few feet can make a differ-

ence in seeing, or not seeing, an S-curve. 

You also can accentuate an S-curve by 

careful dodging or burning the curve sec-

tion of your photograph in Photoshop 

or Lightroom. Increasing the saturation 

and/or contrast of the S-curve can make 

it look more prominent in a photograph.

2. REFLECTIONS ROCK
A basic rule of composition is not to 

place the horizon line or tree line in 

the center of the frame. When it comes 

to photographing reflections, however, 

that compositional technique can work 

perfectly, as illustrated by the Telluride, 

Colorado photograph.

You’ll need a windless or near-wind-

less day to get a good reflection. A polar-

izing filter, which can darken a blue sky 

or whiten clouds and reduce reflections 

on water also will help you get a cool re-

flection shot. 

When using a polarizing filter, it’s 

tempting to dial in the full polarizing 

effect. On a very sunny day, and if the 

sun is at a strong angle, dialing in the 

full effect can result in over-polarizing 

the scene, which can create a dark area 

or dark band in your photograph. That 

dark area is impossible to remove in 

Photoshop and Lightroom, because it 

goes very, very gradually from dark to 

light. Therefore, be very careful when 

using a polarizing filter. Check the re-

sults on your camera’s LCD monitor by 

zooming in on your photo. Also try the 

Dehaze filter in Photoshop and Light-

room. It can make the sky and water ap-

pear clearer. 

3. TAKE ALONG A TELEPHOTO
Most landscape photographs are taken 

with wide-angle lenses or wide-angle 

zoom lenses set at the wider zoom set-

tings. The idea with these lenses is to 

capture sweeping landscapes. 

Telephoto lenses are also good for 

landscape photography for an important 

reason: They help you “cut the clutter” 

in busy settings, as illustrated by this Tel-

luride, Colorado photograph. In other 

words, telephoto lenses let you carefully 

compose a photograph with interest-

ing elements, as opposed to a jammed-

packed photograph, with no main sub-

ject, that’s a compositional mess.

4. FIND YOUR FOCUS
Notice how all the elements in this pho-

tograph, and all the photographs in this 

article, are in focus. That’s because I used 

a time-proven, maximum depth-of-field 

technique: Use a wide-angle lens, shoot 

at a small aperture, and focus one-third 

into the scene. The concept: Just because 

you have an autofocus camera doesn’t 

mean the camera knows where to focus. 

This technique works well if the fore-

ground element isn’t too close the lens. 

1

2



If you can’t get everything in focus, try 

focus stacking. Available in Photoshop, 

this feature let’s you stitch a series of 

photographs at different focus settings 

into one image in which everything in 

the scene is in focus. I took this photo-

graph in Croton-on-Hudson, New York 

with my Canon 11-22mm lens set at 

15mm. The aperture was /6.3.

5. MAKE A PERFECT 
PANORAMA
Making panoramas has never been easi-

er, thanks to the Photo Merge/Panorama 

feature in Photoshop and Lightroom. 

The key is to start with a set of images that 

can be seamlessly stitched into a beauti-

ful panorama. Here’s the technique.

Set your exposure to manual, meter 

the brightest part of the scene, and set 

your exposure to that shutter speed/

aperture combination. You need to me-

ter the brightest part of the scene so it’s 

not overexposed in your pano, and you 

need to shoot on manual to get a con-

sistent exposure throughout your expo-

sure sequence.

Next, set your white balance to the 

existing lighting conditions—sunny, 

cloudy, etc. If you don’t, you may get a 

color shift in your images.

Hold your camera vertically and take 

a series of pictures from left to right, 

or vice versa, overlapping your frame 

by about one-third. You need to shoot

vertically because some of the top and

bottom of your images will be cut off in

the panorama-making process. Knowing 3

5
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you’ll lose image area in each frame, 

shoot extra wide to ensure that impor-

tant foreground elements and clouds 

aren’t cropped out when your images 

are stitched together by Photoshop or 

Lightroom. I carefully followed this 

technique for my panorama of Bryce 

Canyon, Utah.

6. MAKE MONOCHROMATIC 
IMAGES
When we remove some of the color from 

a scene, we remove some of the reality, 

and when we remove some of the reality, 

an image can, but not always, look more 

creative and artistic.

We can make beautiful black-and-

white images in Photoshop and Light-

room, as well as with plug-ins like Nik 

Silver Efex Pro, the plug-in I used to make 

this nighttime image of the New Croton 

Dam in Croton-on-Hudson, New York. 

When working in black-and-white, con-

trast becomes very important. I suggest 

to my workshop students: Boost the con-

trast a little, and you’ll like your picture a 

little more.

7. GO WITH THE FLOW 
In this photograph, which I took in Ice-

land, the water is beautifully blurred. That 

“silky water” effect is achieved by shoot-

ing at a slow shutter speed when a camera 

is mounted securely on a steady tripod. 

Purchase the best tripod you can af-

ford. Too many people come on my 

workshops with flimsy tripods, only 

to order a better tripod as soon as they 

get home. 

The “best” shutter speed depends on 

the how fast the water is moving and 

your desired effect. Here, I used a shutter 

speed of 1/5 of a second. For my New 

Croton Dam photograph, I used a shut-

ter speed of 30 seconds. 

Getting long exposures in low light 

is easy. In bright light, you’ll need a 

neutral-density filter or a variable neu-

tral-density filter. ND filters reduce the 

amount of light entering the lens, allow-

ing you to shoot at long shutter speeds. 

When shooting at long shutter speeds, 

use a self-timer, a cable release, an app or 

the camera’s self timer to trip the shutter 

and to avoid camera shake, which could 

result in a blurry shot.

6
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8. DON’T OVERLOOK 
THE VERTICAL VIEW 
Horizontal images, also known as land-

scape-format images, are the norm for 

most landscape photographers. In some 

cases, however, a vertical image can have 

more impact—or tell a better story of a 

subject than a horizontal image. 

