
CHASINGLIGHTTHE

IAN PLANT
ESSENTIAL TIPS FOR TAKING GREAT PHOTOS



Chasing the Light: Essential Tips For Taking Great Photos
by Ian Plant

Copyright © 2014 

All rights reserved. This book, and all of the photographs and written text contained therein, are the intellectual 

property of the author and are protected by U.S. and international copyright laws. No part of this book may be 

reproduced or transmitted in any form without the prior written permission of the author.

CHASINGLIGHTTHE



hasing the Light: it’s not really a technique—it’s a philosophy, a way of life, an existential 
state of being. It’s about pursuing those rare magical moments when Nature displays her C finest. It fuels our passion for photography and becomes our raison d’etre. But you don’t 

have to travel to the far corners of the Earth to make great photos. This eBook contains helpful 
tips that can make your images stand out from the rest. The philosophical and creative concepts 
contained herein, once mastered, can help you unlock your fullest potential as a photographer. 
Vesturhorn Mountain, Iceland. Canon 5DIII, 16mm, ISO 100, f/11, 8 seconds.

CHASING THE LIGHT
INTRODUCTION



ESSENTIALLIGHT ESSENTIALPOSITION

ESSENTIALMOOD

ESSENTIALVISION ESSENTIALEXPLORATION

ESSENTIALCOLOR

CONTENTS
 note on organization: 
this book is divided A (quite roughly) into six 

separate topic sections. I say 
“roughly” because many of the 
concepts discussed in this book 
aren’t easily classified in only one 
category. Some concepts are vari-
ations of concepts discussed else-
where, and might seem quite simi-
lar to casual observation. For 
every topic section, I include a 
number of essential concepts 
related to light, color, and expo-
sure. For each concept, I present 
three “image study” examples, as 
well as the occasional related (or 
unrelated, as the case may be) 
technical or creative tip. As a 
general matter, I have not 
obsessed too much about struc-
ture, allowing the topics and 
concepts to flow organically.



ESSENTIALLIGHT
Wake up early. Stay up late. Trade sleep for light.

Los Glaciares National Park, Argentina. 
Canon 5DII, 82mm, ISO 100, f/16, 1/25 second. 



Light can be gentle, dangerous, dreamlike, bare, 
living, dead, misty, clear, hot, dark, violet, springlike, 

falling, straight, sensual, limited, poisonous, 
calm and soft. —Sven Nykvist

hings looked pretty hopeless when I arrived at 
this scene before dawn.T  Clouds covered every-
thing, or so it seemed. When the sun rose, it 

found a gap in the clouds, breaking free to bathe the 
mountains in glorious, golden light. This is exactly the 
kind of light we’re all chasing, right? 

Or is it? Magnificent sunrises and sunsets sure are awe-
some, but are they really the be-all and end-all of light? 
One thing this book tries to do is to dispel the notion 
that the “magic hours” are the only times worth shoot-
ing. Light is wonderfully complex and varied. As a pho-
tographer, you must learn to embrace light in all its 
forms—and not just when it is gloriously epic. This book 
will teach you to embrace light’s subtler side as well. 
Torres del Paine National Park, Chile. Canon 5DII, 45mm, 2-
stop graduated neutral density filter, polarizer filter, ISO 
200, f/11, 0.4 seconds. 



ay attention, because this one is important. The first lesson of this book is that there is no such 
thing as bad light. There’s only light which can be right or wrong for a particular scene at a P particular time. Light is like a room with many doors—you have lots of choices, and many dif-

ferent possible approaches. If you stay open-minded, you can almost always find a good subject to 
match the light, or vice versa! Kolmanskop, Namibia. Canon 5DIII, 24mm, ISO 400, f/14, 8 seconds.

CREATIVE TIP

DON’T BE A LIGHT SNOB



CHASING THE LIGHT

LIGHT BASICS

Los Glaciares National Park, Argentina. 
Canon 5DIII, 28mm, ISO100, f/9, 0.8 seconds.



s a photographer, your job is to 
understand light, anticipate it, and Acreatively embrace its many forms 

and nuances. For purposes of photogra-
phy, it is useful to think of light in terms of 
three basic properties: color, direction, and 
intensity. Light, however, isn’t the only 
thing about which a photographer should 
be concerned. The properties of your sub-
ject—the thing which is being struck by 
the light—must also be kept in mind. The 
color of your subject (and how that color 
reacts with the color of the light) is impor-
tant, but we will also consider the reflec-
tivity and transparency of subjects, as 
these two characteristics have a signifi-
cant impact on how light behaves. White 
Sands National Monument, USA. Canon 
5DIII, 256mm, ISO 400, f/11, 1/400 second.

LIGHT BASICS
OVERVIEW



LIGHT BASICS

COLOR
ight’s colors range from “neutral” 
(the color of light during the middle Lof the day), to the warm light of 

sunrise and sunset, to the cool light of 
overcast or open shade. Subjects have 
colors as well. It is helpful to think broadly 
of color as warm (such as reds and yel-
lows) and cool (such as blues and greens).

COOL

WARM



LIGHT BASICS

DIRECTION
he photographer must pay close 
attention to the direction from Twhich the light is coming. Whether 

the light is coming from behind the pho-
tographer (lighting the front of the sub-
ject), from the side, or from behind the 
subject (creating backlighting) will have a 
significant impact on the final image.

FRONT

BACK



LIGHT BASICS

INTENSITY
ntensity refers to how brightly the 
light is shining, and whether it is soft-Iened by passing through something. 

Soft light completely lacks direction and 
casts no shadows; an example is thick fog. 
Hard light has direction and casts deep 
shadows, such as light on a sunny day, or a 
subject lit by unfiltered flash.

SOFT

HARD



LIGHT BASICS

REFLECTIVITY
ome subjects are more reflective 
than others. For example, still water 
or a mirror will reflect more light S

than a black rock. Reflectivity is important 
to photography in two primary ways: (1) 
the reflection itself can become the sub-
ject, and (2) an object can reflect light 
onto the subject.

REFLECTIVE

NON-REFLECTIVE



LIGHT BASICS

TRANSPARENCY
very subject must be assessed for 
its transparency, which is a measure Eof how much light can pass through 

an object. Clear glass is almost completely 
transparent, whereas stained glass or 
leaves are somewhat transparent but con-
siderably less so than clear glass. Many 
objects pass no light whatsoever.

OPAQUE



CHASING THE LIGHT

THE MAGIC HOURS

Torres del Paine National Park, Chile. Canon 5DIII, 3-stop 
neutral density filter, 24mm, ISO 100, f/11, 30 seconds.



he “magic hours” of sunrise and 
sunset are the bread and butter of Tmost outdoor photographers. 

During these times, the sun is low on the 
horizon and filtered through atmospheric 
particles that scatter blue light and allow 
warm light (such as reds, oranges, and 
yellows) to pass through. When the warm 
light strikes clouds, landforms, and earth-
bound objects, the results can be magi-
cal—hence the name. Cloud cover deter-
mines what light you get, how much, and 
its intensity. When the sun is near an unob-
structed horizon, it gives off an intense 
light that bathes the landscape in red and 
gold. Clouds can also catch sunrise and 
sunset light, often glowing in fiery red and 
orange colors. Crystal Cove State Park, 
USA. Bronica GS-1, 50mm lens, Fujichrome 
Velvia film, f/16, 1 second.

THE MAGIC HOURS
OVERVIEW



agic hour light bathes the landscape 
and clouds in golden-red light. The Mmost colorful light lasts for only a few 

minutes. Los Glaciares National Park, Argentina. 
Canon 5DII, 97mm, ISO 100, f/11, 1/4 second.

THE MAGIC HOURS
IMAGE STUDY #1



agic hour light isn’t just for land-
scapes—wildlife photography Mcan utilize it as well. For this 

image, I photographed an egret standing in 
water reflecting an intense sunrise sky. 
Chincoteague National Wildlife Refuge, USA. 
Canon 1DsII, 800mm, ISO 200, f/5.6, 1/2000 
second.

THE MAGIC HOURS
IMAGE STUDY #2



veryone wants to photograph gorgeous 2. Often, the best time to catch great light is 
sunrise and sunset skies. Here are a few when a storm is clearing at sunrise or sunset. Etips to help you optimize your chances Storms clouds are often very large, dramatic, 

of catching brilliant sunset or sunrise light. and photogenic. 

1. Partly to mostly cloudy skies generally give 3. Online weather services can help immensely 
you the best chance of getting colorful when trying to predict good conditions. Satel-
sunsets. Too many clouds will block the light; lite maps showing cloud movement over time 
too few will reduce color in the sky. When you are also very helpful. 
have distinct clouds with separation, light can 
sometimes break through the gaps to produce 4. Be there! If you really want to get great light, 
stunning results, even when cloud cover is you need to be on location even when condi-
significant. tions look bleak. 

GETTING THE BEST SKIES

CREATIVE TIP

Getting epic sunrise and sunset skies 
requires luck, patience, and a little bit of 
“weather sense.” Detailed forecasts can 
also help! Garrapata State Park, USA. Canon 
5DIII, 16mm, 2-stop graduated neutral den-
sity filter, ISO 200, f/13, 1.6 seconds. 



THE MAGIC HOURS
IMAGE STUDY #3

hen shooting the magic hours 
without clouds, you’ll get Wgolden-reddish light on the 

landscape at sunset and sunrise. Even the 
slightest bit of haze near the horizon 
where the sun is can compromise the 
light, weakening its impact. At sunset, the 
light first starts turning yellow, eventually 
becoming more and more red as the sun 
nears the horizon. The reverse happens at 
sunrise. When the sun is closest to the 
horizon, the light will be weaker. It is best 
to shoot as much as possible during the 
half-hour period around sunset or sunrise, 
working the light as it changes color, and 
exploring new compositions as shadows 
change, emerge, or disappear. Arches 
National Park, USA. Canon 5DII, 17mm, ISO 
100, f/16, 1/8 second.



CHASING THE LIGHT

MIDDAY LIGHT

Central Kalahari Game Reserve, Botswana. Canon 70D, 
560mm, ISO 250, f/5.6, 1/400 second.



ome photographers refer to it as 
“blah” light, or “pack up your bags 
and go back to sleep” light. It’s neu-S

tral, colorless, and harsh. Vampires and pho-
tographers alike share a hatred for it. It’s 
sunlight during the middle of the day, in 
between the bookends of sunrise and sun-
set—and it’s best avoided like the plague. 
Or is it? Yes, daylight can be intense, color-
less, and seemingly directionless (actually, 
the light is coming from high above)—but it 
can also be dramatic, and can reveal brilliant 
colors that are lost in other types of light. 
Believe it or not, some subjects actually 
work best in middle of the day sunlight. And 
with new digital technology, some shots 
which might have been impossible in broad 
daylight are now feasible. Etosha National 
Park, Namibia. Canon 5DIII, 700mm, ISO 400, 
f/11, 1/500 second.

MIDDAY LIGHT
OVERVIEW



Expanded dynamic range of digi-
tal cameras means you can cap-
ture a lot of detail in shadows 
and highlights at the same time, 
making shooting midday light 
less problematic than it used to 
be. Use the shadow and high-
light sliders in Adobe Camera 
Raw or Lightroom to soften the 
harsh contrast of a daytime 
photo. For this image, I lowered 
the highlights and whites to 
reduce the appearance of bright 
hot spots, and I increased the 
shadows to show more detail. 
The final photo has less harsh 
contrast, and the bright areas in 
the background have been suffi-
ciently tamed to refocus atten-
tion on the main subject. A satu-
ration boost reduces the washed 
out look of the raw capture.   

MIDDAY LIGHT
PROCESSING TIP



lthough taken several hours before 
sunset, the interplay of light and A shadow works well in this image, 

and the strong light helps bring out the col-
ors and texture of the landscape. In spite of 
the light, I made this image work! 
Gunnuhver Hot Spring, Iceland. Canon 5DIII, 
24mm, ISO 100, f/16, 1/80 second.

MIDDAY LIGHT
IMAGE STUDY #1



espite shooting this scene two hours after sunrise, the light had a 
magical quality to it. I waited for a moment when the trees had Ddirect sunlight and the mountain in the background was wreathed 

in mist. The result is a mysterious mood, perfect for the scene. Canaima 
National Park, Venezuela. Canon 70D, 35mm, ISO 100, f/10, 1/100 second. 

MIDDAY LIGHT
IMAGE STUDY #2



he harsh light of midday works well for 
this portrait of curious children in a small Tvillage in Rwanda. The light reveals bold 

colors and adds strong contrast to the scene. 
Canon 5DIII, 19mm, ISO 400, f/11, 1/320 second. 

MIDDAY LIGHT
IMAGE STUDY #3



CHASING THE LIGHT

TWILIGHT

Torres del Paine National Park, Chile. Canon 
5DIII, 24mm, ISO 100, f/8, 30 seconds. 



TWILIGHT
OVERVIEW

wilight, the thirty minute period 
after the sun has set or before it Trises, is a magical time when reality 

blends with fantasy. During twilight, the 
portion of the sky lit by sunlight striking 
the upper atmosphere basically acts as a 
giant reflector, bouncing a soft directional 
“glow” onto the land. Twilight is subtle, 
but sometimes surprisingly colorful, and if 
conditions are right, the results can look 
otherworldly. Twilight glow is strongest 
facing away from the sunset or sunrise. 
Long exposures are necessary to compen-
sate for the faint light; clouds, water, and 
wind-blown foliage will move during long 
exposures, creating an impressionistic 
blur. Joshua Tree National Park, USA. Canon 
5DII, 14mm, ISO 400, f/16, 30 seconds. 



wilight is typically dominated 
by blue light, as the sky is the Tprimary source of light on the 

landscape after the sun has set. For 
this twilight scene on the Pacific 
Coast, I pointed my lens towards the 
sky where the sun had set a half-hour 
earlier in order to add some warm 
color to the otherwise silvery-blue 
scene. Olympic National Park, USA. 
Canon 5DIII, 81mm, ISO100, f/5.6, 3.2 
seconds. 

TWILIGHT
IMAGE STUDY #1



 made this photograph of drifting icebergs in a 
lagoon almost two hours after sunset (Iceland twi-Ilight lasts a long time during the summer). The mir-

ror-still waters allowed me to include a reflection of the 
sky in the lagoon itself; the small iceberg marooned in 
the shallows near the shore gave me a much needed 
visual anchor which provided a logical starting point for 
the viewer’s journey through the image. Jökulsárlón, 
Iceland. Canon 5DIII, 16mm, polarizer filter, 1-stop gradu-
ated neutral density filter, ISO 400, f/8, 82 seconds. 

