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1)Purpose of the Guidebook
The purpose of the guide is to provide the main users of 

the project: children, young adults and teenagers with use-
ful learning material both for self-study and experimentation 
and for educating themselves in subjects and themes such 
as:

•  Environment conservation 
•  Environmental education
• Creative and socially responsible photography
• Social (interpersonal) relationships
• Sustainable urban and rural development
• Photographic skills
• Creative approach and entrepreneurship
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2) About the Sense of 
Light Project

The project aims to benefit from the worldwide 
passion for photography, to use this growing hob-
by as a tool and resource for creating opportu-
nities for education, sensitising people on the 
negative social and environmental phenomena in 
society, but also to use the interest of people in 
photography so as to contribute to the develop-
ment of creative economy, of important areas of 
tourism and culture, to the conservation and pro-
tection of the environment and to the promotion of 
rural development.

The ultimate goal of the project is to improve 
local sustainability in all three areas (econom-
ic, social and environmental). This improvement 
should be done through the shared and acquired 
knowledge of project consortium partners and 
their trainers, target group teachers and local 
stakeholders from 7 countries. The project seeks 
to contribute to local sustainability through visual 
arts, a multicultural approach and a creative envi-
ronment. This will be done through mobile work-
shops, which will test the initiatives and activities 
proposed with respect to the intellectual outputs 
of the project (manuals, training courses, pilot 
testing startups in the creative economy and net-
works). One of the objectives of the project is to 
develop and test an innovative learning process 
based on the development and verification of ef-
fective and tried out tools in the field of creative 
economy, culture and craftsmanship. The project 
mainly informs, motivates, encourages and trains 
target groups and project participants in such a 
way as to change their attitudes and, on the other 
hand, to encourage and motivate the vulnerable 
and often excluded societal groups and enable 
them to acquire basic skills and advanced ex-
perience in the fields of communications, devel-
opment of urban and rural communities, self-re-
spect, self-esteem and dignity, as well as to gain 
practical skills in the areas of creative economics, 
environmental protection and management (sim-
ple project preparation, management, account-
ing, monitoring and evaluation).

The project is based on inclusive, transnation-
al, best practice and creative collaboration, en-
abling process, access and social innovation in 
all areas of sustainability.

The main target groups of the project are 
teachers, trainers, youth workers and children. 
They are recruited from different institutions ap-
proached by consortium partners. Together with 
experts and qualified trainers they develop the 
planned outputs and use them in their home en-
vironment. The main beneficiaries of the project 
are students, young unemployed persons, who 
are open to new ideas and to innovative ways 
of creativity. The project brings together stake-
holders from different sectors and social groups: 
from formal education (students and teachers 
in secondary schools), through non-formal edu-
cation (environmental and rural NGOs and local 
communities) to unemployed individuals, ethnic 
minorities and immigrants (including refugees). 
Therefore the project seeks to contribute to ad-
dressing the numerous challenges facing the 
current EU. It builds on previous trustworthy and 
good relationships between the project consor-
tium partners and their shared visions and mis-
sions of serving their communities. Furthermore, 
the project is based on the multi-sectoral ap-
proach, on dialogue and on the diversity of cul-
tures and traditions of European countries.

http://sol.legendfoto.sk
Project Manager: Kristina Garrido Holmová
Phone: +420 603 383 527
E-mail: kristina.sdruzenisplav.cz
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2.1. Project 
Partners 

Local Action Group (MAS) 
Sdruzeni SPLAV is a non-profit or-
ganization established in 2004, which 
operates in 31 municipalities and 
towns of Rychnovsky region in East 
Bohemia. The total area is 480 km2 
and there are around 36,000 inhabi-
tants. At present the organization has 
52 members representing local gov-
ernments, non-governmental organi-
zations, farmers and entrepreneurs.

The BORA 94 Borsod-Abaúj-
Zemplén County Development 
Agency Nonprofit LLC is a non-profit 
organization, 100% owned by the re-
gional government of Borsod-Abaúj-
Zemplén. The Agency is an umbrella 
organization with established strate-
gic partnerships between public and 
private actors in the region, such as 
local governments, professional or-
ganizations, associations, NGOs, re-
search institutes, businesses.