I chose the vertical format, also 

known as the portrait format, for this 

photograph of some of the “Dancing 

Aspens” in Telluride, Colorado, because 

I wanted a top-to-bottom view of the 

beautiful trees.

9. USE YOUR CAMERA 
LIKE A DRONE 
Most novice photographers start out by 

taking all their landscapes photographs 

with their camera at eye-level. That tech-

nique can get boring, fast. You may be sur-

prised at how moving your camera up or 

down can make a big difference in the look 

and composition of your photograph. The 

lower you place the camera to the ground, 

the greater the sense of “being there” you’ll 

create for the viewer. If you get down too 

low, however, the foreground may become 

the main subject in your photograph.

I took this photograph in the Palouse, 

a wonderful area for photography in 

Washington State. Placing the main sub-

ject off-center, by the way, is a compo-

sitional technique that adds interest to 

a photograph because your eye roams 

around the frame looking for other el-

ements, as opposed to your eye getting 

stuck on a dead-center subject.

10. YOU SNOOZE, YOU LOSE 
Simply put, if you want to be a good 

landscape photographer, you need to get 

up early and stay out late to chase and to 

catch the best light of day—or, as I say 

in my photo workshops, “You can sleep 

when you’re dead.”

I took this photograph during one of 

my Mt. Rainier photo workshops about 

one hour after sunset. The photograph is 

the result of always looking for a photo-

graph, as well as following another im-

portant photography tip: Always have a

camera and tripod with you. DP

RICK SAMMON is friend of this magazine. 

See more of Rick’s work at ricksammon.com.
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VERONICA BERNAL, a CONFIDENCE 

photography workshop graduate, captured a 

gorgeous moment between her grandpa and 

daughter. Window light creates a soft diffused look 

that adds to the story of gentleness and love.

TIP: LESS IS MORE
The old, tried-and-true advice for  

writing is a powerful tool for photography  

too: Less is more. When shooting details like  

hands, zoom in or move your body so close that 

there’s nothing else in the frame except for that 

detail. If the background isn’t adding to the overall 

story, there’s no reason to have it in the photo. This 

may feel awkward if you aren’t used to it, but it’s a 

wonderful creative exercise to ask yourself, “How 

much tighter can I get? What does ‘less is more’ 

look like for the story I’m capturing?” The clearer 

the photo’s story, the more powerful it is.



INDOOR LIGHT PORTRAITS
CAPTURING EVERYDAY LIFE WITH  
BEAUTIFUL LIGHT IN THE HOME

TEXT & PHOTOGRAPHY BY ME RA KOH
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D o you ever have a sinking feeling 

that all of your photos are start-

ing to look the same? You’ve 

taken your clients to the same park two 

dozen times. You’ve set your families 

up in the same poses again and again. 

The creativity that once seemed endless 

when you first bought your camera has 

started to run dry.

Don’t be discouraged—these aren’t 

signs of your creativity running out. In-

stead, these are signs that you’re ready 

for more growth in your photography. 

Instead of heading to the great outdoors 

for photos, try capturing everyday life lit 

with the beautiful light in the home.

Shooting indoors can feel intimidating. 

Past photo results of blurry subjects and 

thoughts of needing to buy studio lighting 

or special equipment may bombard you. 

But if you know how to find great light 

in the home and are willing to take your 

camera off Auto mode, there’s a world of 

endless stories waiting to be captured.

Finding the best light is usually the 

difference between good and bad pho-

tos. Many times, we get frustrated with 

our photos because our family is blurred. 

In most cases, this is due to not having 

enough light. If you’re passionate about 

photography, you want to develop a pas-

sion for observing light: noticing the de-

gree of light, how light changes through-

out the day, when it spills softly into a 

room from the window versus when it’s 

almost too bright and harsh.

When we first start taking photos, we 

often assume the best light is outside. 

But there are also great spots of light 

within your home that will give you 

beautiful results! Be aware of these dif-

ferent spots, and subtly encourage your 

family to be in them. Or, beforehand, 

you can set up an activity like a board 

game or toys in these areas. Turn off your 

auto flash, and have fun experimenting 

with these seven everyday spots in your 

home for great light. 

To get you started, here are “7 Spots 

in Your Home for Great Light,” taken 

from my latest best-selling book, Your 

Family in Pictures.

1. WINDOWS
Window light creates some of the most 

flattering, beautiful, soft lighting for 

photos. Notice the degree of light by 

looking at the floor. Before setting your 

family next to the window, take note of 

how bright the light is right under the 

window and how far the light stretches 

before the light’s intensity tapers off. 

Your family doesn’t have to necessarily 

be right under the window, but rather 

at the distance where the light becomes 

soft versus harsh.

2. WHITE KITCHEN COUNTERS
I’ve been known to capture some of 

my clients’ favorite family photos in 

the kitchen with everyone leaning up 

against the countertops. The window 

light bounces off the white countertops, 

reflecting a beautiful light onto their 

faces. (And the countertop is a great tool 

for hiding bodies if subjects don’t want 

their whole body in the photo!)

AMY RHODES, the CONFIDENCE photography workshop teacher in Nevada, illustrates why the 

backdoor is her favorite spot for taking pictures in her home. You can see how opening the door casts 

a beautiful, soft light on the children’s faces, but doesn’t illuminate the background. Amazing light is in 

your home—experiment with these different places to find yours.

TIP: SCOPE OUT THE LIGHT 
Be aware of the light in your home. Which  

rooms get the best light at different times of 

day? Set yourself up for success by making  

note of when great light is available.



3. SHEER CURTAINS
I get crazily excited by sheer curtains! They 

can be the best backdrop to a photo. Their 

sheer material softens harsh window light, 

giving an almost softbox look and feel 

without you having to invest in studio 

equipment! And sheer curtains are super-

portable if you want to carry one in your 

camera bag for unexpected opportunities.

4. OPEN DOORS
If you want your family photo to have the 

feel of everyone being inside, but you need 

more light, have everyone stand or sit in 

an open doorway. The outside light will 

illuminate their faces while keeping the 

background dark.