TWILIGHT
IMAGE STUDY #2



unset twilight skies reveal muted pastel 
colors, and bathe the landscape in a soft, 
warm light. Quiver Tree Forest, Namibia. S

Canon 5DIII, 14mm, ISO 100, f/11, 1/5 second. 

TWILIGHT
IMAGE STUDY #3



uring the 1932 World Series, 
Babe Ruth famously called his Dshot to center field, and then 

proceeded to punch a screaming liner to 
the very spot. If you apply the same 
philosophy to your image-making, you’ll 
crush it every time. Swinging wide is a 
gamble, but you don’t become one of 
the greats making the easy plays. If you 
want to be the Sultan of Swat, the King 
of Crash, the Great Bambino—if you 
want to be the Big Bam of 
photography—then you need to give it 
your all every time the ball heads your 
way, and knock it out of the park. I flew 
half-way around the world, and spent 
several days tramping through a steamy 
jungle just to spend a few minutes with 
this tangle of young mountain gorillas. 
Totally worth it! Volcanoes National Park, 
Rwanda. Canon 70D, 200mm, ISO 200, 
f/3.2, 1/400 second. 

CREATIVE TIP

SWING FOR THE FENCES



CHASING THE LIGHT

OVERCAST

Los Glaciares National Park, Argentina. Canon 5DIII, 
24mm, polarizer filter, ISO 100, f/14, 1.3 seconds. 



ight doesn’t get much softer than 
overcast. Overcast light is well Lsuited for waterfalls and streams; 

some wildlife images; and forest scenes. 
Overcast light works great for subjects 
with a lot of native color, or where exces-
sive contrast will somehow distract or 
detract from the main subject. For exam-
ple, a chaotic spring forest has a lot of 
bold green color which is fully revealed by 
overcast light; sunlight, on the other hand, 
might create too many shadows, which 
could clutter the scene. Here, overcast 
light was perfect for this intimate water-
fall scene. Vatnajökull National Park, 
Iceland. Canon 5DIII, 16mm, polarizer filter, 
ISO 100, f/11, 0.5 seconds.

OVERCAST
OVERVIEW



vercast light is well suited to 
waterfall and stream photos, as Oit reduces the incidence of glare 

and hot spots. Be careful to exclude the 
sky, as it will render as bright white and 
be distracting. Grand Portage State Park, 
USA. Canon 5DII, 40mm, polarizer filter, 
ISO 50, f/16, 0.6 seconds.

OVERCAST
IMAGE STUDY #1



his colorful display is a perfect 
subject for even overcast light. TWithout shadows, each bril-

liant color stands out in vivid display. 
Fes, Morocco. Canon 70D, 16mm, ISO 
400, f/9, 1/160 second.

OVERCAST
IMAGE STUDY #2



lthough I typically pre-
fer harder light for Awildlife, the soft over-

cast light was perfect for this 
image of a leopard sitting in a 
grassy green field. The soft 
light reveals the color and pat-
tern of the leopard’s fur, and 
brings out the muted color 
palette of its surrounding. 
Central Kalahari Game Reserve, 
Botswana. Canon 70D, 560mm, 
ISO 400, f/9, 1/250 second.

OVERCAST
IMAGE STUDY #3



Brown pelicans, Chesapeake Bay, USA. Canon 50D, 
700mm, ISO400, f/8, 1/400 second. 

CHASING THE LIGHT

BRIGHT OVERCAST



hile overcast light is useful for 
many types of photos, it can Wsometimes seem flat and color-

less. Bright overcast conditions—when 
the clouds lift a bit, and some diffused sun-
light breaks through—often offer a per-
fect compromise between overcast and 
clear light. During bright overcast, the 
light is still relatively soft and diffuse, but 
you get a hint of shadow and color. Bright 
overcast conditions can often elevate a 
“blah” overcast photo to something with 
a bit more punch. For example, when 
shooting these ferns in the rain forest, I 
waited for a moment when the clouds 
slightly parted, letting in a little bit of dif-
fused sunlight. This created a soft, golden 
glow in the background, and added some 
contrast to the foreground. Olympic 
National Park, USA. Canon 5DIII, 16mm, 
polarizer filter, ISO 400, f/16, 1 second. 

BRIGHT OVERCAST
OVERVIEW



right overcast light was perfect for 
this photo of a mother elephant Band her calf drinking from a water 

hole. The light creates a hint of shadow, 
improving overall contrast and causing the 
green foliage to glow slightly. When 
shooting wildlife, bright overcast has the 
advantage of letting in more light than 
total overcast, allowing for use of faster 
shutter speeds (to stop action) and lower 
ISOs (increasing image quality). Lake 
Manyara National Park, Tanzania. Canon 
5DIII, 270mm, ISO 400, f/4, 1/400 second. 

BRIGHT OVERCAST
IMAGE STUDY #1



right overcast improves color and con-
trast in this image, giving it a bit more B“pop” than would have otherwise 

been achieved in total overcast. Columbia 
River Gorge National Scenic Area, USA. Canon 
5DII, 24mm, ISO 400, f/26, 4 seconds.

BRIGHT OVERCAST
IMAGE STUDY #2



right overcast reveals detail and high-
lights in this immature anhinga’s Bfeathers. Ding Darling National Wildlife 

Refuge, USA. Canon 5DIII, 700mm, ISO 400, 
f/5.6, 1/125 second.

BRIGHT OVERCAST
IMAGE STUDY #3



CHASING THE LIGHT

MOONLIGHT

Adirondack State Park, USA. Canon 1DsII, 12mm, 
ISO 100, f/11, 17 minutes. 



oonlight is just sunlight 
reflecting off the moon (which Mis sufficiently neutral in color 

that it doesn’t really alter the color of the 
light), so scenes lit by moonlight will look 
a lot like scenes lit by daylight, only the 
light is much fainter, and therefore expo-
sures are longer. Because the moon will 
move in the sky during a long exposure, 
shadows in the scene will be softer than 
with daylight. Exposure times will vary 
greatly depending on the phase of the 
moon; you can expect shorter times with a 
bright full moon than with a faint crescent 
moon. Also, because moonlight is rela-
tively faint, it might get more competition 
from other light sources than sunlight 
would. Grand Staircase-Escalante National 
Monument, USA. Canon 5D, 12mm, ISO 400, 
f/8, 20 minutes.

MOONLIGHT
OVERVIEW



indblown clouds lit by the full moon streak through the sky during a long exposure. I 
experimented with several shutter speeds, trying to find the right one to capture the Wmotion in the most pleasing way. Torres del Paine National Park, Chile. Canon 5DIII, 16mm, 

ISO 400, f/5, 60 second.

MOONLIGHT
IMAGE STUDY #1



or this image of willets on the shore, 
I shot towards the rising full moon. FThe moon, not unlike the sun, takes 

on a warm color cast when it is low on the 
horizon, resulting in golden reflections in 
the water. I used flash to illuminate the 
willets during the long exposure, freezing 
their motion. The result is an image with a 
mix of motion blur (in the water) and 
sharp subjects. Huntington Beach State 
Park, USA. Canon 1DsII, 300mm, flash, ISO 
400, f/11, 3.2 seconds.

MOONLIGHT
IMAGE STUDY #2



ere, I used the moon as a source point 
of light. As with any source point of Hlight, it has a tendency to create a star 

burst effect, especially when shot with a wide 
angle lens during a long exposure. I used a 
small lantern, placed about 50 feet away, to 
illuminate the red sandstone hoodoos. 
Vermilion Cliffs National Monument, USA. Canon 
5DII, 14mm, ISO 1600, f/8, 4 minutes.

MOONLIGHT
IMAGE STUDY #3



ESSENTIALPOSITION
Great photography is knowing where to stand.

Etosha National Park, Namibia. Canon 5DIII, 
560mm, ISO 500, f/6.3, 1/400 second.



Wherever there is light, one can 

photograph.
—Alfred Stieglitz

hasing the lightC  is an exercise in finding the razor’s 
edge. Photographic power is found at the verge, 
such as at the boundary between light and 

shadow, or when the sun peeks out over the shoulder of a 
distant mountain. Drama is found at the brink of a storm, 
where rain, wind, and clouds collide with all the intensity 
and fury that nature can muster. Color is found at the 
break of dawn, or in the last faint glimmers of twilight 
quietly defying the black of night. Mystery abounds where 
a shaft of light penetrates the gloomy interior of an ancient 
city, revealing a brooding figure in the deep shadows of 
forgotten time. So above all, learn to find the border-
lines—and immerse yourself in the spaces in between. Fes, 
Morocco. Canon 70D, 16mm, ISO 400, f/5.6, 1.6 seconds.   



Etosha National Park, Namibia. Canon 5DIII, 
500mm, ISO 400, f/11, 1/640 second.

CHASING THE LIGHT

FRONT LIGHT



ront light works great for wildlife or 
people; shoot with the sun at your Fback to reveal detail and color in 

your subject. Front lighting avoids exces-
sive contrast, and can be easier to work 
with than angled light. Late afternoon and 
early morning light are particularly appeal-
ing. Another benefit of working with front 
light? Catch-lights form in your subject’s 
eyes, bringing them to life. Many subjects, 
however—such as many landscape 
scenes—don’t necessarily work well with 
front light. Here, front lighting evenly illu-
minates these zebras, revealing detail 
which might have been lost in other light. 
A hint of catch light in the eye adds a twin-
kle of life to the subjects. Etosha National 
Park, Namibia. Canon 5DIII, 700mm, ISO 
400, f/11, 1/320 second.

FRONT LIGHT
OVERVIEW



ront light provides even illu-
mination of the jackal and Fsurrounding grass, revealing 

color and detail, and creating a 
catch-light in the jackal’s eye. 
Central Kalahari Game Reserve, 
Botswana. Canon 70D, 560mm, ISO 
250, f/6.3, 1/4000 second. 

FRONT LIGHT
IMAGE STUDY #1



arly morning front light reveals strong color and 
detail in this portrait of a Chesapeake Bay water-Eman. Here, the light is actually at a slight angle, pro-

ducing a hint of shadow to adding three dimensional shad-
ing. Smith Island, USA. Canon 5DIII, 320mm, ISO 400, f/5.6, 
1/1000 second.

FRONT LIGHT
IMAGE STUDY #2



ront light is often preferred by bird 
photographers, as it reveals color Fand detail in their subjects’ feathers. 

Front light was perfect for this portrait of 
a greater kestral, creating a catch light in 
the bird’s eye and revealing to the maxi-
mum extent the coloring of its plumage. 
Etosha National Park, Namibia. Canon 70D, 
560mm, ISO 100, f/5.6, 1/500 second.

FRONT LIGHT
IMAGE STUDY #3



CHASING THE LIGHT

ANGLED LIGHT Torres del Paine National Park, Chile. Canon 5DII, 
121mm, ISO 200, f/5.6, 1/250 second.



ngled light is any light which 
comes from a direction other than Afront or back. Angled light creates 

strong shadows on one side of the image. 
Also known as “side light,” it can be tricky 
to work with if shooting people or wild-
life—although when used properly, it adds 
a dash of artistry to your photos. For exam-
ple, with the photo of the bison to the 
right, strong side-light leaves the left side 
of the bison’s face in shadow, focusing 
attention on the right eye, enhancing the 
story-telling aspect of the photo. Angled 
light is often preferred for landscape work 
as it reveals texture. Yellowstone National 
Park, USA. Canon 5DII, 500mm, ISO 400, 
f/5.6, 1/400 second.  

ANGLED LIGHT
OVERVIEW



or this image of a lioness drinking at 
a water hole, the angled light was Fchallenging to work with. Careful 

exposure (exposing as bright as possible 
without clipping any highlight detail) 
allowed me to capture enough shadow 
detail to ensure I got a good result when 
processing my raw file. I raised the 
shadows to balance the exposure and 
show detail. Etosha National Park, Namibia. 
Canon 70D, 533mm, ISO 200, f/5.6, 1/250 
second.

ANGLED LIGHT
IMAGE STUDY #1



hereas angled light is a chal-
lenge for wildlife photography, Wit is often preferred for land-

scape photography, as it reveals texture 
and provides three-dimensional relief. For 
this image of sandstone striations, side 
lighting reveals grooves in the rock, creat-
ing compositional lines and depth in the 
photograph. The lines help lead the viewer 
deeper into the image; this would not 
have been possible without the strong 
angled light. Zion National Park, USA. 
Canon 5DII, 14mm, ISO 100, f/11, 1/13 second.

ANGLED LIGHT
IMAGE STUDY #2



and dunes work well with angled light; 
shapes emerge from the interaction of 
light and shadow. Sahara Desert, Morocco. S

Canon 70D, 48mm, ISO 400, f/11, 1/80 second.

ANGLED LIGHT
IMAGE STUDY #3



CREATIVE TIP
EXPLORE AND CREATE

rt arises at the intersection of curiosity and 
exploration. Ansel Adams once said a Agreat photo is knowing where to stand; if 

you don’t move your feet, you’ll never find that 
perfect perspective. Kolmanskop, Namibia. Canon 
5DIII, 16mm, ISO 100, f/14, 2 seconds.



CHASING THE LIGHT

CONTRE-JOUR

Yellowstone National Park, USA. Canon 5DIII, 
375mm, ISO 400, f/6.3, 1/1250 second.



ll right, now we’re getting to the 
good stuff! “Contre-jour” seems Alike a fancy French term, but all it 

really means is “against the light.” So 
basically, contre-jour lighting occurs when 
you point your camera directly toward a 
source of light, whether it be the sun, a 
street lamp, or a relatively bright portion 
of the scene. This effect causes the 
subject to be backlit, increasing contrast 
and obscuring subject detail. The result is 
often an image with a stark, graphic 
quality. Simple shapes and forms are 
emphasized with contre-jour lighting, and 
subjects are reduced to their essence. 
Here, contre-jour lighting creates an image 
with drama and mystery. Namib-Naukluft 
National Park, Namibia. Canon 5DIII, 16mm, 
ISO 100, f/13, 1/160 second.

CONTRE-JOUR
OVERVIEW



ubjects with transparency often benefit greatly from contre-jour 
lighting. Here, I photographed rising geothermal steam backlit by 
the setting sun. I selected an exposure which rendered most of the S

background in silhouette, emphasizing the sunset colors and the steam. 
Yellowstone National Park, USA. Canon 5DII, 28mm, ISO 100, f/16, 1/60 second.

CONTRE-JOUR
IMAGE STUDY #1



lthough the sun or other 
light source often makes Aan appearance in contre-

jour photos, the “light source” 
doesn’t have to be something 
which emits light on its own; 
rather, something lit by a light 
source can create the desired 
contre-jour effect, so long as it is 
relatively brighter than other parts 
of the scene. Here, the contre-jour 
effect is achieved by pointing the 
camera towards a relatively bright 
portion of the scene. While 
significant detail is retained in 
certain parts of the scene, the boy 
on the motorbike is rendered in 
silhouette, making him stand out 
from his surroundings. The effect 
is further emphasized by the dark 
frame surrounding him. 
Marrakech, Morocco. Canon 70D, 
70mm, ISO 400, f/8, 1/60 second.