Civil Association Legend Photo 
was founded in 2011 as an associ-
ation of photographers, youth lead-
ers, musicians and NGO activists to 
meet the desire of their members to 
help their communities. The mission 
of the association is to help make 
full use of human potential, abili-
ties and creativity in art, culture and 
self-realization, thereby contributing 
to a more efficient, dynamic and sus-
tainable development of society and 

meaningful use of the free time of 
children, youths and adults.

Agora - Working Group on 
Sustainable Development is an 
environmental NGO established in 
2001 by biologists, ecologists, geog-
raphers and sociologists working in 
the field of nature conservation, eco-
tourism and rural development.

The main goal of the organiza-
tion is to contribute to improving the 
quality of the environment and nature 
conservation through concrete activ-
ities and environmental education in 
the spirit of sustainable development.

Its focus on the Odorhei area in-
cluded several projects in the field 
of environmental protection, nature 
conservation and sustainable rural 
development.

The No Frontiers 21 Century 
Association was founded in 2005 in 
the city of Kyustendil in South West 
Bulgaria. It is a non-profit organiza-
tion. Its activities cover the whole 
territory of the country. The main ef-
forts of the association include the 
creation of contacts and permanent 
relations between Bulgarian and for-
eign associations, societies, cultural 
and educational institutions, and ren-
dering support for the development 
of small and medium-sized enterpris-
es and their partnership with similar 
organizations abroad. 

The Regional Development 
Agency in Rzeszow (RRDA) is a 
public institution (non-profit associa-
tion of the regional government) es-
tablished in 1993 by the Region of 
Podkarpackie to develop cooperation 
at regional, national and internation-
al level. RRDA aims to support the 
development of the Sub-Carpathian 
region in Poland, to improve the 
quality and living standards of its in-
habitants, to promote the opportuni-
ties offered by the region, including 
its excellent natural landscape, and 
to promote the new image of the 
Sub-Carpathian region as a modern, 
innovative and economically devel-
oped region. RRDA is one of the key 
regional institutions supporting the 
social, economic and technological 
growth of the Sub-Carpathian region 
in Poland and it has a significant im-
pact on the national and international 
development in these areas through 
the implementation of diversified ini-
tiatives and projects.

The JAP was established in 2006 
as the Leader Local Action Group 
(LAG) in order to create a balanced 
and sustainable local life in the re-
gion of Järva. The aim of JAP is to 
help preserve and revitalize rural life 
by improving the environment and 
expanding social cohesion as well 
as by developing the rural economy 
and increasing employment. JAP is 
active in the central part of Estonia 
(Järva district) and assists eight mu-
nicipalities: Albu, Ambla, Järva-Jaani, 
Kareda, Koeru, Koigi, Paide and 
Roosna-Allik. JAP has 73 members: 
8 municipalities, 42 non-governmen-
tal organizations and 23 enterprises.
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 3.1. Camera types and set 
up for image taking

3.2. Elements of Appropriate 
Exposition 

3.3. Disturbing and Unwanted 
Elements 

3.4. Graphic Elements of the 
Image 

3) Basics of Photography 
This section of the Guidebook focuses on the practical side of 

taking images. In the first part we discuss the image taking de-
vices used currently in photography. The section describes the 
functions, benefits and limits of mobile (smart) phones, mirror 
less compact cameras and single lens reflex (SLR) cameras. 
We intentionally quit using the so-called compacts as most of 
the smartphones have already reached and often exceed the 
capabilities of this type of cameras. Based on this section the 
learner will be able to make informed choices about their selec-
tion of appropriate tools for specific photographic projects. 

Smartphones 
In the past few years the smartphone market has grown wide-

ly worldwide.
Thanks to the enormous competition and aggressive pric-

ing smart mobile devices are now available worldwide not only 
for managers and wealthy dealers, but also for the main target 
group, for ordinary users and their families.

A smart cell phone with a decent camera is used today not 
only by young people but also by people born earlier and by 
schoolchildren, and we can often see mobiles even in the hands 
of preschool children.

With fast and relatively cheap internet and a host of modern, 
sophisticated social networks taking pictures and instant online 
photo sharing is a widespread worldwide phenomenon.

Basic settings and functions
Clearly the most common camera setting in mobiles is defi-

nitely "Auto". In reality you will not find a person who would be 
looking at camera settings in their mobile. The automatic shoot-
ing mode in clever mobile phones is smart, at that smart enough 
that even an experienced photographer must recognise the tre-
mendous progress and accessibility of photography functions in 
smartphones.