5. LAMPS
By turning off your flash and using a 

higher ISO, lamp light can bring a warm 

look to your photo’s. The key is to turn 

off all of the other lights in the room so 

that your single lamp is the only light 

source. This will make the lamp’s light 

much more dramatic and warm in tone 

versus being diluted by overhead lighting 

or other lamps.

6. BATHTUBS
Who would ever guess that the bath-

tub would be a great place for finding 

light? But I love doing part of my photo 

shoots in bathtubs! If near a window, 

the white, tile and enamel surfaces act as 

a reflector—bouncing gorgeous window 

light everywhere!

7. SLIDING GLASS DOORS 
OR FRENCH DOORS
On cloudy days, have your family sit next 

to sliding glass doors or French doors for 

even more light than a single window 

can give. If you want an even light on all 

their faces, have them face the sliding glass 

doors. If you want a partly shadowed light 

on their faces for depth, have them sit with

their sides to the sliding glass doors. DP

ME RA KOH, the Photo Mom and Disney 

Junior Channel Host, is the author of Your 

Family in Pictures, the latest in her best-

selling series. She teaches her CONFIDENCE 

photography workshops for women around the 

country and is honored to be a Sony Artisan of 

Imagery. Find her at merakoh.com.

What could be more a part 

of your everyday family life 

than video games? Whether we 

like it or not, for most of us, it’s 

the truth. The upside is how much 

fun the adults have playing with 

the kids! One of the kids’ favorite 

things to do during family gather-

ings is challenge the aunts, uncles, 

cousins—even grandma—to a rac-

ing game or dance-off. The facial ex-

pressions that happen are hilarious, 

and since everyone is so focused on 

winning, no one will notice you sit-

ting right in front of them to take 

the photo.

WHEN: Any time family is gath-

ered together and different genera-

tions are going against one another. 

Or, a time of day when your window 

light is bright and the kids are play-

ing video games.

PREP: Encourage the adults to sit or 

stand in between the kids. This helps 

balance differences in height and size.

FOR POINT-AND-SHOOT USERS: 
Turn off your flash. Set your camera 

to Portrait mode to ensure a softer 

background and sharper focus on your 

subjects. Choose Continuous shooting 

or Burst mode to catch as many facial 

expressions as possible.

FOR DSLR USERS: Turn off your 

flash. Set your camera to Aperture 

Priority mode, and pick the lowest 

ƒ-stop possible to allow in the most 

light. You may need to raise your ISO 

if your photos are picking up mo-

tion blur from a shutter speed that’s 

too slow. The shutter speed used for 

this photo (1/60) is too slow for my 

comfort because sudden movement 

in my subjects may cause blur. A safer 

shutter speed for subtle movements is 

1/125, unless your camera or lens has 

an image stabilizer feature that you 

can use to shoot even slower—like I 

did in this photo. Set your camera to 

Continuous Shooting mode or Burst 

mode to capture every funny facial ex-

pression you see.

COMPOSE: A horizontal frame 

worked well for this photo because it 

allowed for all three of us to be even-

ly positioned within the frame. But if 

your family is standing and doing a 

dance-off, a vertical frame may make 

better sense.

CAPTURE: Focus on the family 

member in the center of the frame. If 

they’re all sitting on the couch, they 

will most likely be within the same 

focus plane. But our eye looks to the 

person who’s in the center and clos-

est to us, so that’s a good place to 

lock your focus.

TIP: USE BLACK-AND-
WHITE TO SIMPLIFY 
OUR SURROUNDINGS
Black-and-white can come in handy when 

you want all the attention drawn to the 

emotion and facial expressions rather 

than to the items in the background. For 

this photo, even though I blurred the 

bookshelves in the background, they were 

still distracting from the facial expressions 

when the photo was in color. But black-and-

white made all those distractions go away.

FUN AND GAMES



10 Tips For  Better Travel Photos
PRO TECHNIQUES TO HELP YOU TAKE UNIQUE AND  

PERSONAL IMAGES FOR YOUR PHOTOGRAPHIC JOURNAL

TEXT & PHOTOGRAPHY BY NEVADA WIER

I f you want to return home with a great travel portfolio, you need to break out of the tourist mentality 

and move beyond typical snapshots of postcard locations. Award-winning travel photographer Nevada 

Wier shares her top techniques to create photographs that are not only visually engaging, but reveal a more 

personal connection with the people and cultures you’re encountering.
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1. CLAP: COLOR, LIGHTS, 
ACTION, PATTERN (AND A 
COMPLETE GESTURE)
You have four possibilities to capture 

a good color photograph: the possibil-

ity of great light, color, action (large or 

small) or an intriguing pattern (or im-

peccable composition). It isn’t necessary 

to have all four of these elements in a 

compelling image, but you need at least 

two of them. The opening image of a 

boatman, made at the incomparable 

Inle Lake in Myanmar, is primarily about 

light (which can sometimes create lovely 

color) and a careful composition. The 

boatman and his reflection are placed 

very deliberately in the lower-right quad-

rant of the frame. The gesture of lifting 

the net and the moment when his legs 

separated are also important. A gesture 

has to be complete and recognizable.

2. CREATE AN IMAGE BECAUSE OF 
THE CONTRAST, NOT DESPITE IT
Our eyes have remarkable dynamic range; 

we can see detail in highlights and also in 

the shadows. In photo-speak, that’s about 

16 to 24 stops of light. A digital sensor 

is visibly impaired—they can only render 

about half to three-quarters of that. So, 

unless you’re photographing in low-con-

trast light, such as on a cloudy day or in 

the shade, you can’t photograph exactly 

what you see. I’ve trained myself to “see” 

like my sensor and the optical perspective 

of whatever lens I’m using.

Color is very seductive and begs to be 

used effectively in an image. I see a pos-

sible image as a skeleton of light with a 

veneer of color. When I’m in high-con-

trast light, I look carefully not only at the 

light, but also at the shadows the light 

is creating.