CONTRE-JOUR
IMAGE STUDY #2



or this image of a procession of leaf-cutter ants, 
the contre-jour effect was achieved by pointing Fthe camera towards tree leaves in bright sun-

light. Because of the extreme contrast range, the ants, 
the tree trunk, and the surrounding forest leaves in 
shadow are all rendered in silhouette, without any dis-
cernible detail. Tambopata National Reserve, Peru. Canon 
5DIII, 700mm, ISO 1600, f/11, 1/320 second.

CONTRE-JOUR
IMAGE STUDY #3



lare can be a significant challenge 
when shooting contre-jour, Fespecially when the light source is 

very strong. When the light source is 
excluded from the image frame, it is 
possible to shade your lens from direct 
light striking the glass. Use a lens hood, 
your hand, or something handy like a hat. 
Make sure you completely block the light, 
keeping the lens glass in shadow. Just 
don’t get your fingers in the shot! Of 
course, sometime you can use lens flare to 
creative effect, something which will be 
discussed in more detail later in this book. 
Mt. Rainier National Park, USA. Canon 5DII, 
35mm, ISO 400, f/16, 1/6 second.

CONTRE-JOUR
TECH TIP



he vast majority of landscape 
images are of the so-called “icons,” Tpopular locations and landscape 

features that have been photographed 
over and over again. Think of Half Dome in 
Yosemite, the Grand Canyon, and Delicate 
Arch in Arches National Park, and you get 
the idea. Because of their popularity with 
photographers, it can be a real challenge 
to make any original photographs at these 
and other iconic locations. The answer? 
Look for opportunities away from the 
road and the popular trails. Head into 
lesser-known areas, and stray from the 
herd as much as possible. You don’t need 
to go deep into the wilderness to find 
unique images, you just need to be willing 
to explore a bit and try new things. Glen 
Canyon National Recreation Area, USA. 
Canon 5DIII, 14mm, ISO 100, f/11, 2.5 seconds. 

CREATIVE TIP
GET OFF THE BEATEN PATH



CHASING THE LIGHT

BACKLIGHT

Etosha National Park, Namibia. Canon 5DIII, 
307mm, ISO 400, f/5.6, 1/640 second.



kay, now we’re getting to the really 
good stuff! Backlight is a form of Ocontre-jour lighting, where the sub-

ject is lit by the light source from behind. 
Technically, all contre-jour subjects are 
backlit (as the light source is behind them), 
but for this section I’m talking about strong 
backlighting striking subjects with a certain 
amount of translucence. In such circum-
stances, the subjects seem to glow from 
within, producing a dramatic effect. Backlit 
subjects often work best when juxtaposed 
against a dark background, such as with this 
red-winged blackbird calling on a cold, win-
ter morning. The sunrise backlight produces 
an attractive fringe around the bird, and 
makes the translucent marsh grasses and 
cattails glow with a warm, inner light. 
Huntley Meadows, USA. Canon 5DII, 700mm, 
ISO 400, f/8, 1/200 second. 

BACKLIGHT
OVERVIEW



’m always looking for opportunities to 
use backlighting to create dramatic Iand striking images that attract atten-

tion from viewers. The edges of backlit 
subjects, such as this snowy egret, glow 
with light, and often it is difficult to keep 
these areas from becoming over-exposed. 
Do your best to avoid overexposing high-
lights, but if you cannot, then set your 
exposure to ensure that important mid-
tones have sufficient detail. Here, I placed 
as much of the bird’s head as possible 
against the shadowed background, giving 
it emphasis. Chesapeake Bay, USA. Canon 
20D, 800mm, ISO 200, f/5.6, 1/800 second. 

BACKLIGHT
IMAGE STUDY #1



utumn aspen leaves glow 
when backlit by the Amidday sun. For this 

image, I included the light source 
(the sun), creating an obvious 
reference point for the viewer. 
Gunnison National Forest, USA. 
Canon 5DIII, 18mm, ISO 100, f/11, 
1/20 second.

BACKLIGHT
IMAGE STUDY #2



 captured this image of an elk and her 
calf as the sun set behind them. The elk Iare fringe lit, whereas the grass and the 

mayflies in the air—considerably more 
transparent—all glow brightly. Yellowstone 
National Park, USA. Canon 5DII, 400mm, ISO 
800, f/5.6, 1/1600 second.

BACKLIGHT
IMAGE STUDY #3



he best photos inspire a vicarious feel-
ing. Your goal is to make your view-Ters want to experience for them-

selves the things you saw through your lens. 
In order to transform your subject, and to 
bring it to life to your viewers, you need to 
capture mood and moment, and propel the 
eye into the scene using composition. Even 
more, you want to make them feel that they 
were standing there with you, shoulder to 
shoulder, when you snapped the shutter. A 
good photo will give the viewer a sense of 
being there (wherever there happens to be). 
In doing so, you can transport the viewer 
into a distant world, and give them the feel-
ing of being by your side. Los Glaciares 
National Park, Argentina. Canon 5DIII, 24mm, 
ISO 400, f/6.3, 1/640 second.

CREATIVE TIP

FIRE THE IMAGINATION



CHASING THE LIGHT

RIM LIGHT

Cape Cross Seal Reserve, Namibia. Canon 
5DIII, 490mm, ISO 320, f/11, 1/200 second.



ow we’re drilling down pretty deep! 
Rim light is a specific type of Nbacklight, which occurs when work-

ing with an opaque subject with a fringe of 
translucence around its edges, such as the 
short fur of a Cape fur seal, or moss on a 
tree. When backlit, only the fringe is lit, 
while everything else is cast in shadow. Rim 
light is most dramatic when the light is 
strong and the overall exposure is dark. For 
true rim lighting, the rim lit subject should 
be surrounded by a dark background. For 
this image, I was careful to keep the high-
lights from overexposure, which cast the 
rest of the image into deep shadow. I 
placed a bright spot of background light 
behind the seal’s head, creating a “halo” 
which emphasized the main subject. Cape 
Cross Seal Reserve, Namibia. Canon 5DIII, 
560mm, ISO 320, f/5.6, 1/800 second.

 RIM LIGHT
OVERVIEW



trong midday backlight in 
the rain forest creates a 
dramatic rim light effect. S

The translucent moss-covered 
fringes of the trees seem to glow 
from within. Redwood National 
Park, USA. Canon 5DIII, 60mm, ISO 
100, f/16, 1/4 second.

 RIM LIGHT
IMAGE STUDY #1



or this image, only the 
fringes of the mountain Fgoat’s shedding winter coat 

glow in the strong midday 
backlight. By placing the goat 
against the distant shadowed 
mountain background, I was able 
to create effective color contrast. 
This image has an overall brighter 
exposure than the preceding 
photographs—not all rim lit 
images need to be dark and 
brooding! Mount Evans Scenic 
Byway, USA. Canon 5DII, 95mm, ISO 
400, f/8, 1/500 second.

 RIM LIGHT
IMAGE STUDY #2



trong light is vital to getting the best rim light. For this 
image, a clear horizon, free of clouds or haze, allowed 
bright, warm light to catch every translucent surface and S

set it on fire. A dark exposure ensured a black background. 
Chincoteague National Wildlife Refuge, USA. Canon 5DIII, 700mm, 
ISO 400, f/5.6, 1/500 second.

RIM LIGHT
IMAGE STUDY #3



here’s a reason I love shooting 
contre-jour: there’s something myste-Trious and engaging about the very 

edge of light. It’s partly because contre-jour 
lighting helps render the subject in a more 
abstract way then seen by the eye, as is the 
case with this photo of a great egret. The 
subject itself is mostly in silhouette. With 
just a fringe of light on the bird’s wind-
blown feathers, this photo is less about the 
bird, and more about the shapes, colors, 
and interplay of light and shadow. To me, 
contre-jour is where art is found. Ding 
Darling National Wildlife Refuge, USA. Canon 
5DIII, 700mm, ISO 200, f/11, 1/800 second. 

MYSTERY
SHOOT ON THE EDGE OF LIGHT FOR

CREATIVE TIP



CHASING THE LIGHT

LIGHT SOURCE

Minnesota Valley National Wildlife Refuge, USA. 
Canon 70D, 16mm, ISO 100, f/16, 1/30 second.



or the ultimate in contre-jour shoot-
ing, try including a source point of Flight (or more than one) in your pho-

tos. The sun makes an obvious, eye-catching 
choice—but don’t stop there! The moon, 
stars, street lights, even brightly reflected 
light on walls can all become effective light 
sources in your images. For this night image 
taken in the narrow alleys of a Moroccan 
city, I included a few bright street lights to 
create eye-catching points of interest. By 
shooting into the light, I was also able to 
capture colorful reflections on the wet cob-
blestones. Chefchaouen, Morocco. Canon 
70D, 16mm, ISO 800, f/6.3, 0.4 seconds.

LIGHT SOURCE
OVERVIEW



hen including a bright source 
point of light, it is possible to Wcreate an attractive, eye catch-

ing “star burst” effect. This is most easily 
accomplished using a wide-angle lens and a 
small aperture. Not all lenses, however, cre-
ate star bursts of the same character or qual-
ity. More expensive professional lenses tend 
to do better than cheaper “prosumer” 
lenses (although this is not always the case). 
Lenses also differ in terms of the number of 
star tines which are created. Typically, a 
small aperture such as f/11, f/16, or f/22 is nec-
essary to produce an attractive burst; the 
smaller the aperture the better the effect, 
although you may want to avoid extreme 
apertures such as f/22 because of diffraction, 
which reduces overall image sharpness. Kofa 
National Wildlife Refuge, USA. Canon 5DII, 
14mm, ISO 100, f/14, 1/10 second. 

LIGHT SOURCE
TECH TIP



or this image taken within the gloomy interior 
of a narrow desert canyon, I included just the Fbottom of the midday sun as it rose above the 

high canyon wall, creating a partial star burst effect. 
Death Valley National Park, USA. Canon 5DII, 14mm, ISO 
100, f/11, 1/200 second. 

LIGHT SOURCE
IMAGE STUDY #1



lare can be a significant challenge 
when a bright source of light, such as Fthe sun in the image to the right, is 

included within the picture frame. Flare 
becomes considerably more difficult to con-
trol in such situations, as you cannot effec-
tively shade the lens to prevent light from 
hitting the glass. In such circumstances, it is 
typically possible to partially block the light 
to reduce its intensity. I usually block the 
sun partially with a tree trunk or a passing 
cloud. This cuts down on the light hitting 
the lens, reducing or eliminating flare alto-
gether. If you want to create a star burst 
effect, it is important to find the right bal-
ance between blocking the sun enough to 
reduce flare, and leaving enough of it 
exposed to create a strong burst. Gunnison 
National Forest, USA. Canon 5DIII, 16mm, ISO 
100, f/14, 1/13 second.

LIGHT SOURCE
TECH TIP



 waited for the sun to peek out from 
behind the clouds, adding drama Iand color to this scene. Isle of Harris, 

Scotland. Canon 5DIII, 17mm, ISO 50, f/16, 
0.4 seconds.

LIGHT SOURCE
IMAGE STUDY #2



or this slot canyon shot, I included 
a portion of the canyon lit by Fdirect sunset light. Although not a 

direct source of light, the effect is bright 
enough (relative to the dark interior of 
the canyon) to achieve the same effect. 
Zion National Park, USA. Canon 5DII, 
14mm, ISO 100, f/14, 30 seconds.

LIGHT SOURCE
IMAGE STUDY #3



CHASING THE LIGHT

SILHOUETTE
Dorob National Park, Namibia. Canon 70D, 
560mm, ISO 100, f/7.1, 1/500 second. 



 silhouette is created when a subject 
or scene is presented as dark Aagainst a lighter background. 

Anything that appears this way may be 
described as “in silhouette.” Silhouettes 
often occur when shooting contre-jour, but 
careful exposure may be necessary in order 
to render the silhouetted subject as black. 
For this image to the right, I juxtaposed a 
relatively bright street with a narrow dark 
alley; I waited for an old man to walk 
through the alley before triggering the shut-
ter. As he approached the end of the alley, 
he was rendered in silhouette by the 
brighter street beyond. Fes, Morocco. Canon 
70D, 44mm, ISO 400, f/8, 1/8 second.

SILHOUETTE
OVERVIEW



trong backlighting of water droplets during the middle of the day results in a scene with excessive 
contrast. I choose to let the charging bear go into silhouette, retaining detail only in the fringe of 
its fur and the backlit water drops, resulting in a graphic, simplified, and mysterious presentation. S

Lake Clark National Park and Preserve, USA. Canon 5DII, 400mm, ISO 800, f/5.6, 1/2500 second. 

SILHOUETTE
IMAGE STUDY #1



ark trees against a 
sunset sky are a Dclassic silhouette 

subject. Botany Bay 
Wildlife Management Area, 
USA. Canon 5DIII, 27mm, 
ISO 100, f/14, 1/8 second.

SILHOUETTE
IMAGE STUDY #2



ere, the main subjects are in the light. Foreground 
figures were intentionally rendered in silhouette to Hframe the scene and create separation and contrast 

between the foreground and background. The result gives 
the image depth, and helps focus attention away from the 
less important foreground, to the more important back-
ground. Marrakech, Morocco. Canon 70D, 50mm, ISO 400, f/8, 
1/15 second. 

SILHOUETTE
IMAGE STUDY #3



ESSENTIALMOOD
Photo magic resides at the tempest’s edge.

Los Glaciares National Park, Argentina. Canon 5DIII, 
70mm, ISO 100, f/8, 1/320 second. 



There is a crack 
in everything. 
That’s how the 
light gets in.

ount Roraima, Canaima National Park, Venezuela (January 15, 2014):M  I spent a week on 
Roraima, a high table-top mountain in the wilds of Venezuela, but rain and fog 
thwarted most of my attempts at photography. One evening, I got lucky, and the veil 

of clouds lifted just in time for sunset. I hiked out to a location with a view of the Northern Prow of 
Roraima; the relentless rain had created dozens of waterfalls plunging down its rocky flanks. I 
stood in awe at the edge of a 1,200 foot cliff, looking over one of the most inspiring landscapes I 
have ever seen. It was my only good view during a week of trekking, but the experience keenly 
illustrated something I frequently write about: that some of the most incredible moments occur as 
a result of what most people would call bad weather. Weather is of paramount importance to 
photography. Weather sets the stage, and can transform even mundane scenery into something 
magical. When it gets right down to it, weather is everything. Weather influences light, color, and 
mood. “Bad weather” may be what lay people call it, but smart photographers call it opportunity. 
Canaima National Park, Venezuela. Canon 70D, 46mm, ISO 100, f/10, 1/13 second. 