The vast majority of people have no idea of ISO sensitivity, the 
diaphragm is not set on the mobile (it is fixed at the factory) and 
the time is set very precisely by the machine itself.

No one's mind is focused on focusing when shooting from a 
cellphone. At such a minimum focal length (cell thickness) the 
depth of the sharpness from a few centimeters to infinity is guar-
anteed. When trying to compose, we just click on the desired 
display location. The cell phone instantly focuses and sets the 
correct sensitivity and shutter speed. It is practically impossible 
for a little educated user to make a bad photo. Personally, I like 
to take images with a mobile and I do so quite often. It is small 
and always ready in your pocket. I like to let the machine think 
instead of me. It is quick and comfortable.
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For more demanding compositions, in cases of fog, backlight, 
when doing so-called "macro" and the like, I choose the "Pro" 
mode (probably a professional mode). This allows me to fully ad-
just all parameters: The less light I have, the more I need to set 
the sensitivity of the sensor (ISO) or to reduce the shutter speed. 
Or I do not have to. It is better to admit the true twilight. Admit 
real fog. Shots from the automatic machine are definitely clear, 
brilliant, exciting. However, they sometimes lack atmosphere.

In poor lighting conditions, autofocus fails, but manual mode 
can be used to focus. Manual focus setting is required especially 
when capturing video sequences. By the way, I turn off auto fo-
cus while shooting with a great camera. It is easy to see the vid-
eo from the slot machine (both from the cell phone and the big 
camera), because the automaton is looking for contrasts (also 
for faces) to focus on. This quick, intense search is called “pump-
ing.” In the finished video one can see how the lens "pumps".

The universal mobile setting is therefore the Auto function, 
which takes care of everything you need and the photographer 
can only deal with the correct composition of the picture and 
capture the best time to take the picture.

Modern mobiles offer a great "Zoom" feature. Approach. But 
watch out. It is a lie. It is just a fake trickery for buyers. In fact, it is 
just a cut. With each so-called zoom, the image quality is notice-
ably reduced. What we see on the screen as an approximation 
is actually just a snapshot of the original image. With extreme 
zoom the slideshow is hardly usable.

For real-size cameras with true large lenses it is different. 
There 13 or more optical members in six or more groups are 
involved in the magnification of the image and the image in the 
sensor (formerly the film) becomes larger by the optical path. 
Not just its enlarged cutout. The image is therefore good even 
when zooming. This is the main difference in optical or digital 
zoom.

The advantages and limitations of mobile photography are 
obvious:

The biggest advantage of the mobile I most appreciate as a 
longtime professional photographer is the fact that the mobile is 
small, light and always in my pocket. No heavy bag with a great 
dish. Whenever I get my cellphone and I have a solid photo, I 
can immediately share it with editorial staff and via social net-
works with friends around the world. You can conveniently view 
and edit the photo object and then the finished photo on a large, 
high-quality "live" mobile phone display. Such a display has no 
professional, let alone amateur SLR.

In today's mobile there are also highly sophisticated photo ed-
itors that allow basic fast editing of captured images such as 
cropping, orientation change, contrast, brightness, saturation 
and color temperature, clarity of shadows. They do not have big 
cameras. There we have to wait until we get to the computer.

Another indisputable advantage is that everyone now has 
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a cellphone, and no one is afraid of the cellphone anymore. 
Today mobile photography is so widespread that it is applied to 
take pictures of everyone and everywhere and everything. And 
those "selfish" ones! In fact, mobile capture cannot be disabled. 
However, when I pull out a large mirror with a portrait lens and a 
sun visor, I often see the back of my face.

Restrictions on mobile photography include lower output qual-
ity and lower contrast dynamics. This is due to the miniature 
lens, entry lens and to the mini chip. Yes, the screen image is 
great. On tablet and laptop as well. But for print purposes, or 
even for professional printing, the outputs from your mobile are 
weak. 

A relatively large mobile limitation is the impossibility of zoom-
ing (optical zoom). This is due to the extremely small focal length 
(distance between the plane of the input lens and the chip before 
the film). There is hardly a mobile phone that is thicker than 5 
mm. But the focal length of the lenses of classic cameras is 50 
mm, i.e. 10 times more. Zoom lenses are well over 100 mm.