In high-contrast light, I have to make 

an image that works because of the con-

trast, not despite it. In the image of a lone 

girl gathering water at a well, I embraced 

the extreme highlights and shadows by 

photographing toward the sun, thus turn-

ing her into a silhouette. In addition, the 

light reflecting on the river water behind 

her was so bright that it created a halo of 

tiny stars of refracted light rimming her en-

tire body. I love the way the foot is slightly 

lifted, how she’s looking down and the 

light reflecting through the yellow jugs.

3. MOVE AND FRAME—EVERYTHING 
IN YOUR FRAME HAS TO MATTER
I first started working as a professional 

photographer in the age of transpar-

ency film. Not only did the exposure 

have to be spot on, but also the fram-

ing had to be impeccable. I couldn’t say 

to a magazine photo editor, “You have 

to crop here.” I wouldn’t have gotten 

another assignment. I learned to zoom 

with my feet and make everything in the 

frame matter.

In the world of digital photography 

where everything is possible in post-

processing, I still keep this simple phi-

losophy. Sometimes moving an inch can 

make the difference between having an 

image that works and one that doesn’t. I 

zoom with my feet. 

In this image of a woman in Trini-

dad, Cuba, I moved close to her, pho-

tographing from a slightly low and de-

liberately cocked angle so that her head 

was framed exactly in the doorway. 

The last thing I did before I clicked the 

shutter was to move my eye around the 

viewfinder to ensure that her arm had 

a bit of space on the left side and that 

neither the doorway nor her head were 

cut off on the top. Not all viewfinders 

show you 100% of the frame; some may 

show only 90% to 95%. If you aren’t 

sure, check in the specifications section 

of your camera manual.

4. USE SLOW SHUTTER SPEEDS
As a traveling photographer, I have 

to photograph at all times of the day, 

no matter the weather. The first ques-

tion I always ask myself when I see a 

potential image is, “What’s the prob-

lem?” Often, problems lead me to a 

more interesting image because I have 

to think creatively and go beyond my 

first inclination.

I was at a dance at high noon in tropi-

cal India. There were a lot of problems 

here: The sun was harsh, the dancers were 

under a tree going in and out of shade, 

and there were numerous onlookers and 

bushes that cluttered the background.

I moved to the shade under a big 

tree in order to have a slower shutter 

speed of 1/15th of a second and waited 

5



for the dancers. Then I realized that I

had a Singh-Ray Variable Neutral-

Density filter that could stop down

anywhere between 1 to 8 stops. I was

able to try lots of different slow shut-

ter speeds while panning the dancers

when they passed by me.

I also used a bright flash (probably

-1 EV) in order to punch up the color

and assure sharpness. If I didn’t use

the flash, the legs would ghost out at

very slow shutter speeds since they were

moving faster than the torsos. A 1/4 of

a second shutter speed blurred out the

distracting background of people, bush-

es and high-contrast light. The flash il-

luminated the legs and torsos, and gave 

a burst of sharpness within the move-

ment, as well as intensified the color. 

This is why mastery of your equipment 

is so important, and why you should 

practice with your gear before you em-

bark on travel photography. 

5. INERTIA—THERE’S 
ALWAYS A GOOD REASON 
NOT TO PHOTOGRAPH
Trust me, I know every reason why the 

mind tries to trick one out of photograph-

ing. The light isn’t right. This person will 

want me to pay him. It’s raining. It’s cold. 

The clouds are coming, so there won’t be 

a sunset. It’s too dark. I need a tripod. On 

and on, the list is endless.

There’s always a seemingly good rea-

son not to photograph. I call this inertia 

and it's an insidious enemy. Personally, I 

hate to get up in the predawn darkness, 

but when I’m traveling and photograph-

ing, I do. Not only is there a possibility 

of lovely sunrise light, but also it’s when 

the world is waking up on the streets, in 

villages or at festivals.

I’ve been numerous times to the fas-

cinating Pushkar Camel Fair. I love the 

early-morning scenes as people emerge 

from bedrolls on the sand to cook their 

breakfast. However, the light doesn’t last 

long, so you have to be there in the dark 

and work quickly as the dawn emerges.

Plus, you have to be willing to ap-

proach people. Don’t assume you know 

what someone is thinking. Ask them ei-

ther verbally—if you can or have a trans-

lator—or non verbally. I don’t mind if 

someone says no, but I’m not going to 

assume that they will. It’s my experience 

that 90% of the world doesn’t mind be-

ing photographed; it’s up to me to ex-

tend myself and create an atmosphere of 

respect and sincerity.

6. CHOREOGRAPHING AN 
ENVIRONMENTAL PORTRAIT
I really like environmental portraits—

where the background is equally as 

important as the person. When I meet 

someone that I find interesting and has 

agreed to be photographed, I immedi-

ately start looking around for a good 

6
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background. I have to be an instant art 

director. This might mean asking if I can 

go in their house or scanning the sur-

rounding area for a great location.

In Guizhou, China, at a Four Seal 

Miao minority village, I met a lovely 

young woman who was in her native 

dress. She agreed to be photographed, 

so I motioned for her to wait as I ran 

around the immediate village area and 

found this interesting front door sur-

rounded by birdcages. 

I went back and invited the young 

woman to follow me. When the owner 

of the house came out, I non verbally 

asked if it was okay, and she nodded. I 

placed the young woman in front of the 

door and gestured for her to hold out her 

skirt. I put on a wide-angle lens and went 

slightly to the side so I could have her on 

the right side and the birdcages on the 

left. The chickens were a bonus that filled 

up the empty space on the left bottom.

7. USE SELECTIVE FOCUS AND 
A SHALLOW DEPTH OF FIELD
It’s not enough to have an interesting 

subject. It’s our mission as photographers 

to make an interesting image of an inter-

esting subject. We can do more than just 

click a literal photo; we can photograph 

what we imagine and how we feel.