—Leonard Cohen



UNITE
EARTH AND SKY

ay close attention to what is going on above, and 
make sure that, if you choose to include the sky, it Prelates to what is going on down below. If the sky 

is featureless, such as when it is heavily overcast or clear, 
consider excluding much or all of the sky. If the sky has a 
mix of clouds and clear, or heavily textured clouds, then 
the sky can become an important, or even dominant, 
element of the composition. Here, the sky has shapes and 
colors that complement the shapes and colors in the fore-
ground. Shenandoah National Park, USA. Canon 5DII, 14mm, 
ISO 400, f/8, 2 seconds.

CREATIVE TIP



CHASING THE LIGHT

STORM LIGHT

Los Glaciares National Park, Argentina. Canon 5DIII, 
27mm, ISO 100, f/11, 1/30 second. 



kay, so storm light isn’t really 
light, per se. I guess I just love pho-Otographing stormy weather. 

When dramatic clouds build in the sky, I’m 
on the lookout for creative images. 
Whether it is midday (such as with this 
image of an incoming storm over a 
twisted sandstone landscape), or smack-
dab in the middle of the magic hours, 
storms always seem to bring drama and 
mood to photography. So when menacing 
clouds head your way, shout at the tem-
pest—and revel in the magnificent glory 
of storm light! Vermilion Cliffs National Mon-
ument, USA. Canon 5DII, 14mm, ISO 100, f/11, 
1/125 second. 

STORM LIGHT
OVERVIEW



STORM LIGHT
IMAGE STUDY #1

or this image, storm clouds provide a dramatic and colorful backdrop to backlit autumn 
trees. The result is compelling, despite being photographed in the middle of the day! FGrand Teton National Park, USA. Canon 5DIII, 49mm, ISO 400, f/11, 1/200 second. 



STORM LIGHT
IMAGE STUDY #2

torms can create wonderful skies at 
any time of the day. Look for dra-
matic clouds, and take advantage of S

interesting contrasts in the clouds and the 
land. Storm light is at its best when a sunlit 
foreground can be juxtaposed against a 
dark, stormy sky—especially at sunset, as 
is the case with this image here. Great 
Sand Dunes National Park, USA. Canon 5DII, 
14mm, ISO 100, f/11, 1/13 second.



STORM LIGHT
IMAGE STUDY #3

o color in the sky? No problem, not when you have stormy clouds! I made this moody 
image at twilight along the Scottish coast. Portknockie, Scotland. Canon 5DII, 17mm, ISO N250, f/13, 1.3 seconds. 



f I had to pick one key ingredient to making  powerful photos, I’d pick moisture. Believe it 
or not, it is simple H O—water—that can make all the difference between taking good 2Iphotos, and taking great ones. Water makes clouds, which can light up with color at sunrise 

and sunset. Water is responsible for rainbows and fog, sunbeams and morning mist clinging to 
the surface of a lake—oh, and it makes the lake too. Water reflects the world around us. 
Water, freshly fallen, saturates the colors of spring and fall foliage, turns babbling brooks into 
roaring waterfalls, and bedews flowers with liquid diamonds. Water enhances mood, filters 
light, and can turn even mundane scenes into the sublime. Who would have thought that a pair 
of hydrogen atoms bonded with an oxygen atom could make the world so beautiful? So the 
next time you are out hunting for stunning images, look for water, whether it be in solid, liquid, 
or vaporous form. When water and light collide, magic is likely to happen. Jökulsárlón, Iceland. 
Canon 5DIII, 16mm, 2-stop graduated neutral density filter, ISO 200, f/11, 0.5 seconds.   

—Loren Eiseley

If there is magic on 
this planet, it is 
contained in water.

WATER
CREATIVE TIP



CHASING THE LIGHT

SUNBEAMS

Yellowstone National Park, USA. Canon 5DII, 
47mm, ISO 50, f/18, 2.5 seconds. 



nown scientifically as “crepuscular 
rays,” and often called K“godbeams,” sunbeams occur 

when sunlight breaks through heavy cloud 
cover or fog at an angle. Sunbeams can 
occur in the sky, or wherever there is fog 
or mist to diffuse light, such as in a forest. 
Sunbeams can also form when light 
passes through dust or smoke. Sunbeams 
add an element of magic to an image, so 
always be on the lookout for these won-
derful rays of light. For this image, the sun 
was setting behind a hill, so the beams are 
actually pointing up through geothermal 
steam rising from a nearby hot spring. 
Yellowstone National Park, USA. Canon 
1DsII, 34mm, ISO 100, f/22, 1/50 second. 

SUNBEAMS
OVERVIEW



SUNBEAMS
IMAGE STUDY #1

unbeams often form when the sun is rising or setting through 
moist, mostly cloudy skies. When the sun approaches a break in 
the clouds, the effect can often be quite strong. Ngorongoro S

Conservation Area, Tanzania. Canon 5DIII, 79mm, ISO 100, f/11, 1/13 second. 



SUNBEAMS
IMAGE STUDY #2

ere, sunbeams are the result of 
the sun passing through low-lying Hfog at a steep angle from above. 

Grand Teton National Park, USA. Canon 
5DII, 190mm, ISO 100, f/13, 1/500 second. 



or this image of the lighthouse guarding the harbor of Rabat, 
stormy skies part briefly to let some sunbeams through. By Fusing a telephoto lens, I was able to surround the lighthouse 

with the most prominent beams. Rabat, Morocco. Canon 70D, 173mm, 
ISO 100, f/11, 1/50 second.

SUNBEAMS
IMAGE STUDY #3



 like to think of photography as an 
exercise in finding “convergences”: Ithose moments when two or more 

elements come together in an artistically 
relevant way. Usually, such convergences 
are fleeting, leading Henri Cartier-Bresson 
to describe photography as capturing the 
“decisive moment” in which one is able to 
record an essential interaction of subjects 
at its peak. Ideally, the moment should 
reveal something interesting about your 
subject. Waiting for the decisive moment 
requires patience and dedication. Not sure 
if you’ve captured the “essential” 
moment? Keep shooting! Mt. Rainier 
National Park, USA. Canon 5DII, 17mm, 2-
stop graduated neutral density filter, ISO 
400, f/20, 0.4 seconds.

MOMENT
WAIT FOR THE DECISIVE

CREATIVE TIP



CHASING THE LIGHT

FOG

Grand Teton National Park, USA. Canon 5DIII, 
62mm, ISO 100, f/11, 1/8 second. 



FOG
OVERVIEW

og creates a wonderful mood and 
has long been a favorite of land-Fscape photographers. Fog filters 

light and helps separate foreground ele-
ments from background elements, reduc-
ing clutter in busy scenes. Transition peri-
ods, when fog temporarily lifts, can create 
very powerful moments full of light and 
color, especially at sunrise or sunset. This 
image was taken as the sun set through 
fog on top of a mountain. When the fog 
lifted enough to show the sun, the entire 
scene was bathed in beautiful red light. 
Great Smoky Mountains National Park, USA. 
Canon 5DII, 35mm, ISO 100, f/11, 1/30 second.  



FOG
IMAGE STUDY #1

hen fog is low and thick 
enough, it will reflect and mag-Wnify the scene’s native color. In 

this case, that color is green, and lots of it! 
The fog also helps to reduce the clutter in 
the background, obscuring distant trees 
and providing separation between visual 
elements. Blue Ridge Parkway, USA. K.B. 
Canham DLC45 view camera, 90mm, polar-
izer filter, Kodak Ektachrome E100 VS film, 
f/22, 4 seconds.  



FOG
IMAGE STUDY #2

eavy fog can lend itself to 
moody, ethereal  images Hpared down to a few essen-

tial elements. Be careful when pro-
cessing fog images; don’t add too 
much contrast or you will lose the 
soft light effect. Adirondack State 
Park, USA. Bronica GS-1 medium for-
mat camera, 100mm, Fujichrome 
Velvia 50 film, f/11, 1/15 second.  



FOG
IMAGE STUDY #3

ook for moments when prominent visual features 
emerge from the fog, such as these mountain-top Ltrees. Great Smoky Mountains National Park, USA. 

Canon 5DII, 500mm, ISO 100, f/8, 1/250 second.  



hen the going gets tough, the tough get shooting! 
Unfortunately (or fortunately, depending on your tolerance Wfor pain), the worst shooting conditions often produce the 

most powerful moments. I love shooting during conditions that scare 
other photographers away. Sandstorms, howling winds, blowing snow, 
heavy rain—extreme conditions can make photography difficult, but can 
also yield extraordinary images. Of course, use common sense and avoid 
situations that are dangerous or that could damage your equipment. 
Death Valley National Park, USA. Canon 5DII, 35mm, ISO 50, f/16, 1/20 second.

EPIC CONDITIONS
CREATIVE TIP



Los Glaciares National Park, Argentina. 
Canon 5DII, 17mm, ISO 400, f/16, 1/25 second. 

CHASING THE LIGHT

RAINBOWS



RAINBOWS
OVERVIEW

ho doesn’t love rainbows? A 
rainbow is a spectrum of light Wwhich forms when the sun 

shines onto droplets of moisture. 
Rainbows take the form of multicolored 
arcs, with red on the outer part of the arc 
and violet on the inner section. Rainbows 
are a favorite of photographers, and for 
good reason. Not only are they beautifully 
vibrant, representing all colors in the spec-
trum that can be seen by human eyes, but 
their graceful arcing shapes add 
compositional interest to photographs. 
But finding rainbows is a tough business, 
and doing them justice even tougher. 
Intense daylight and lots of spray allowed 
for the formation of a double rainbow 
below this giant waterfall. I used a polar-
izer filter to intensify the rainbows. 
Skógafoss, Iceland. Canon 5DIII, 47mm, 
polarizer filter, ISO 100, f/16, 0.4 seconds.



 polarizer filter can help bring out the colors of the rainbow. If 
you polarize only slightly or keep the polarizer in the “non-Apolarized” position, you can actually intensify the colors in the 

rainbow. Experiment with the polarizer, turning the filter until you get 
the desired result. Avoid full polarization, as it may remove the rainbow. 
Los Glaciares National Park, Argentina. Canon 5DIII, 70mm, polarizer filter, 
ISO 200, f/8, 1/500 second.

RAINBOWS
TECH TIP



RAINBOWS
IMAGE STUDY #1

ometimes, a dim secondary rainbow 
is seen outside the primary bow, if 
the primary bow is particularly S

bright. This second rainbow is a reflection 
of the first, and the two together are 
known as a “double rainbow.” Because it 
is a reflection, the colors of a secondary 
rainbow are inverted compared to the 
primary bow. Old-timers spin yarns of see-
ing triple or quadruple rainbows. Multiple 
rainbows are rare, but they do happen—if 
you see one, shoot first and ask questions 
later! Gunnison National Forest, USA. Canon 
5DII, 14mm, ISO 400, f/11, 1/60 second.



ainbows need two key ingredients: Rainbows always form in the sky opposite the 
moisture and sunlight. Your best sun’s position. If it is raining and you can see Rchances of seeing a rainbow are during the sun, then chances are you’ll see a rainbow, 

or right after a rainstorm. You don’t need to if not right away then as the rain begins to 
get rained on to see a rainbow (although it clear. Turn around and get ready!
certainly doesn’t hurt your chances)—as long 
as there is rain falling nearby, you might see a Rainbows vary in intensity. Faint rainbows will 
rainbow. Conditions most conducive to rain- not show up all that well in photographs. When 
bow formation are a period of rain followed by you see a rainbow, no matter how faint, start 
sudden clearing in the direction of the sun. If shooting—a rainbow may start off weak, but 
sunlight breaks through the clouds while there increase in color and intensity over time. Make 
is still significant moisture in the sky, a rainbow sure that you take as many photos as possible 
might form. during peak intensity.

RAINBOW FORMATION

TECH TIP

A rainbow that forms at sunrise or sunset 
will look more red than multicolored. 
Assateague Island National Seashore, USA. 
Canon 5DIII, 17mm lens, polarizer filter, ISO 
50, f/11, 0.8 seconds.



ainbows at sunrise or sunset are often faint and 
reddish in color. I used a wide-angle lens to Rinclude the entire arc of this sunrise rainbow. 

Torres del Paine National Park, Chile. Canon 5DIII, 16mm, 
polarizer filter, ISO 100, f/11, 3.2 seconds.

RAINBOWS
IMAGE STUDY #2



on’t just look to the sky 
for rainbows. Rainbows Dcan also form in the 

spray of waterfalls, geysers, and 
ocean surf. Spray rainbows only 
form when sunlight is shining, 
but they are more predicable 
than sky rainbows as rain is not 
necessary for them to form. 
Because you are working with 
midday light, be aware that you 
will likely encounter a signifi-
cant amount of contrast 
between sunlit and shadowed 
portions of the scene. Expose 
carefully to ensure that your 
highlights are not overexposed, 
letting shadows turn to pure 
black if necessary. Olympic 
National Park, USA. Canon 5DIII, 
16mm, polarizer filter, ISO 800, 
f/5.6, 1/100 second.

RAINBOWS
IMAGE STUDY #3



RAINBOWS
HALOS

e know that light interacting 
with water drops creates rain-Wbows, but what happens when 

light interacts with dust or ice crystals in 
the atmosphere? Halos are created by 
reflections and refractions on ice crystals 
in the sky, instead of water drops. 
Although they are more common in cold 
weather, halo-producing clouds can be 
present in warm weather. Halos form as 
complete circles around the sun, and are 
much fainter than rainb0ws—so faint, in 
fact, they often can barely be seen. For 
this image, I selected a position which 
placed the faint halo around the sea stack, 
using an outgoing wave as a leading 
compositional element. Boardman State 
Park, USA. Canon 5DIII, 16mm, polarizer 
filter, ISO 50, f/16, 0.5 seconds.



lories appear as rings of color surrounding 
a shadow cast by the sun on a cloud (when Gthe clouds are beneath the observer, such 

as on a high mountain or in a plane). Here, a glory 
formed in the clouds around the shadow of the 
small bush plane I was riding in. Glacier Bay 
National Park, USA. Smart phone photo (hey, some-
times you just don’t have a DSLR handy!)

RAINBOWS
GLORIES



Yellowstone National Park, USA. Canon 1DIII, 
500mm, ISO 400, f/8, 1/800 second. 