In practice this means that the lens of your mobile at such a 
small focal length is working with a huge depth of sharp field 
(depth of field) and virtually everything in the images. At the same 
time such a lens captures a very wide angle. When compared to 
the standard lenses of classic cameras with a focal length of 50 
mm or more, we receive images with a smaller image angle (in 
popular terms: it is not enough). With a longer focal length the 
depth of the sharp field drops considerably and requires careful 
focus. It can be said that the longer the focal length of the lens 
(for the classic cameras), the more sensitive the image to the 
correct focus.

However, this seemingly unfavourable phenomenon is used 
in creative photography, where, thanks to a small depth of field, 
we can choose what is to attract the viewer's attention, and let 
the picture be left unmarked, blurred (off the depth of a sharp 
field). Achieving a sharp object on the slide from a cell phone is 
out of a blurred background, and it is very difficult, even almost 
impossible for an amateur.

Short summary:

The benefits of taking pictures with a mobile phone are many 
for the average user: The mobile is small and light, it is always 
ready to go, everything is done automatically, easily and quickly, 
without the need for a complicated set-up. The user may not be 
burdened with knowledge of exposure parameters (ISO sensi-
tivity, aperture, time, white balance, exposure compensation, fo-
cus). Large, high quality display with instant live preview, instant 
sharing on the Internet and its social networks.

Restrictions on mobile photography are generally negligi-
ble: Lower image quality for larger print sizes, impossibility to 
zoom, inability to make serious creative photos, high battery 
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consumption, inability to connect accessories (external flash, 
external microphone), worse ergonomics.

Despite the above limitations, the advantages of convenient 
and fast taking of pictures from the mobile phone clearly prevail. 
Virtually no cell phone can be bought. And so mobile people are 
taking pictures of people of all ages, from small to retired chil-
dren. Still, anyone who wants to have really good photos without 
a classic camera cannot do it. Do you want proof? It is a wed-
ding. Or graduation ball. Or graduation. Do you invite a person 
with a big photo bag, large mirrors, system lightning and many 
lenses, or do you have a guy who holds a cell phone in one hand 
and a glass of beer in the other? 

How to make smart use of the camera in your 
smartphone

In previous chapters we discussed the main advantages and 
limitations of taking pictures with a mobile phone. If we want to 
take up photography as a creative art, we cannot be satisfied 
with limited possibilities of fully automatic exposure without the 
possibility of inspection, without the possibility to intervene in 
the setting of the exposure parameters. Let us look at the basic 
manual settings of your mobile when taking pictures in different 
modes.

Probably everyone has already experienced the desire to take 
pictures of a beautiful landscape, a colourful arched rainbow, a 
sunset. Automatic mobile phone setup in landscape photogra-
phy is very popular and very widespread. And also safe. Auto in 
landscape mode has nothing to go wrong with:

FOCUSING
The focus of mobile phones is (from the minimum focal length 

of all mobile phones) from less than a meter to the so-called 
infinity (it stands for a lazy eight). There is no involvement of 
automaton in setting the focus of the landscape. The "infinity" 
parameter is already set in the factory. The automatic function 
does nothing.

SENSITIVITY (ISO)
Whichever automaton evaluates ISO sensitivity as best it can, 

a good photographer tries to set the ISO value as low as possi-
ble. Regular mobiles have the lowest and therefore the highest 
quality of 100 ISO setting. Like the vast majority of large camer-
as. Better and more expensive mobiles offer a wonderful sensi-
tivity value of ISO 64. As well as expensive large sized mirrors.

The latest, very expensive mobile phones already have such 
high-quality lenses that manufacturers can afford such low sen-
sitivity as the fabulous ISO 50. Frankly, as a longtime user of 
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large professional mirrors, I am thrilled with these 
new mobile phones. Not only because I always 
have a mobile phone in my pocket, which has a 
great high quality display with a live image, but 
also because it allows for the full manual setting of 
most exposure parameters. When shooting land-
scapes and distant subjects, we choose "infinity" 
and in the daytime we opt for the lowest ISO.