We can use a wide-angle lens to exag-

gerate whatever is closest to the camera 

or a telephoto to compress a scene. We 

can decide to make everything in focus 

if we have enough light or a tripod. Con-

versely, we can choose to use a shallow 

depth of field and concentrate on just 

one element of the image, letting the rest 

go softly out of focus.

I was in Iceland in the early spring 

during a massive snowstorm. I was pho-

tographing inside a huge barn where a 

woman was training one of her horses. 

She agreed to go out in the snow while 

I photographed comfortably from the 

doorway of her barn. After a minute of 

photographing the predictable image 

with the horse in focus, I decided to 

think differently and try a different ap-

proach. I went to an ƒ/2.8 aperture. It 

was easiest to use manual focus in order 

to focus on the snow in front of her—

that way the falling snow was sharp, 

but she and the horse were slightly out 

of focus.

I always like to experiment and exer-

cise my creative muscles. I’m interested 

in a snowflake image: a one-of-a-kind 

image. And literally, here, I was going for

a snowflake snowflake image! Only one 

worked, but that’s enough.

7
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8. ADD LAYERS AND DEPTH
There are basically two types of photo-

graphic images: simple ones and more 

complex ones. In a simple image, there’s 

usually one subject and one background. 

A more complex image involves layers 

of objects, people or activities. Each one 

could be a singular image, but together 

they create an intricate photograph. It’s 

definitely challenging to work with mul-

tiple subjects.

In southern India, I peeked in-

side a doorway and saw a group of 

garlic sorters. The harsh midday light 

streamed through the door, illumi-

nating the windowless room. I began 

photographing the men sorting the 

garlic, making sure that I stayed out of 

their way. As they dragged the full bags 

toward the door, I moved around so 

I could include three layers: the fore-

ground of the bags of garlic, the action 

of a man dragging one of the bags and, 

finally, a third layer of the other men 

sorting, plus the background of the 

room. The background doesn’t count 

as a layer, but it does set the stage.

I intentionally used a slightly slow 

shutter speed to give a sense of mo-

tion to the man pulling the heavy bag, 

but fast enough to stop the action of 

the men in the back sorting. I focused 

on the first layer of the bags because 

it was the brightest and the closest in 

the frame, and thus it would be the 

first thing one’s eye would see in the 

photograph. The complementary blue 

and yellow colors helped tie the im-

age together.

8
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9. GET INVOLVED
To really have fun traveling, I learned not 

to stand on the sidelines and be a pas-

sive observer, but to come in close and 

get involved. Being an active participant 

and embracing a culture can lead to more 

intimate images. Of course, some cultures 

are easier to photograph than others, and 

I certainly don’t expect the world to sit 

up and say “cheese” for me just because 

I have a camera. I have to earn the right 

to photograph someone, be open to new 

experiences and come in close.

I was at a festival in Guizhou, China, 

and a group of women beckoned me to 

join them at their table. Of course I ac-

cepted. I put on my wide-angle lens and, 

between bites of the hot pot meal and 

sipping a strong drink, I photographed 

the women as they were toasting and 

eating. It was great fun, and made for 

more intimate and relaxed images.

10. LEARN HOW TO HAND HOLD 
YOUR CAMERA IN LOW LIGHT
I rarely walk around with a tripod unless 

I know I’ll absolutely need it. However, I 

often find myself photographing in very 

low light inside homes or after the sun 

has gone down. I’ve learned a number of 

techniques for holding my camera steady.

I put my shutter on Continuous High 

for a rapid burst of frames. Then, in addi-

tion to holding my camera steady with a 

hand under the camera and the lens, I tuck 

my upper arms and elbows firmly into my 

body, with my knees slightly bent. I focus 

very carefully, then take a deep breath, let

it out and rip off at least five frames. DP

NEVADA WIER is a multiple award-

winning photographer specializing in the 

remote corners of the globe and the cultures 

that inhabit them. Her journeys have taken 

her crisscrossing the globe in search of 

compelling travel experiences and images. 

To see more of her work or get information 

about her workshops and lectures, visit 

nevadawier.com.
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FIVE CLASSIC  
LIGHTING RECIPES

FIVE TRIED-AND-TRUE LIGHTING STYLES FOR EFFECTIVE PORTRAITS

TEXT & PHOTOGRAPHY BY TOM BOL

A s much as I like to experiment when it comes to light-

ing, there are times I need a sure thing, and that’s 

when I reach into my bag of tricks and pull out one of 

the five lighting techniques that always work and that create a 

variety of looks? These techniques are ones that a beginner can 

master in a short time with minimal gear, and should be part 

of any photographer’s lighting skill set. 

Lighting styles have varied through the years, but over time a 

few techniques and principles have stood out as timeless. These 

proven lighting techniques have produced some of the most 

iconic photographs in history. The next time a client calls with a 

big job—or you need to photograph the neighbor’s kids—have 

these lighting recipes in your back pocket.

1 SOFT LIGHTING
Lighting always starts with one light, and sometimes that is all 

you need, but not all single lights are equal.

First, let’s review a few characteristics of light. All light has 

direction, quality and color. Altering these aspects for one light 

radically changes your image.

Changing the light direction in a portrait produces different 

highlights and shadows on your subject’s face. Aim your light 

directly at your subject and you get very few shadows. Put your 

light source to the extreme right and one side of your subject is 

lit, while the other side goes dark.

The quality of light, or how soft the light is, relates to how large 

the light source is relative to the subject. A large light source close 

to a subject produces soft, wraparound light. A small light source at 

the same distance produces hard shadows and is more directional.

Finally, colored gels can be used with lights for various ef-

fects. Some gels correct color, others add creative effects.

One lighting style that is simple, effective and can be mas-

tered in minutes is using a single large light, slightly off-center 

and above your subject. A large light source produces flattering, 

soft light with minimal shadows to worry about. Any skin blem-

ishes are nicely filled in, and the skin takes on a healthy tone. Us-

ing a large light allows your subject a little room to move around 

while posing, giving you and your model more flexibility to get 

the shot, instead of stopping the shoot to reposition your light.