CHASING THE LIGHT

SNOW & ICE



SNOW & ICE
OVERVIEW

e’ve already established that 
water is pretty awesome. WWater in frozen form is even 

better! I love photographing snow and ice, 
for many reasons. Frozen water retains 
many of the reflective qualities of liquid 
water, but in solid form snow and ice can 
take on specific, defined shapes. Snow 
and ice mimic the colors of the world 
around you, allowing for creative and 
artistic use of color. I made this photo-
graph from inside an ice cave on Lake 
Superior, waiting for twilight to help bal-
ance the exposure and imbue a blue color 
cast to the scene. Apostle Islands National 
Lakeshore, USA. Canon 5DIII, 17mm, ISO 
400, f/14, 10 seconds.



eavy snowfall acts like fog, 
diffusing the light and imparting Ha cool color cast to the scene. 

Yellowstone National Park, USA. Canon 
5DIII, 226mm, ISO 1600, f/11, 1/25 second.

SNOW & ICE
IMAGE STUDY #1



SNOW & ICE
IMAGE STUDY #2

ce is nice—but it is even better when 
mixed with moving water. For this Iimage of a chunk of glacier ice on the 

beach, I was lucky to get stunning sunset 
skies overhead. The translucent ice reveals 
the colors and textures of the dark sand 
beach. Jökulsárlón, Iceland. Canon 5DIII, 
16mm, polarizer filter, 2-stop graduated 
neutral density filter, ISO 200, f/11, 1 second.



SNOW & ICE
IMAGE STUDY #3

he blue tones of twilight are captured by snow and ice below, as 
the first faint pinks of dawn paint the sky. Grand Teton National TPark, USA. Canon 5DII, 67mm, ISO 200, f/11, 1/5 second.



FAT LADY SINGS
IT AIN’T OVER TILL THE 

CREATIVE TIP

othing beats simply being on loca- clouds, and I was running as fast as I could to 
tion as much as possible. The worst catch the fleeting red light. This time, I got Nfeeling in the world is to walk away lucky, and I managed to get the shot before 

from a scene because conditions seem bleak, the light disappeared. But other times I 
only to have the sky light up with beautiful wasn’t so lucky. So now, I always wait until 
color. There’s nothing more embarrassing sunrise or sunset is over before heading else-
for a pro like me than to be caught running where, no matter how bad things look. As 
as fast as I can to get back to a spot I had the saying goes, once bitten, twice shy! Zion 
abandoned. That’s exactly what happened National Park, USA. Canon 5DII, 60mm, ISO 
here—I didn’t think the sun was going to 100, f/11, 0.5 seconds.
make an appearance, so I packed my equip-
ment and walked away. A few minutes later, 
the rising sun found a narrow gap in the 



ESSENTIALCOLOR
Express your passion with color.

Kolmanskop, Namibia. 
Canon 5III, 16mm, ISO 100, 

f/11, 1 second. 



Color is a power 
which directly 
influences the 

soul.

e talk about “light,” but what we really mean most of the time is “color.” W Color has a 
profound impact on the emotional response a photograph triggers; in fact (for better 
or worse), color is often the first thing that people notice. Frustratingly enough, some-

times it is the only thing they notice! The relationship between light and color is important. We 
have Sir Isaac Newton to thank for our understanding of this, as he discovered that white daylight 
is actually made up of a spectrum of colors. When light falls on an object, the dance between light 
and color begins. When all the rays of light are absorbed, we see the color black, and when all are 
reflected we see white. Things get really interesting in between these two extremes: depending on 
which rays of light get reflected or absorbed, our brains translate the physics into something much 
more meaningful, et voilà!—color is revealed. So whether you like your colors pastel and muted, or 
screamingly bold, you should understand color theory, and apply it to your image making. Minneap-
olis, USA. Canon 5DIII, 16mm, ISO 100, f/11, 15 seconds. 

—Wassily Kandinsky 



Pictured Rocks National Lakeshore, USA. 
Canon 5DII, 19mm, ISO 100, f/16, 0.4 

CHASING THE LIGHT

COLOR THEORY



he background graphic on this page and cyans are typically perceived as “cool” and 
illustrates what is typically known as a can evoke feelings of calm or even sadness. T“color wheel.” This diagram shows Whereas warm colors provoke excitement, 

where colors appear relative to each other on cool colors are thought to have the opposite 
the color scale. Colors opposite to each other effect, inducing a somewhat more peaceful 
are known as being “complementary,” which and tranquil mood. 
essentially means that two colors are oppo-
sites, and when mixed in the proper propor- We tend to think of objects as having fixed 
tion, they produce a neutral color (grey, white, colors, but in reality, an object’s “color” results 
or black). For example, the following common from a mix of two things: the way it reflects 
colors are complementary pairs: red and cyan, light falling upon it, and the color of the light 
yellow and blue, and magenta and green. itself. For example, we think of apples as being 

red, because apples tend to reflect light in the 
Reds and yellows are typically perceived as red portion of the spectrum and absorb light 
“warm” and “exciting.” Warm colors are more rays from other wavelengths. This effect is 
likely to attract attention: this is why important most apparent under “neutral” light; that is, 
traffic and warning signs are usually one of light which is made up of all colors equally. 
these two colors (such as stop signs and warn- Change the color of the light, and the color of 
ing labels). Warm colors can evoke feelings of the apple changes as well. Our brains tend to 
warmth and comfort, or anger and aggression. compensate for changes in the color of light, 
On the opposite side of the color wheel, blues but only up to a certain point.

COLOR THEORY
OVERVIEW



COLOR THEORY
IMAGE STUDY #1

irect sunlight in the middle of the 
day is neutral light, as is the light Dcoming from your camera’s flash. 

The color of sunlight changes throughout 
the day, being exceptionally warm at sun-
rise and sunset. This image was taken at 
sunrise, when the light is considerably 
more reddish in color than other times of 
the day. The result is particularly intense 
colors on the red sandstone in the fore-
ground (the combination of red light and 
red rock has a multiplying effect). Valley of 
Fire State Park, USA. Canon 5DII, 14mm, ISO 
100, f/14, 1/4 second.   



wilight filtered through heavy clouds 
transmits mostly blue light—but the Tmain source of blue in this scene is 

the artificial lights illuminating the bridge. 
Minneapolis, USA. Canon 5DIII, 15mm, ISO 
100, f/11, 6 seconds.

COLOR THEORY
IMAGE STUDY #2



ight during the middle of the day is neutral, and all colors are 
equally represented—although they are likely to seem less Lcolorful than other times of the day. When the light doesn’t 

deliver, composition and moment become increasingly important. 
Nxai Pan National Park, Botswana. Canon 70D, 560mm, ISO 200, f/5.6, 
1/640 second.

COLOR THEORY
IMAGE STUDY #3



CHASING THE LIGHT

CREATIVE WHITE BALANCE

Samuel H. Boardman State Park, USA. 
Canon 5DIII, 40mm, ISO 100, f/11, 6 seconds. 



ost of us use automatic white 
balance, letting our cameras Mchoose the proper color balance 

for our photographs. Your camera is actually 
pretty smart, and probably gets it “right” 
more often than not. The reason I say 
“right” in quotes is because color balance is 
in many ways subjective, and what you 
determine to be the best color balance for 
your photos will depend in large part on 
your personal tastes and artistic goals. 
Accordingly, there’s no reason to feel con-
strained by the settings your camera 
chooses, especially when shooting raw for-
mat, which allows penalty-free white bal-
ance adjustment during the image process-
ing phase. Canyon X, USA. Canon 5DII, 14mm, 
ISO 100, f/11, 1.6 seconds.

CREATIVE WHITE BALANCE
OVERVIEW



hite balance is an important 
creative tool for photogra-W phers, one that too often gets 

overlooked. I’ll often deviate from the 
choices my camera makes, to more closely 
match the colors of the scene as perceived 
by my eye—although sometimes I’ll change 
color balance for purely creative reasons. 
White balance is not an absolute value, but 
rather relative to the light of the 
scene—and even more, it is a creative 
choice. You should never feel constrained to 
present your photos with the white balance 
settings chosen by your camera, or to pro-
cess your images in a way that stays truly 
faithful to the way your eyes and brain inter-
preted the scene. White Sands National 
Monument, USA. Canon 5DIII, 24mm, ISO 100, 
f/11, 30 seconds.

CREATIVE WHITE BALANCE
CREATIVE TIP



 decided to warm up this scene, so I set the 
white balance to 9400K when processing the Iraw file, giving the image a sepia toned look. 

Yellowstone National Park, USA. Canon 5DII, 
180mm, ISO 100, f/16, 1/400 second.

CREATIVE WHITE BALANCE
IMAGE STUDY #1



CREATIVE WHITE BALANCE
IMAGE STUDY #2

his is the same location as the image on 
the previous page, and it was shot at Tnearly the same time, but this time I 

decided to cool the image, setting the white bal-
ance to 4100k. Notice how exposure and white 
balance choices can have a profound impact on 
the way an image looks. Yellowstone National 
Park, USA. Canon 5DII, polarizer filter, 3-stop neu-
tral density filter, 105mm, ISO 100, f/22, 1.3 seconds.



CREATIVE WHITE BALANCE
IMAGE STUDY #3

or this image, I selected a more “neutral” 
white balance than the previous two ver-Fsions—in this case, something close to the 

Daylight preset. Yellowstone National Park, USA. 
Canon 5DII, 170mm, ISO 100, f/16, 1/320 second.



CHASING THE LIGHT

COOL LIGHT

Jökulsárlón, Iceland. Canon 5DIII, 16mm, polarizer filter, 2-stop 
graduated neutral density filter, ISO 100, f/13, 2 seconds.



f you think about it, most of the atmo-
sphere around us is blue—hence a Iblue sky (the science answer is that 

blue light is scattered in the atmosphere 
more than other colors because it travels 
as shorter, smaller waves). All this blue 
light becomes prominent when the sun 
isn’t acting as the primary light source, 
such as when it is overcast, during 
twilight, or when your subject is in open 
shade on a sunny day. Think carefully 
before selecting a warm white balance to 
neutralize the color! As color was absent 
in this overcast scene, I shot this image at 
twilight to give the image a blue tone. 
Torres del Paine National Park, Chile. Canon 
5DIII, 24mm, polarizer filter, 3-stop neutral 
density filter, ISO 100, f/16, 2 minutes.

COOL LIGHT
OVERVIEW



orocco’s famous “Blue City” is 
actually painted blue—many Mshades of beautiful, brilliant 

blue. Shooting the narrow alleys of the 
city on a cloudy day or in open shade helps 
intensify the blue color. This image is a 
study in the progression of multiple 
shades of blue. Chefchaouen, Morocco. 
Canon 70D, 24mm, ISO 100, f/11, 1/4 second.

COOL LIGHT
IMAGE STUDY #1



his photo of a snowy owl in flight is 
dominated by cool tones. Notice Thow well blue, white, and brown 

mix as colors. Quebec, Canada. Canon 1DIII, 
400mm, ISO 800, f/5.6, 1/1250 second.

COOL LIGHT
IMAGE STUDY #2



 was standing with a group of work-
shop clients one morning, lamenting Ithe foggy, overcast skies blocking any 

chance of getting an epic sunrise. But I 
didn’t give in to despair! Instead, I orga-
nized everyone to take advantage of the 
blue light of morning twilight. I found 
some old cottonwood trees framing the 
distant peak, and then it was just a matter 
of waiting for the peak to emerge enough 
from the drifting fog. The combination of 
atmosphere and the blue tone give this 
image a mysterious feel, making it look 
almost like an ancient Chinese painting. 
Zion National Park, USA. Canon 5DII, 47mm, 
ISO 400, f/11, 1/25 second.

COOL LIGHT
IMAGE STUDY #3



CHASING THE LIGHT

WARM LIGHT

Etosha National Park, Namibia. Canon 5DIII, 
386mm, ISO 250, f/4.5, 1/320 second. 



hen the sun is near the horizon, 
its light is passing through Wmore of the atmosphere to 

reach you, scattering enough blue light to 
allow reds and yellows to pass through to 
your eyes—and hence the magic hours are 
born. But sunrise and sunset aren’t the 
only way to get warm light. Artificial lights 
at night often have a warm color cast too. 
Warm light can be exciting and bold, 
attracting attention and getting your 
images noticed! Sahara Desert, Morocco. 
Canon 70D, 238mm, ISO 100, f/11, 1/100 
second.

WARM LIGHT
OVERVIEW



unset light filtered through breaking fog 
imparts the entire scene with a warm, gauzy 
light. Canaima National Park, Venezuela. S

Canon 70D, 57mm, ISO 100, f/11, 1/60 second.

WARM LIGHT
IMAGE STUDY #1



y zooming in tight on this distant 
giraffe with a long telephoto lens, I Bwas able to frame a scene 

completely dominated by the warm light 
of sunset. The result is a simple and 
graphic image, a study of bold color. 
Etosha National Park, Namibia. Canon 5DIII, 
700mm, ISO 400, f/5.6, 1/1000 second.

WARM LIGHT
IMAGE STUDY #2



WARM LIGHT
IMAGE STUDY #3

hooting backlit fog at sunrise imparts a warm color cast to 
the scene, creating an inviting mood. Shenandoah National 
Park, USA. Canon 5DII, 400mm, ISO 100, f/11, 1/100 second.S



CHASING THE LIGHT

COMPLEMENTARY COLOROlympic National Park, USA. Canon 5DIII, 57mm, 
polarizer filter, ISO 100, f/11, 0.3 seconds. 



COMPLEMENTARY COLOR
OVERVIEW

omplementary colors—that is, col-
ors opposite one another on the Ccolor wheel— can be used very 

effectively in visual art. When juxtaposed, 
complementary colors make each seem 
brighter and more vivid, and can create 
powerful visual effects. Artists have been 
using complementary colors, such as the 
reds and blues in the image to the left, for 
centuries. Complementary colors help 
create multiple points of visual interest in 
your compositions, engaging the viewer’s 
eye. Valley of Fire State Park, USA. Canon 
5DII, 14mm, ISO 100, f/11, 1/4 second.



 mix of natural twilight and artificial light creates 
a complementary color scheme. Timing was criti-Acal to achieve the correct color balance. Smith 

Island, USA. Canon 5DIII, 17mm, ISO 100, f/13, 30 seconds. 

COMPLEMENTARY COLOR
IMAGE STUDY #1



COMPLEMENTARY COLOR
IMAGE STUDY #2

arm sunset light on red clay rocks, 
combined with textured clouds deep in Wshadow, creates a powerful complemen-

tary color scheme. Chimney Bluffs State Park, USA. 
Canon 1DsII, 12mm, ISO 100, f/16, 1/4 second. 



nce again, a mix of natural twilight and artificial 
light creates a complementary color scheme. The Owarm color is enhanced by reflections formed on 

the streets, wet after a heavy rain. Minneapolis, USA. 
Canon 5DIII, 15mm, ISO 100, f/11, 3.2 seconds. 

COMPLEMENTARY COLOR
IMAGE STUDY #3



CHASING THE LIGHT

CHIAROSCURO

Namib-Naukluft National Park, Namibia. 
Canon 5DIII, 191mm, ISO 100, f/16, 1/20 second. 



CHIAROSCURO
OVERVIEW

rtists have long known that the con-
trast between light and dark can be Aused to create expressive composi-

tions. Renaissance painters called this chiar-
oscuro (a combination of two Italian words 
meaning light—chiaro—and dark—oscuro) 
to describe how the contrast between light 
and dark can create the illusion of depth and 
volume in two-dimensional artwork. Of 
course, whereas painters can create light 
and dark to suit their purposes with the 
stroke of a brush, photographers are at the 
mercy of real world light, and must make 
use of existing shadows cast by objects illu-
minated with natural or artificial light. By the 
way, all this is just a fancy Italian way to say 
“mixed light,” which is what I had when I 
took the photo to the right. Los Glaciares 
National Park, Argentina. Canon 5DIII, 182mm, 
ISO 200, f/8, 1/400 second. 



hooting from above the clouds, I got 
a chance to play with the swirling pat-
terns formed by alternating areas of S

shadow and light. Since I made this image at 
midday, the sunlit areas of the clouds are 
colorless (the light was white). The shad-
ows, lit primarily by light reflecting off the 
blue sky above, were rendered with a cool 
color, creating a pleasing contrast. Great 
Smoky Mountains National Park, USA. Canon 
5DII, 500mm, ISO 100, f/8, 1/800 second.

CHIAROSCURO
IMAGE STUDY #1



CHIAROSCURO
IMAGE STUDY #2

ngled light breaking through the clouds at sunset creates a chiar-
oscuro lighting effect on the landscape below. Canyonlands ANational Park, USA. Canon 5DII, 100mm, ISO 100, f/11, 1/15 second.



echnically, most contre-jour 
photographs are chiaroscuro Tas well, bringing together the 

best of French and Italian artistry. 
Such was the case with this backlit 
image of a vibrant Pacific Northwest 
rain forest. The mix of shadow and 
light needs to be handled with great 
care. Here, I searched for a pleasing 
arrangement of tree trunks and shad-
ows. In order to preserve detail in 
highlight areas, I choose an exposure 
that would place the shadows in 
silhouette. Olympic National Park, 
USA. Canon 5DIII, 57mm, polarizer 
filter, ISO 400, f/11, 1/30 second. 

CHIAROSCURO
IMAGE STUDY #3



CHASING THE LIGHT

SPOT LIGHT

Fes, Morocco. Canon 70D, 35mm, ISO 100, 
f/11, 1/100 second. 



pot lighting occurs when only a 
narrow portion of the scene is 
lit, such as by a break in the S

clouds allowing a beam of sunlight 
through, or light reaching through an 
opening in a forest canopy. Working 
with spot lighting can be tricky, as 
contrast is often extreme. Spot light-
ing can help emphasize your main 
subject, and reduce the appearance 
of background clutter in a chaotic 
scene. I waited for this white-headed 
capuchin monkey to walk into a beam 
of stray sunlight penetrating the 
forest canopy. It was vitally important 
to have the monkey’s face lit by the 
light. Luckily, it paused long enough 
for me to get the shot! Osa Peninsula, 
Costa Rica. Canon 5DIII, 600mm, ISO 
1600, f/6.3, 1/1000 second. 

SPOT LIGHT
OVERVIEW



ostly cloudy skies called for 
patience: when the sun found a gap Min the clouds, selective portions of 

the scene were lit, creating a bold spot-lit 
effect. Los Glaciares National Park, Argentina. 
Canon 5DII, 55mm, ISO 100, f/13, 1/80 second. 

SPOT LIGHT
IMAGE STUDY #1



 waited for the sun to break through the 
clouds, brightly illuminating this white light-Ihouse against a dark wall of shadowed storm 

clouds. The resulting effect is dramatic and eye-
catching. Dyrhólaey, Iceland. Canon 5DIII, 27mm, 
ISO 100, f/11, 1/50 second. 

SPOT LIGHT
IMAGE STUDY #2



 found a patch of sunlight breaking through the 
high city walls late in the afternoon. I set up my Icomposition, and then waited for something 

interesting to happen. Timing was critical, as I 
needed three things to come together perfectly to 
make this image work: having the passerby in the 
spotlight, his shadow on the wall behind him, and 
his reflection in the window. Minneapolis, USA. 
Canon 5DIII, 24mm, ISO 400, f/11, 1/200 second. 

SPOT LIGHT
IMAGE STUDY #3



CHASING THE LIGHT

ARTIFICIAL LIGHT

Minneapolis, USA. Canon 5DIII, 121mm, 
ISO 50, f/13, 30 seconds. 



ost of our focus so far has 
been on natural light. Of Mcourse, everything I have 

said so far applies with equal force to 
artificial light. Well, almost every-
thing: most artificial light sources 
have fixed color temperatures which 
do not vary throughout the day (as is 
the case with sunlight). I like to 
creatively mix artificial light with natu-
ral ambient light, especially at dusk 
when the sky turns a deep, dark blue. 
For this image, evening twilight mixes 
with street lights, both reflected on 
the street, wet after a light soaking 
rain. Chefchaouen, Morocco. Canon 
70D, 16mm, ISO 800, f/6.3, 0.4 seconds. 

ARTIFICIAL LIGHT
OVERVIEW



or this image, natural ambient light at twilight 
provides most of the light for the scene. Artificial Flight creates color contrast. Smith Island, USA. Canon 

5DIII, 19mm, ISO 200, f/11, 30 seconds. 

ARTIFICIAL LIGHT
IMAGE STUDY #1



 dose of artificial light illuminates the bottom of this lighthouse interior, providing a powerful 
color contrast to the cool light illuminating the rest of the structure (a result of open shade Alighting). Currituck Beach Lighthouse, USA. Canon 5DII, 14mm, ISO 400, f/14, 2.5 seconds. 

ARTIFICIAL LIGHT
IMAGE STUDY #2



uring a long exposure, I illuminated the fore-
ground sandstone formations with a flash-Dlight, balancing the exposure. Little Finland, 

USA. Canon 5DII, 14mm, ISO 400, f/11, 94 seconds. 

ARTIFICIAL LIGHT
IMAGE STUDY #3



EXTRAORDINARY

ou don’t need to walk on water as 
a photographer, but your subjects Ydo. Patience is a virtue, and great 

photos are your reward. For this shot, I 
spent two hours trying to photograph 
snowy egrets flying swiftly over the 
water, darting their heads underwater in 
mid-flight to catch a minnow. Trying to 
successfully capture the action was 
maddingly unproductive; virtually all of 
my thousands of shots were useless. But I 
got one that worked! Ding Darling 
National Wildlife Refuge, USA. Canon 5DIII, 
700mm, ISO 800, f/5.6, 1/3200 second. 

CAPTURE THE

CREATIVE TIP



ESSENTIALVISION
Change your photography. Change the world.

Volcanoes National Park, Rwanda. Canon 70D, 
109mm, ISO 200, f/2.8, 1/500 second.



—Ansel Adams

aking great photos requires a fundamental shift in the way you see the world.M  This 
shift occurs when you realize that beautiful subjects don’t necessarily translate into 
beautiful photos. Imposing your artistic view on a subject is the basis of the process of 

photographic transformation, by which the photographer converts the familiar to the unfamiliar. 
Good photography is the art of transforming a subject into something else, involving a process of 
abstraction and seeing the world in terms of shape, color, and tone. This requires you to rewire 
your brain, to get beyond merely recording that which moves you, and instead becoming an active 
part of the creative process. It requires you to learn how to take a random jumble of elements and, 
by bending reality itself through sheer force of will, to create a photograph that will move people. 
Looking at the world in a way that is different from most other people is the essence of art: the 
collision of reality, imagination, and a creative impulse yearning for expression. If you approach 
every image you make with this attitude, there’s no telling what you will come up with. Zion 
National Park, USA. Canon 5DII, 14mm, polarizer filter, ISO 200, f/11, 5 seconds. 

You don’t take a 
photograph, you 

make it.



Bosque del Apache National Wildlife Refuge, USA. 
Canon 5DIII, 600mm, ISO 400, f/8, 1/1600 second.

CHASING THE LIGHT

SPECULAR HIGHLIGHTS



SPECULAR HIGHLIGHTS
OVERVIEW

pecular highlights result when using 
shallow depth of field to create 
significant out-of-focus blurring of S

background or foreground points of light. 
Specular highlights can add sparkle and 
color to your photographs. You need to 
either be fairly close to your subject, or 
fairly close to nearby objects you plan to 
throw out of focus. Working with a tele-
photo or macro lens will enhance the 
effect. Also, use your wider apertures, as 
shooting at small apertures will render out 
of focus highlights considerably less out of 
focus. For this photo of a roadside hawk, I 
selected a position that allowed me to 
capture bright specular highlights behind 
the bird, adding some color to the photo. 
Osa Peninsula, Costa Rica. Canon 5DIII, 
560mm, ISO 800, f/5.6, 1/250 second.



SPECULAR HIGHLIGHTS
IMAGE STUDY #1

 got very close to a nearby screen of backlit 
pine needles, and shot through the screen, Ifocusing on my more distant background 

subject. The nearby out-of-focus highlights are 
rendered as a colorful abstract blur, softening 
the look of the photo. The strong sunset 
backlighting, along with the specular high-
lights, creates a dreamy, impressionistic look 
for this photo. Yellowstone National Park, USA. 
Canon 5DIII, 329mm, ISO 400, f/5.6, 1/160 second. 



SPECULAR HIGHLIGHTS
IMAGE STUDY #2

 got relatively close to my subject (a 
great kiskadee) with distant highlights Ibehind it. By placing the most interest-

ing highlights behind the bird, I was able 
to add interest to the photo, and draw 
attention to the main subject. Osa Penin-
sula, Costa Rica. Canon 5DIII, 560mm, ISO 
800, f/5.6, 1/2000 second.



SPECULAR HIGHLIGHTS
IMAGE STUDY #3

 shot this image of a great blue heron 
through a screen of backlit autumn leaves. IIt took some clever positioning to find a 

gap through the leaves! Chincoteague National 
Wildlife Refuge, USA. Canon 5DII, 500mm, ISO 
200, f/4, 1/800 second. 



okeh is the way a lens renders, or 
blurs, out-of-focus points of light. BThe term comes from the Japanese 

word boke, which means “blur” or “haze,” 
or boke-aji, which means “blur quality.” 
Bokeh is most commonly used to describe 
out-of-focus specular highlights and points 
of light. Some lenses do a better job at 
blurring out-of-focus elements, and you’ll 
often hear people referring to bokeh as 
being either “good” or “bad”—although 
such judgments, of course, are subjective. 
Leesylvania State Park, USA. Canon 5DIII, 
90mm macro, ISO 800, f/5.6, 1/20 second.

TECH TIP
BOKEH



aking unique images takes 
more than just physical explora-Mtion of new areas. It also takes 

a paradigm shift in the way you think 
about photography. It’s about finding a 
way to approach each and every scene 
and think to yourself: How can I take this 
up a notch? How can I make this image 
better, and reveal something essential 
about the scene? Photography is an itera-
tive process: each shot leads to the next. 
When photographing an area, “work the 
scene” as much as possible, trying as 
many different angles and viewpoints as 
time and good light allows. Push past men-
tal and physical barriers and you will suc-
ceed beyond your dreams! Mary Jane 
Canyon, USA. Canon 5DII, 17mm, ISO 400, 
f/18, 5 seconds.

CREATIVE TIP
WORK THE SCENE



CHASING THE LIGHT

ATMOSPHERE
Olympic National Park, USA. Canon 5DII, 200mm, 
ISO 100, f/11, 1/250 second. 



ATMOSPHERE
OVERVIEW

tmosphere involves the properties 
of that through which light passes. AAtmosphere, in a photographic 

sense, can include weather phenomena 
such as clouds, fog, or moisture in the air; it 
can also include dust, or even elements 
intentionally placed in front of the camera 
to soften light, such as a translucent screen, 
grease applied to a filter, or even backlit 
autumn leaves. Atmosphere can have a pro-
found impact on light intensity and color: 
when light passes through obstructions, it 
can be considerably weakened in intensity. 
For this image, the light was passing 
through backlit dust kicked up by a bison 
giving itself a dust bath. The result is myste-
rious and colorful. Yellowstone National Park, 
USA. Canon 5DII, 500mm, ISO 400, f/5.6, 
1/1250 second.



on’t always try to get a clean shot. 
Use “screens” (basically, translucent Dobstructions between your lens and 

your subject)  to add color and mystery. I 
photographed this great egret through a 
screen of backlit leaves. By shooting wide 
open with a telephoto lens, the leaves were 
rendered as out-of-focus blurs of color. 
Shooting through has its rewards! Ding 
Darling National Wildlife Refuge, USA. Canon 
5DIII, 700mm, ISO 400, f/5.6, 1/400 second.

ATMOSPHERE
IMAGE STUDY #1



 never pass up an opportunity to shoot in heavy snowfall, which dif-
fuses the light and softens the overall mood of the scene. Yellowstone INational Park, USA. Canon 1DIII, 700mm, ISO400, f/8, 1/400 second. 

ATMOSPHERE
IMAGE STUDY #2



og can provide the ultimate in atmospheric 
effect! Here, the fog filters sunrise light. FThe result is a warm color cast and soft 

contrast. Adirondack State Park, USA. Canon 5DII, 
210mm, ISO 100, f/11, 1/6 second.

ATMOSPHERE
IMAGE STUDY #3



One should photograph 
objects, not only for what 

they are, but for what 
else they are. 

—Minor White

e all know the familiar world which we see and expe-
rience in our daily livesW , chock-full of cars and strip 
malls and fast food restaurants, a literal world where 

a tree is a tree and a rock is a rock. But there’s also a second 
world, one that you can only see if you learn to look with your 
“other eyes” as a photographer: a world where a tree is not a tree 
and a rock is not a rock. I’m not talking about futuristic cyborg 
implants or some mystic philosophy here. I’m talking about the 
power of abstract thinking. Thinking in the abstract means seeing 
past the mere literal manifestation of your subject; it is about 
trying to reveal that which is hidden from casual observation. A 
photographer’s job is to see the world as others do not, and to 
find a way to capture that vision to share with others. Abstract 
thinking helps unlock creative artistic expression. All you have to 
do is to learn to see things not only for what they are, but for 
what else they are. Sounds easy, right? Gooseberry Falls Park, USA. 
Canon 5DIII, 15mm, ISO 100, f/14, 2 seconds. 