Remember one important principle when using one large 

light: light gives illumination while shadows create dimension. 

Or, in other words, shadows are not a bad thing. A soft light 

source looks great when positioned high and slightly off-center 

to your subject. The soft “butterfly” shadow under the nose adds 

REMBRANDT LIGHTING



dimension and contrast to your image.

Use white reflectors to soften the shad-

ows, or black reflectors to increase shad-

ows (and contrast).

For the best results, and the most for-

giving light, use a softbox or umbrella at

least two feet in diameter. Today, there are

many softbox options for speedlights. All

you need is one flash, a softbox, a light

stand and either a cord or wireless trigger

to fire the flash. I use a Lastolite Ezybox II

Switch that can change shape from rect-

angular to square, and is large enough to

produce smooth soft light. Placing this

light high and slightly off-center to my

subject produces flattering light with soft

shadows under the nose and chin.

My favorite light to use for this tech-

nique is the Elinchrom Octa, or any simi-

lar octagonal soft box, placed about three

feet away from my subject. This light is 

over six feet in diameter, and produces 

the softest light I’ve ever seen. Part of the 

magic of this light is due to the flash head 

aiming back into the softbox, diffusing 

the light before it travels through the dif-

fusion panel on the front. Shadows are 

almost nonexistent, and skin tones look 

luminous. This light is expensive, but 

worth it for those shooting commercially. 

2 REMBRANDT LIGHTING
Say you only have one simple light and no 

big softbox. What kind of portrait can you 

create with a single edgy light? Try using 

Rembrandt lighting for a dramatic look.

Rembrandt lighting got its name after 

the famous Dutch painter whose natu-

ral studio lighting produced a unique 

style of illumination on his models.  

Rembrandt lighting typically has one 

side of the face illuminated, and the oth-

er side cast in shadow except for a small, 

triangle-shaped area at the eye. Once 

you know what this lighting looks like, 

you will see it everywhere, from maga-

zines to movie posters to fine art prints.

Rembrandt lighting is easy to set up. 

Have your subject sit in front of a nice 

background, and place your light al-

most directly to their side, aimed down 

on their face. Take a test shot and see 

where the shadows fall. By slightly mov-

ing your flash, you will get the perfect 

angle, so your light hits one side of the 

face, and just a small patch of light hits 

the opposite side of the face. Ideally, this 

small patch of light illuminates the eye.

You can use a bare flash head to create 

this kind of lighting, or use a larger soft-

er source if you prefer. My favorite style 

of Rembrandt lighting uses a black back-

ground and a beauty dish for the light. 

The beauty dish softens the light, but it’s 

still edgy. The subject just floats on the 

black background, a very moody shot.

3 RIM LIGHTING
Another single-light technique is rim 

lighting. Rim lighting illuminates a side 

profile of your subject, creating a dra-

matic portrait. This technique requires a 

single softbox and a dark background. I 

start by having my subject turn sideways 

to my camera, facing my large softbox. I 

RIM LIGHTING

SOFT LIGHTING
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make sure I have a dark background be-

hind my subject, or I set my exposure so 

the ambient room light is underexposed 

three stops or more. Rim lighting doesn’t 

work as well on bright backgrounds.

Next, I have my subject move side-

ways toward the camera until they are 

just past the edge of the light. The soft-

box looks like it is aimed behind my 

subject, but in reality the light will just 

clip the side of my subject’s face. If your 

subject moves closer to the softbox, you 

will lose the rim lighting effect. I like to 

experiment with hand positions, jewelry 

and eyeglasses; these aspects make great 

rim light portraits. In post-processing I 

often boost the contrast of these shots to 

make the lighting more dramatic. 

4 CLAMSHELL LIGHTING
Have you ever seen a beauty shot where 

the subject seems so vibrant and lively it 

really catches your eye? I constantly em-

barrass my family at the checkout line in 

the grocery store. I’m the guy staring at 

the bikini model on the magazine cover, 

trying to see what catchlights are in her 

eyes and what lighting technique was 

used. More often than not, clamshell 

lighting is the technique being used.

Clamshell lighting can be achieved 

a number of ways using one light, two 

lights or a combination of lights and 

reflectors. This lighting style is done by 

placing one light high in front of your 

model, and another light or reflector 

aimed up directly below your model. 

Clamshell refers to the clam-like config-

uration of the two softboxes. You simply 

shoot between the narrow gap of the two 

softboxes—the results are stunning. Two 

light sources fill in all the shadows and 

skin blemishes, and the dual catchlights 

in the eyes make the shot spring to life. 

I use two clamshell techniques. The 

simplest way to create this beauty light-

ing is to use a softbox as your overhead 

light, and a silver or white reflector from 

below aimed up at your subject. Place 

the reflector as close to your subject as 

you can, so it reflects plenty of light from 

the overhead softbox. 

I really like to use a silver reflector 

here. Silver produces a shiny, specular 

light that works well to balance the light 

from the softbox. If the reflected light is 

too intense, I will lower the reflector. A 

Lastolite Trilite does an excellent job as 

well with clamshell lighting. This reflec-

tor system uses three angled reflectors 

aimed up at your model, filling in shad-

ows and producing dramatic catchlights.

The other style of clamshell lighting 

I like uses two square softboxes, one 

aimed from above and the other from 

below. I leave a small gap between the 

boxes as a shooting window. Using two 

strobes allows me to adjust power quick-

ly and change the ratio of my clamshell 

lighting. I often set the bottom light at 

lower power than the overhead light to 

avoid strong under-lighting effects.

5 CROSS LIGHTING
If someone asked me what lighting tech-

nique I use the most, I’d reply “cross 

lighting.” This lighting technique uses 

two light sources opposite one another 

with your subject in the middle. One light 

will be illuminating your subject’s front, 

while the second light will be an accent 

light illuminating his shoulder, hair or 

backside. Any combination of softboxes, 

CROSS LIGHTING
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reflectors and umbrellas can be used.

My typical cross light setup uses a 

large softbox as my main light on my 

subject’s face, and a standard head or 

speedlight as my accent light. I often use 

a 30-degree grid on my accent light to 

keep the light focused on my subject’s hair 

and shoulders.

With a speedlight I zoom the head to 

200mm, which is similar to using a grid 

on a studio strobe. At 200mm the speed-

light shoots out a narrow beam of light. 

I generally have my accent light one stop 

brighter than my main light.

Cross lighting is popular because it cre-

ates nicely lit portraits that have separation 

from the background. You can increase the 

separation from the background by under-

exposing the ambient light in your shot.

Experiment with different lights. Try 

using one large softbox as your main 

light, and a smaller softbox as your accent 

light. I also like using a beauty dish as my 

main light and a gridded strobe for my 

accent light.

Lighting can seem daunting to pho-

tographers just starting out. I have 

friends who photograph wildlife and 

landscape and they think of lighting as 

“a necessary evil,” but a lot of this resis-

tance is because they think lighting is 

difficult. Try out one of these five light-

ing recipes and you’ll see how simple it

is to create beautiful light. DP
 
 

To see more of TOM BOL’s photography, visit 

tombolphoto.com.
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HANDS-ON WITH THE NEWEST PRO DSLRs
THE FLAGSHIP NIKON D5 AND CANON EOS-1D X MARK II SET A HIGH BAR FOR THE PERFORMANCE 

AND FEATURES OF PROFESSIONAL AND ENTHUSIAST CAMERAS FOR YEARS TO COME 

W hile the new top-end Nikon 

D5 and Canon EOS-1D X 

Mark II might be out of the 

price range of the majority of photog-

raphers, the features and performance 

they bring to the market simultaneously 

sets the stage for a new crop of enthusi-

ast cameras and sets the bar for what a 

“professional” camera looks like. Every 

camera to come during the lifespan of 

these cameras will be held up against 

them to see how they stack up. 

Announced just months apart, the 

D5 and 1D X Mark II have very similar 

missions in life, though they execute 

them in slightly different manners. The 

two cameras are the pinnacle of devel-

opment for each of the respective com-

panies, and are, by and large, not only 

two of the best digital cameras, two of 

the best cameras ever made. 

Technology trickles down, and so 

much of the new hardware found in-

side these two brutes will soon be found 

in more consumer-oriented models, 

much in the same way that pro Nikon 

cameras begat the D750 and D500 and 

pro Canon bodies ushered in the 5D 

and 7D series with similar (but scaled 

back) technology. 

There was a rumor in the industry 

that somewhere in Japan the upper-level 

management of the camera companies 

get together every year and share details 

of their new products in order to make 

sure that neither gets too much of an 

advantage. Company A can get faster AF 

but company B gets better video, and 

so on. I’m sure this is apocryphal, but 

these two cameras are so remarkably 

similar in target audience, features and 

performance that it has the same effect. 

It’s unlikely the new systems will pull 

users away from each other’s camps, but 

everyone gets an upgrade.   

That hasn’t always been the case with 

the pro cameras from these two giants. 

For a few years, Nikon and Canon lost 

huge amounts of pro market share to 

each other due to a series of missteps and 

advances on each company’s part. Long 

delays between updates, AF problems, 

availability issues—these were enough 

to move the needle for pros and the ad-

vanced amateurs who use professional 

gear regularly and switch people from 

brand to brand. But these new additions 

to the family are solid and dependable. 

They’re truly best in class, and they’ll de-

liver to their faithful users a rock-solid 

experience with few compromises. 

Even better, these new top-end cam-

eras raise the bar for “professional” cam-

eras in general, giving companies such as 

Sony, Fuji, Olympus, Pentax and others 

a higher target to reach to compete in 
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the pro market space. This will result in 

an arms race of sorts, where the compa-

nies that are vying for a chunk of the es-

tablished Nikon and Canon profession-

al user base will have to ratchet up their 

technology in order to be competitive, 

and that’s good for the whole market. 

TWO SIDES OF THE SAME COIN
The Nikon D5 and the Canon EOS-1D X 

Mark II have more things in common than 

they do dissimilar features. They’re both 

highly advanced DSLRs, both of a similar 

form factor, with advanced autofocus fea-

tures, excellent sensors and powerful pro-

cessors. Their differences are informative 

but not deal-breakers for either camp. 

For example, the top frame rate on 

the D5 is 12fps when tracking subjects 

and 14fps when focus is locked. The 1D 

X Mark II has a 14fps full-AF rate and 

16fps when focus is locked. As another 

example, the 1D X Mark II has a top ISO 

of 51,200, while the D5 is 102,400. 

The camera specifications table pro-

vides an overview of the basic features 

of both cameras, along with our pick for 

which comes out ahead in each spec. 

PERFORMANCE ENHANCERS
Both the Canon EOS-1D X Mark II and 

the Nikon D5 are fast, incredibly fast. 

They’re fast to start up, they’re fast to 

focus, they’re fast to follow their sub-

jects, and they’re fast to process images. 

Nikon’s system feels a bit better at latch-

ing on to subjects (probably thanks to 

the 153 AF points) than does the 1D X 

Mark II, but only marginally. (Canon, 

though, has a better AF menu, which al-

lows shooters to easily customize the AF 

parameters according to subject type.) 

The Nikon feels significantly faster 

and more accurate in the AF than did 

the D4s, thanks to the company tripling 

the number of AF points in the D5. The 

1D X Mark II has the same number of 

points as the original 1D X, though the 

points are controlled by a new AF sys-

tem and have expanded functionality. It, 

Specifications Nikon D5 Canon EOS-1D X Mark II Winner

Price in USD $6499 $5999 Canon

Sensor Resolution 21MP 22MP Tie

Image Processor EXPEED 5 Dual DIGIC 6+ Tie

ISO 100-102400 (expanded range from

50-3280000)

100-51200 (expanded range from

50-409600)

Nikon

Number of focus points 153 61 Nikon

Screen size 3.2” 3.2” Tie

Screen dots 2,359,000 1,620,000 Nikon

Touch screen Yes Yes, but only for video focus. Nikon

Viewfinder coverage 100% 100% Tie

Optical Viewfinder Magnification .72x .76x Tie

Max FPS Focus Locked 12.0 fps 14.0 fps Canon

Max FPS Optical Viewfinder 14.0 fps 16.0 fps Canon

Video formats 4K 3840 x 2160 at 30p, 25p & 24p

1080 HD at 60p, 50p, 30p, 25p & 24p

4K 4096 x 2160 at 60p, 30p, 25p, 24p

& 23.98p

1080HD 1920 x 1080 120p, 60p, 50p,

25p, 24p & 23.98p

Canon (unless you want 4K out-

put from HDMI, then Nikon).