CREATIVE TIP

LITERAL
DON’T BE SO



CHASING THE LIGHT

CREATIVE EXPOSURE

Two Harbors, USA. Canon 5DIII, 17mm, ISO 100, 
f/11, 1/40 second. 



ere’s a secret you might have 
already figured out: there’s no such Hthing as a “right” or “wrong” expo-

sure. In fact, your choice over exposure is 
one of your most powerful creative tools as 
a photographer. Exposure is not a fixed 
value; rather, it is something you can adjust 
to suit your personal artistic tastes. 
Exposure can be adjusted in two ways: (1) 
before you trigger the shutter on your cam-
era, by adjusting aperture, shutter speed, 
and/or ISO, and (2) when processing your 
image file on the computer. Either way, it is 
entirely up to you how light or dark you 
want your image to be. Your exposure 
choice can determine whether your image is 
bright, dark, or anywhere else in between. 
For this image, I intentionally chose a some-
what dark exposure to create mystery. 
Volcanoes National Park, Rwanda. Canon 70D, 
ISO 320, f/2.8, 1/500 second.

CREATIVE EXPOSURE
OVERVIEW



igital files capture more detail in 
bright areas of the photograph than Din dark areas. “Shooting to the 

right” simply means pushing your histogram 
as much to the right side as possible, with-
out overexposing (“clipping”) your high-
lights. Digital sensors don’t handle over-
blown highlights very well, so be very care-
ful to avoid any spikes on the right side of 
the histogram, which represents 
overexposure (top). Underexposed files 
(middle) will look noisy when you try to 
brighten them. A properly exposed image 
(bottom) will avoid spikes on the left and 
the right of the histogram, with the overall 
histogram pushed as far to the right as pos-
sible. When exposing to the right, the result-
ing exposure might not look “correct” to 
your eyes; don’t worry, you can adjust the 
exposure when processing the raw file.

TECH TIP
SHOOT TO THE RIGHT



ow key lighting is a term used for scenes with high contrast and a predominance of shadow 
areas. Basically, think dark! Low key light produces a graphic effect, accentuating the contours of La subject by throwing less important areas of the scene into shade. The resulting image can be 

dark and moody, creating a “film noir” look. Nxai Pan National Park, Botswana. Canon 5DIII, 23mm, ISO 
400, f/8, 1/25 second. 

CREATIVE EXPOSURE
IMAGE STUDY #1



 high contrast scene coupled with 
a dark exposure allowed me to Acapture the city lights emerging 

from the inky blackness of the surround-
ing night sky. Minneapolis, USA. Canon 
5DIII, 138mm, ISO 200, f/8, 2.5 seconds.

CREATIVE EXPOSURE
IMAGE STUDY #2



 high key image consists primarily 
of light tones, lacking in dark Ashadows. In their purest form, 

high key images are made up primarily of 
whites and light grays, but there’s no 
reason you can’t have some color in your 
high key images. Usually, however, color is 
fairly washed-out and rendered as soft 
pastels in high key images. For this image 
of a snowy owl in a snowstorm, I choose a 
bright exposure before triggering the 
shutter. Ontario, Canada. Canon 1DIII,  
400mm, ISO 400, f/5.6, 1/2500 second.

CREATIVE EXPOSURE
IMAGE STUDY #3



 don’t mean this literally, although there is 
nothing wrong with getting wet for a Iphoto. And I’m not talking about going 

out and buying a bunch of expensive gear. 
What I am talking about is making a commit-
ment to hold nothing back when making pho-
tos. Creativity emerges from curiosity, blos-
soms with experimentation, and thrives on 
devotion. Which is just a fancy way of saying 
that you should get behind your camera as 
much as possible; your creative eye will 
develop with practice, and as we all know, 
practice makes perfect. Give it your all, every 
chance you get! Gladden Split and Silk Cayes 
Marine Reserve, Belize. Canon PowerShot S100, 
6.34mm, ISO 400, f/8, 1/250 second. 

CREATIVE TIP
DIVE RIGHT INTO YOUR

PHOTOGRAPHY



Death Valley National Park, USA. Canon 5DII, 
200mm, ISO 100, f/11, 1/50 second. 

CHASING THE LIGHT

CREATIVE SHADOWS



Find beauty not only in the thing itself but in the 

pattern of the shadows, the light and dark which 
that thing provides.

—Junichiro Tanizaki

earn to love shadows!L  Although it is often said that 
photographers “chase the light,” what we really 
should be doing is chasing the contrast between 

light and shadow. It is at the edge of light where the true 
magic happens. Of course, not all scenes work well with 
mixed lighting and shadows, such as many forest or water-
fall scenes where harsh light and heavy shadows can create 
too much compositional disorder. For many scenes, 
however, shadows can greatly enhance a composition. So 
the next time you are out chasing the light, take some time 
to pay attention to the darkness as well—it may mean the 
difference between a good photograph and a great one. 
White Sands National Monument, USA. Canon 5DIII, 24mm, 
ISO 100, f/13, 1/100 second.



hadows add detail and texture to an 
image, and can be used to provide 
three dimensional relief. But they do S

so much more than that. Shadows can be 
used in creative—and sometimes even 
fun—ways. Always be on the lookout for 
creative use of shadows. Without the shape 
formed by the shadowed dune crest, this 
image wouldn’t have worked. The interplay 
of shadow and light reveals an energetic, 
zigzagging shape which brings the composi-
tion to life. Namib-Naukluft National Park, 
Namibia. Canon 5DIII, 560mm, ISO 800, f/11, 
1/250 second.

CREATIVE SHADOWS
OVERVIEW



CREATIVE SHADOWS
TECH TIP

hen we take a photograph, we 
transform our three-W dimensional reality into some-

thing considerably flatter, rendering it as a 
two dimensional representation. While our 
3D vision may correctly perceive separation 
between objects at varying distances in the 
real world, in a two-dimensional photo, 
objects can seem to occupy the same physi-
cal space, appearing to merge together. 
Careful positioning may help one open up 
space between merging elements, but it 
may not always be an option. Another way 
to avoid merger is to use shadows to create 
apparent separation between elements. 
Shadows help visually define and divide 
objects, and can provide important perspec-
tive cues that help create depth in a photo-
graph, bringing an otherwise static scene to 
life. Monument Valley, USA. Canon 5DII, 
24mm, ISO 100, f/16, 1/50 second.



 

hadows create compositional shapes and forms, 
which can be used as important elements within 
the overall design of a photograph. Images can S

be effectively organized into areas of shadow and 
light, and patterns can emerge from their juxtaposi-
tion. Death Valley National Park, USA. Canon 5DII, 17mm, 
ISO 100, f/8, 1/200 second.

CREATIVE SHADOWS
IMAGE STUDY #1



ost photographers deem having 
their shadow in the shot as being Ma bad thing, but for this image to 

the right, I decided to use it to artistic 
advantage. I had a group of people pose 
with me in front of this front lit rock, casting 
their shadows on the scene. Some creative 
posing and positioning allowed me to pro-
duce a “shadow puppet” effect in the late 
afternoon light. Spitzkoppe Mountains, 
Namibia. Canon 5DIII, 16mm, ISO 100, f/13, 
1/100 second.

CREATIVE SHADOWS
IMAGE STUDY #2



CREATIVE SHADOWS
IMAGE STUDY #3

hapes that are sufficiently interesting can be 
used as the primary subject of a photograph. 
Here, the interaction of shadow and light S

defines a compositional shape—the s-curve created 
by the sunlit sand dune. Death Valley National Park, 
USA. Canon 5DII, 35mm, ISO 50, f/16, 1/15 second.



’ve seen it over and over again: a pho-
tographer will show up to a location, Itake out his camera, and shoot the 

scene without ever moving from that first 
initial spot. It is a myth that a “photogra-
phy master” can simply walk up to a given 
scene and instantly recognize the single 
best shot available. Photography is an iter-
ative process—one shot leads to the 
next—and if you don’t take the time to 
work a scene and try different angles, 
chances are you’ll miss the best it has to 
offer. A little bit of curiosity goes a long 
way toward avoiding limiting yourself to 
only the most obvious shots; thoroughly 
exploring a scene is the best way to 
ensure that you find something fresh and 
original. Isle of Lewis, Scotland. Canon 5DIII, 
32mm, ISO 200, f/11, 1/4 second.

CREATIVE TIP
LEAVE NO STONE UNTURNED



CHASING THE LIGHT

CREATIVE FLARE

Springbok, Etosha National Park, Namibia. Canon 70D, 
461mm, fill flash, ISO 400, f/8, 1/250 second.



ens flare is often avoided by photog-
raphers, as it can reduce quality and Lintroduce unsightly artifacts. Lens 

shades and even hands can be used to 
shield the lens from stray light striking the 
glass front elements. But flare can also be 
used creatively. For this shot of an aban-
doned hospital inside a ghost town in the 
Namibian desert, I was looking down a dark 
hallway towards a window facing out into 
the brightly lit exterior. Flare resulted from 
the bright, overexposed window, creating a 
gauzy light in the central portion of the 
scene. The bright halo around the window 
immediately attracts the eye—an effect rein-
forced by the perspective lines leading to 
this point. Kolmanskop, Namibia. Canon 5DIII, 
14mm, ISO 100, f/14, double exposure blend of 
5 seconds and 20 seconds. 

CREATIVE FLARE
OVERVIEW



he sun was rising just above the tree, 
so I used the resulting flare creatively, Ttaking care to partially shade the lens 

from too much stray light, letting in just 
enough to create the flare effect at the top. 
Namib-Naukluft National Park, Namibia. Canon 
5DIII, 47mm, ISO 100, f/16, 1/50 second.

CREATIVE FLARE
IMAGE STUDY #1



or this backlit jungle scene, I was getting a lot of flare, so I placed the rising sun just outside of the 
image frame, enough to prevent the appearance of hexagonal “flare blobs,” but close enough to the Fedge to allow some warm glow to appear at the top to enhance the mood. Gladden Split and Silk 

Cayes Marine Reserve, Belize. Canon 5DII, 45mm, ISO 100, f/16, 1/10 second.

CREATIVE FLARE
IMAGE STUDY #2



hen pointing a long telephoto lens in the direction of the rising or setting sun, strong 
flare can result. For this image of bison, because I was shooting wide open with a long W telephoto lens, the resulting flare covered the entire image, creating a warm color cast 

and low contrast, gauzy look. Because I was shooting almost wide open, the flare was rendered as 
indistinct, rather than as a defined hexagonal “flare blob.” Yellowstone National Park, USA. Canon 
5DIII, 600mm, ISO 800, f/6.3, 1/400 second. 

CREATIVE FLARE
IMAGE STUDY #3



ot all lenses tolerate flare equally 
well—higher quality pro lenses will Noften render flare in a more pleas-

ing way than some low-end consumer 
lenses. Thus, your choice of lenses can have 
a profound impact on the types of shooting 
you do. Certain contre-jour images may be 
impossible to achieve without the right lens. 
Run some test shots, pointing the lens at a 
bright source point of light to see how it 
handles contre-jour light. Lenses with flare 
resistant multi-coating will show little or no 
evidence of flare except in the most 
extreme light conditions. For this image, I 
shot into the sun at sunrise, when the sun 
was low on the horizon. At this time the 
light is less intense, making managing flare 
easier. Spitzkoppe Mountains, Namibia. 
Canon 5DIII, 16mm, ISO 100, f/13, 1/13 second.

CREATIVE FLARE
TECH TIP



ive time Tour de France winner Miguel always: “Bring it all!” It is always the lens you 
Indurain once said: “I inherited that calm don’t have that you need the most. By leaving Ffrom my father, who was a farmer. You equipment behind, you have boxed yourself 

sow, you wait for good or bad weather, you into a very limited set of artistic options. Why 
harvest, but working is something you always let a little bit of laziness keep you from getting 
need to do.” What holds true for farmers and the shot of a lifetime?
champion cyclists also holds true for photogra-
phers: no matter what is going on around you, So keep your batteries charged, your spare 
hard work is a key ingredient of success. media cards handy, your flash ready to 

go—you never know when something great is 
The most common question I get asked by my going to happen, and you don’t want to get 
students when I lead a workshop is: “Which caught sleeping on the job! Jökulsárlón, Iceland. 
lenses should I bring?” People just don’t want Canon 5DIII, 285mm, ISO 800, f/11, 1/80 second.
to carry more than they have to. My answer is 

CREATIVE TIP
DON’T FALL ASLEEP

ON THE JOB



CHASING THE LIGHT

FILL LIGHT

Mountain Pine Ridge Forest Reserve, Belize. 
Canon 5DII, 14mm, flash, ISO 100, f/11, 1/15 second. 



ill light is artificial light used to bal-
ance exposure and light your sub-Fject (or natural light artificially intro-

duced into the scene, such as with a 
reflector). Fill light is useful when your 
main subject is darker relative to its sur-
roundings, or you want to give your main 
subject more emphasis. For this image of a 
white-headed capuchin monkey, I used my 
flash at low power to balance the expo-
sure between the shadowed monkey and 
the brighter background, placing more 
visual emphasis on my subject. By using 
flash at reduced power, I didn’t overdo 
the effect, which can look artificial. 
Rather, the effect is blended: the monkey 
is lit equally by both ambient and flash 
light. Osa Peninsula, Costa Rica. Canon 5DIII, 
560mm, ISO 3200, f/5.6, 1/200 second.

FILL LIGHT
OVERVIEW



his field was lit by gorgeous morning light, 
but unfortunately the cheetah was stand-Ting in the shadows. I used flash to create 

fill light to balance the exposure, and to add 
catch lights to the cheetah’s eyes. I reduced the 
flash’s power setting, as I didn’t want to make 
the cheetah too bright, resulting in an artificial 
look—instead, I wanted the fill light to blend in 
with the rest of the scene. Nxai Pan National 
Park, Botswana. Canon 70D, 513mm, ISO 400, 
f/5.6, 1/200 second. 

FILL LIGHT
IMAGE STUDY #1



he foreground was relatively 
dark compared to the sky while TI was shooting this twilight 

scene. During the long exposure, I 
turned on a small flashlight to illumi-
nate the foreground. I decided that if 
I lit the plant directly with the flash-
light, the result would be too obvious 
and unrealistic. Instead, I turned the 
light around and shined it on my shirt, 
making sure to stand close in order to 
reflect the light onto the plant. The 
result is a softer, more realistic look-
ing fill light, so subtle that it is hardly 
noticeable, but sufficient nonetheless 
to give the foreground plant better 
color and more visual emphasis. 
Quiver Tree Forest, Namibia. Canon 
5DIII, 14mm, ISO 800, f/16, 30 seconds. 