Microphone Stereo Mono Nikon

Storage Media Formats Dual CompactFlash or dual XQD CompactFlash + CFast 2.0 Subjective, we prefer two of the

same slot, other photographers

will like a mixed setup.

Battery life (in shots) 3780 1210 Nikon

Weight (inc. batteries) 1415 g (3.12 lb / 49.91 oz) 1530 g (3.37 lb / 53.97 oz) Nikon

GPS Optional Built-in Canon
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too, feels faster and more accurate, but it 

was already a blazingly fast system in the 

previous version. 

As with all new cameras that lack 

built-in WiFi or Bluetooth for quick im-

age transfer, we’ll mention that getting 

images from these cameras requires a 

physical connection or an optional wire-

less module. In the era of wireless work-

flow, any camera that lacks a way to wire-

lessly transfer images to a computer on 

an app loses marks in our book.

PURCHASE DECISIONS
At one point in the history of digital pho-

tography, new camera models prompted 

a rush to update bodies. A new pro-level 

camera would result a rush in eBay list-

ings of the previous versions because the 

features of a new system were so compel-

ling as to warrant the upgrade. Cameras 

would grow radically between each mod-

el in resolution, dynamic range, sensitiv-

ity, capture speed and more so each up-

date was worth the cost. This was also the 

period when a new model from one of 

the companies could prompt a platform 

switch from one brand to another. 

The market is different here in 2016, 

where camera technology has improved 

to the point that it’s hard to find a bad 

camera. The Canon EOS-1D X Mark II and 

the Nikon D5 are tremendous cameras, 

but they’re refinements, not revolutions. 

In many ways, that’s a good thing be-

cause it means that photographers can 

focus more on their shooting and less 

on keeping up with gear changes. It also 

means that whereas the flagship cameras 

held the brightest and best technology, 

“enthusiast” cameras were a generation 

or two behind. Now, the camera compa-

nies have motivation to more quickly get 

top-end features into the bodies that are 

aimed at the enthusiasts and semi-pros. 

In fact, Nikon took the opportunity of 

the D5 announcement to also launch 

the D500, which is an APS-C camera 

with components directly from the D5 

and similar performance. 

Where does that leave the Digital Photo 

reader when making a purchase decision? 

If you’re a Nikon or Canon profes-

sional or semi-pro shooter looking for the 

best cameras the companies (respectively) 

ever made, these are the bodies for you. 

If you’re at the advanced enthusiast level, 

these cameras set the bar and set the stage 

for new developments. As mentioned, 

Nikon D500 has already directly benefit-

ted from the D5, and certainly Canon will 

be updating its enthusiast systems shortly. 

If you’re the type of photographer 

who would have bought a Nikon D750 

or a Canon 5D Mark III, the purchase 

decision is a bit more confusing. The 5D 

Mark III came out in 2012, the Nikon 

D750 came out in 2014, so neither of 

these intermediate cameras feature the 

most advanced technologies from either 

company. For these shooters, it might 

be a good idea to hold off a bit and see 

what the end of the year and the few up-

coming trade shows bring. 

In any case, the Nikon D5 and the 

Canon EOS-1D X Mark II are tremen-

dous machines and have every feature the 

pro could conceivable use. If you’re look-

ing for bulletproof and powerful profes-

sional tools for your photographic needs,

these are the cameras for you. DP



72  Digital Photo  |  dpmag.com

EXIT

This photo was taken in early May around 11 P.M. from Red Hook, Brooklyn. It is the Crescent Moon setting behind the Statue of 

Liberty in New York Harbor. I use The Photographers Ephemeris app which allows me to “chase” the moon and I am continually 

looking for landmarks here in the New York to line up with it. 

The location is pretty tricky. Brooklyn in general is lovely, but this particular part is not so nice. I was shooting through a 12-foot 

cyclone fence topped with razor-wire, some of which was hanging down next to me and tore my jacket. The street is a dead end, 

and I was surrounded by trash and broken glass. There were also delivery trucks backed up almost to the fence leaving me less than 

three feet of working space.

Because of its proximity to the water, this spot has a pretty fierce wind blowing almost all the time, making it difficult to shoot with 

a long telephoto lens, even on a tripod. And to top it off, there is a downed power line hanging from a utility pole two feet away 

from where I shoot—I’m assuming it isn’t live.

Canon EOS 70D, Sigma 150-600mm F/5-6.3 DG OS HSM | C. Exposure: 1.3 sec., f/6.3, ISO 100. 

See more of Peter Alessandria’s work at peteralessandriaphotography.com 

Red Hook Moon
PETER ALESSANDRIA





50mm F1.4 DG HSM

20mm F1.4 DG HSM

24-35mm F2 DG HSM

Case, hood (LH830-02) included. 

Case included. 

Case, hood (LH876-03) included. 

Sigma’s Art lens line is designed with a 

focus on sophisticated optical performance 

and high-level artistic expression.

 

Desired by photographers with an artistic, 

creative inclination, this line delivers a 

range of large-aperture prime lenses, wide-

angle lenses, ultra-wide-angle lenses, 

standard zoom lenses and more.
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SIGMA USB Dock
Update, adjust & personalize. Customization 
never thought possible. Sold separately.

Learn more sigmaphoto.com/usb-dock
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