FILL LIGHT
IMAGE STUDY #2



 used an illuminated smart 
phone (no kidding!) placed Iupside down on the floor of 

this ice cave to evenly fill the inte-
rior with light. Then it was just a 
matter of sitting very still for half a 
minute! Apostle Islands National 
Lakeshore, USA. Canon 5DIII, 17mm, 
ISO 800, f/11, 30 seconds. 

FILL LIGHT
IMAGE STUDY #3



ESSENTIALEXPLORATION
Embrace creativity. Nothing else matters.

Canaima National Park, Venezuela
16mm lens, ISO 100, f/11, 1/640 second.

. Canon 70D, 



Your first 10,000 photographs are your worst. 

—Henri Cartier-Bresson

hat is the best way to improve your skills? W Easy: shoot, shoot, and shoot some more. It is 
often said that practice makes perfect. 

Indeed, it takes a lot of hard work to make great photos. If 
you are not behind the viewfinder as much as possible, 
assessing the potential merits of any subject that catches 
your eye, you’re going to miss out on a lot of great images. 
There’s another reason to shoot constantly: for the simple 
love of the art of photography. I shoot whenever I feel 
inspired by a subject, and I often shoot even when I am 
not. Just the simple act of engaging in the photographic 
process gets my creative juices flowing, and my endorphins 
pumping. It feels good to make photographs, and it feels 
even better when I make something special that I might 
have otherwise overlooked if my camera never left its bag. 
Acadia National Park, USA. Canon 5DIII, 17mm, 3-stop neutral 
density filter, polarizer filter, ISO 50, f/22, 3.2 seconds.



CHASING THE LIGHT

TELL A STORY
Tambopata National 
Reserve, Peru. Canon 5DIII, 
700mm lens, ISO 800, f/5.6, 
1/200 second.



ake every picture worth a thou-
sand words! Everyone—and Meverything—has a story to tell, 

and it is the photographer’s job to figure 
out what that story is, and to present it to 
others in a compelling way. The elephant 
to the right has several potential stories. 
The elephant has covered itself with mud, 
telling the story of an animal trying to beat 
the heat. It’s missing right tusk adds an 
element of mystery to the photo: how did 
it lose the tusk? These mysterious tidbits 
are what I like to call “story cues.” They’re 
the elements of a photo that get viewers 
interested in the subject’s story. Just as a 
good composition visually entices the 
viewer, story cues can encourage the 
viewer to linger and study an image. 
Etosha National Park, Namibia. Canon 5DIII, 
500mm, ISO 200, f/8, 1/1250 second. 

TELL A STORY
OVERVIEW



ust remember, when you make a 
photo, not just one but at least three 
stories are often the result: the real J

story behind the photo, the story that you 
are trying to tell others as an artist (which 
may or may not be connected with the 
true story, depending on your artistic 
whim), and the story which each viewer 
extracts from the photo (which is often 
completely untethered from the first two 
stories). There’s no need to try to make all 
three stories the same; there’s especially 
no need to try to force your viewers to see 
the story you are trying to tell. It is suffi-
cient to make a photograph that gets the  
imagination working. What story does this 
photo tell? Minneapolis, USA. Canon 5DIII, 
19mm, ISO 400, f/9, 1/80 second.

TELL A STORY
IMAGE STUDY #1



y subject was an 
old waterman Mscraping crabs 

from shallow waters. This 
photo’s theme is about a 
dying way of life, a throwback 
to older times. The looming 
storm clouds overhead and 
the crabber’s downward 
glance all help convey a sense 
of nostalgia. Chesapeake Bay, 
USA. Canon 5DIII, 17mm, ISO 
400, f/11, 1/640 second.

TELL A STORY
IMAGE STUDY #2



eople and wildlife don’t have a monop- to capture an anthropomorphic (that is, 
oly on stories—places and objects have humanlike) aspect of the scene. To me, the Pa story to tell as well. For example, the trees look like they are engaged in a slow mov-

image above is of dead camel thorn trees ing dance. Who knows what each viewer thinks 
trapped in a salt pan in the African desert. The of this image, whether it invokes a story or not, 
trees have been there for a thousand years, and if it does, what story the viewer takes 
preserved by the lack of moisture, and are sur- away. The important thing is that I used the 
rounded on all sides by towering red dunes. process of photographic transformation to 
That’s the real story, but the story I wanted to present a story in which viewers could partici-
tell was something which would connect with pate. Namib-Naukluft National Park, Namibia. 
viewers on a more emotional level. By carefully Canon 5DIII, 134mm, ISO 100, f/18, 0.5 seconds.
choosing my framing and the positioning of 
visual elements within the scene, I was trying 

TELL A STORY
IMAGE STUDY #3



nything that invites the viewer into 
the scene is important when trying Ato forge an emotional bond. A sim-

ple yet powerful example of this is eye con-
tact with the subject. Anything that can help 
the viewer relate to the subject is going to 
deepen their interest in your photograph. I 
like to call these “invitations to participate.” 
Waiting for your subject to do something 
that reminds us, well, of us, is a tried and 
true solution. Central Kalahari Game Reserve, 
Botswana. Canon 5DIII, 473mm, fill flash, ISO 
100, f/5.6, 1/160 second.

INTERACTIVE
CREATIVE TIP

MAKE YOUR PHOTOS



CHASING THE LIGHT

REFLECTIONS
Zion National Park, USA. Canon 5DII, 14mm, 
ISO 100, f/11, 1.6 seconds. 



REFLECTIONS
OVERVIEW

eflections add a dash of color and 
impressionism to an image. Used Rcreatively, they can transform your 

photographs into something special and 
unique. Water is the best source for reflec-
tions. Still water can act like a mirror, pro-
ducing a perfect reflection of the world 
around you. Moving water produces a 
more indistinct reflection, often nothing 
more than a surreal blur of color—such as 
with the reflections in the small stream in 
the image to the right. The intensity of the 
reflection is dependent on the water’s 
clarity, depth, and turbulence. A shallow 
pool of clear rainwater, for example, will 
reflect better than a deep and choppy 
lake. Zion National Park, USA. Canon 5DII, 
55mm, polarizer filter, ISO 50, f/22, 5 sec-
onds.



ngle is very important when photographing reflec-
tions. If you are too high or too low, you might not Abe able to see the reflection. When working near a 

reflective surface, try different angles to find the best 
reflection. When you face towards the sun, you often get 
very colorful reflections, especially at sunrise and sunset. 
Here, my chosen angle of view creates some “cognitive 
dissonance,” as the landscape and its reflection don’t 
seem to match. The elephants responsible for the reflec-
tion are deep in shadow. Etosha National Park, Namibia. 
Canon 70D, 117mm, ISO 100, f/3.5, 1/320 second.

REFLECTIONS
IMAGE STUDY #1



eflections in water often look best when the water, and any 
elements in the water (such as rocks or logs), are in shadow. RBe careful to make sure that the reflection is dominated by 

interesting and colorful light. A reflection of a blank gray sky, for 
example, is typically not very photogenic. For this image, bright 
sunlight striking a hillside of trees changing with the autumn season 
creates brilliant reflections. Acadia National Park, USA. Canon 5DIII, 
100mm, polarizer filter, ISO 50, f/32, 6 seconds.  

REFLECTIONS
IMAGE STUDY #2



REFLECTIONS
IMAGE STUDY #3

eflections almost completely dominate 
this image, presenting a slightly dis-Rtorted view of the city at night. 

Minneapolis, USA. Canon 5DIII, 17mm, ISO 1600, 
f/4, 1/10 second.  



inding something interesting to photo- When working a scene, explore it as if with the 
graph is harder than you think. Sure, eyes of a child. At a most basic level, you are on Fthere are plenty of gorgeous peaks, spar- a quest to find “neat stuff”—anything that is 

kling mountain lakes, glowing sandstone can- interesting that attracts the eye. Chances are, if 
yons, and crashing rocky shores out there. But it attracts your eye, it will interest others as 
great scenery doesn’t necessarily translate into well. Beyond that, you should also look for 
great photographs. Often, it is not the grand elements that are not only interesting, but that 
sweep of the landscape that makes a photo- have thematic or compositional relevance. You 
graph great; rather, it is the little things that are looking for something that will take a good 
make all the difference. Sometimes, a single scene, rich with potential, and transform it into 
element, one that might be overlooked by a great photograph. Acadia National Park, USA. 
those who are less patient and discerning, can Canon 5DIII, 400mm, polarizer filter, ISO 100, 
bring a scene together in a compelling way. f/32, 1.3 seconds.

CREATIVE TIP

FOCUS
ON NATURE’S DETAILS



CHASING THE LIGHT

REFLECTED LIGHT

Apostle Islands National Lakeshore, USA. Canon 5DII, 
14mm, ISO 100, f/11, 6 seconds. 



REFLECTED LIGHT
OVERVIEW

eflected light is basically light cast 
by a reflection: when an object Rwith reflective properties glows 

brightly enough, it will bounce that light 
onto other nearby objects. Reflected light 
can come from a variety of sources, includ-
ing mirrors, water, a collapsible photogra-
phy reflector, clouds, and even the sky 
above. For example, reflected light is what 
illuminates the dark interiors of deep sand-
stone canyons, giving them their famous 
glow. The effect is typically strongest dur-
ing the middle of the day when the sun is 
high enough to illuminate rocks at the top 
of the canyon, which then bounce light 
onto the rocks in shadow below. This 
reflected light can often be very intense 
and colorful. Canyon X, USA. Canon 5DII, 
14mm, ISO 100, f/11, 1.6 seconds.



REFLECTED LIGHT
IMAGE STUDY #1

here was a beautiful, colorful sunset sky outside—but I decided to pop back inside this 
sand-filled room. The gorgeous colors reflected inside the building, creating a warm Tpastel color palette. Kolmanskop, Namibia. Canon 5DIII, 16mm, ISO 400, f/11, 13 seconds.



REFLECTED LIGHT
IMAGE STUDY #2

ere, low clouds act like a giant 
reflector: although the light Hwas setting behind the moun-

tain, the clouds bounced light onto the 
front of the triple peaks. Los Glaciares 
National Park, Argentina. Canon 5DIII, 
24mm, ISO 100, f/11, 2.5 seconds.



REFLECTED LIGHT
IMAGE STUDY #3

his intimate sandstone scene was in 
shadow, although a nearby sand-Tstone formation was in direct sun-

light during the middle of the day. Light 
reflected off of the sunlit rock, illuminat-
ing the sandstone (particularly at the top 
of the scene) with a soft, warm light. The 
bottom part of the scene was primarily lit 
by light reflecting from the blue sky 
above, imparting a purple color cast as the 
red sandstone and blue light mixed. 
Vermilion Cliffs National Monument, USA. 
Canon 5DII, 14mm, ISO 100, f/11, 1.5 seconds.



Minneapolis, USA. Canon 70D, 
41mm, ISO 100, f/16, 30 seconds.

CHASING THE LIGHT

CAPTURING TIME



lthough we perceive the passage of lens, such as polarizers and neutral density 
time, we see it as a constant progres- filters. Long exposures require a sturdy tripod Asion from one moment to the next. Our in order to keep the camera steady (although 

cameras can record time in ways our eyes some photographers experiment with moving 
cannot see, capturing the cumulative effects of the camera during a long exposure in order to 
passing moments. Long exposures can help create abstract impressionistic blurs). During 
you capture a new perspective on reality, and long exposures, moving elements gradually 
show the world in an unexpected way. There lose distinctness and form, becoming abstract 
are several ways to get long exposures. One, and artistic blurs and brush strokes. As such, 
you can simply shoot in faint light, such as at you have to plan ahead, considering the direc-
night or twilight. Two, you can use a combina- tion and speed of motion of moving objects. I 
tion of low ISO and small apertures to lengthen always start with some test exposures, experi-
your exposure times. Three, you can use filters menting with different shutter speeds until I 
to reduce the amount of light coming into the get the effect which seems right to me. 

I used a 3-stop neutral density filter to 
achieve a long exposure, blurring the mov-
ing fog bank. Great Smoky Mountains 
National Park, USA. Canon 5DII, 35mm, 3-
stop neutral density filter, polarizer filter, 
ISO 50, f/16, 25 seconds.

CAPTURING TIME
OVERVIEW



 used a 3-stop neutral density filter to 
achieve a long shutter speed in order to Iblur the motion of pedestrians. It was 

important to have my main subject—the 
man sitting in the chair—completely still 
during the exposure. Fes, Morocco. Canon 
70D, 19mm, ISO 200, f/11, 0.8 seconds.

CAPTURING TIME
IMAGE STUDY #1



ecause of the volume of water, I had to be 
very careful in my choice of shutter speed: Btoo long of an exposure, and the water 

would have easily lost all texture. Jökulsárlón, Iceand
Canon 5DIII, 16mm lens, ISO 100, f/13, 0.6 seconds.

. 

CAPTURING TIME
IMAGE STUDY #2



or some reason, people are squea-
mish about getting their feet wet. FYou need to fight this aversion 

when you get near the wet stuff. Getting 
in the water is sometimes the key to find-
ing unique angles, and often the only way 
to get the composition you want. A pair of 
wading boots or fishing waders can come 
in handy (when I am working in very deep 
water, I will sometimes even don a wetsuit 
or dry suit). Despite the challenges of 
shooting in water, there’s little doubt it is 
worth the effort. So roll up your pant legs, 
take off your shoes, and (safely) plunge 
right in! Shenandoah National Park, USA. 
Canon 5DII, 40mm, polarizer filter, ISO 400, 
f/11, 0.4 seconds.

FEET WET
DON’T BE AFRAID TO GET YOUR

CREATIVE TIP



uring a thirty second exposure, 
fast moving clouds (backlit by the Dfull moon) streak across the image 

frame, creating a dynamic radiating 
pattern of lines. Lights from a nearby 
campground illuminate the trees, creating 
an effective complementary color scheme, 
and adding a spooky mood to the photo. 
Quiver Tree Forest, Namibia. Canon 5DIII, 
14mm, ISO 800, f/5.6, 30 seconds.

CAPTURING TIME
IMAGE STUDY #3



hile I hope I’ve grabbed (and 
held) your attention, ulti-Wmately, everything I’ve said in 

this book really matters to only one per-
son: me. Although it can aid you on your 
question to improve your photography, at 
the end of the day, only you can choose 
your own creative path. Never let some-
one else’s vision supplant your own. Fol-
low your eyes and your heart, and your 
own vision will emerge to guide you along 
on your artistic journey. And above all, get 
off the beaten path (both literally, as well 
as creatively)—you never know what you 
might find! Olympic National Park, USA. 
Canon 5DIII, 16mm, 2-stop graduated neu-
tral density filter, ISO 100, f/9, 0.5 seconds. 

CREATIVE PATH
FIND YOUR OWN

EPILOGUE
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