LIGHT AND CLONE
The luminance of the lense is an indication that 

tells us how much light passes through the lens 
to a sensor, or a chip, or a film earlier. The less 
light we have when shooting, the lighter the lens 
must be. Those who have a high-quality lens (not 
only for mobiles but for all types of cameras) do not 
need to increase the sensitivity of the sensor, and 
may use shorter shutter speeds to avoid motion 
blur and/or regular blur. 

But the production of high quality lenses is tech-
nologically very demanding. This, unfortunately, is 
noticeably reflected in the price of such lenses.

 TRIPODS AND MONOPODS
At the beginning of photography, as well as at 

the beginning of digital photography, when films 
and chips were not as sensitive as the recent 
ones, it was necessary to use either very expen-
sive light lenses, or let the light come to the film/
chip for a long time. In cases of hand-held shooting 
we can avoid knocking for 1/30s at most. If it is 
not enough and the picture is too dark, we need to 
protect the camera against movement. Therefore, 
there are photographic tripods. For studio work 
and serious work in the exterior, different and very 
heavy tripods (with three legs) are used. For quick 
reporting and hiking, lighter and more comfortable 
monopods (with a single leg) are recommended. 
While each camera has a tripod thread, I have not 
seen a tripod thread yet on mobile phone. That is 
why you need to buy a small tripod with a special 
mobile holder.  

SENSOR SENSITIVITY
Old celluloid films with sensitive photo emul-

sion have now been fully replaced by the so-called 
sensors, also called sensors and chips. Whoever 
has a high-quality light lens, even in the worst light 
conditions, will suffer with a lower sensitivity of the 
sensor and his images will not be of high quality.  



SOL - Sense of Light

SOL Guidebook of Commercial Photography 10

Easier and cheaper than buying light lenses and tripods is to 
increase the sensitivity of the chip so that it does not need as 
much light. This was not possible with films. There were different 
film sensitivities but always one sensitivity for the whole film. I 
remember ISO 100 films, ISO 200 films and amazing ISO 400 
sensitive films.

That was already something! The film featured 36 pictures, 
all with the same sensitivity. Today the SLR has a sensitivity of 
12800. On a state-of-the-art mobile phone I have even sensi-
tivity of ISO 24000. The possibility of instantaneous sensitivi-
ty change of the sensor was literally a breakthrough in digital 
photography. Today we take it as a normal thing. Today we can 
set different chip sensitivity for each single shot. The visitor will 
comfortably photograph the panorama of a church in full sun-
light, the interior of the church in the dark and then an interesting 
night shot. Recently he would have needed three films, each 
with a different sensitivity, each with 36 frames. Professionals 
had three cameras.

APERTURE 
All common inexpensive and expensive cameras have a great 

advantage over mobile phones: their lenses can handle clutter. 
If lights are too high, large lenses are immediately automatically 
or manually obscured. Mobiles cannot clone. They have a single 
aperture (the best the manufacturer can do). The camera aper-
ture on the cellphone is factory-set and cannot be changed. An 
option to change it would be complicated from a technological 
and manufacturing point of view and in massive competition mo-
biles would be expensive.

So, what will happen, when a cellphone cloning does not know 
how to avoid overexposed images? Cleverly, it will first instantly 
reduce the sensitivity of the chip itself. That is why we prefer 
mobile phones that offer the lowest sensitivity of the chip. As we 
have already explained, the common sensitivity for high-quali-
ty images is ISO 100, better ISO 50, or something in between. 
Crazy high sensitivity like ISO 24000 is extreme and I have nev-
er used it so far. 

Here is another powerful trick to check the right exposure: 
EXPOSURE DURATION, CLOSURE TIME. A low ISO sensitivi-
ty value means high image quality, but at the cost of higher need 
for light. If we do not have enough light when shooting and if we 
do not want to increase the ISO sensitivity, it will help, if we keep 
the weaker light on a less sensitive chip for a longer time (it is 
only a fraction of a second). The term "exposure time" or "shutter 
speed" has been used. It is measured in fractions of a second.

For example: 1/30s (about thirty seconds) is about the last 
shutter speed of the camera or mobile, a time length in which the 
instructed photographer can keep the camera or mobile in hand 
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(without a tripod) without shaking it. 1/30 is twice as long as 1/60. Similarly, 1/250s is twice as long as 
1/500. The 1/1000 and 1/2000 and 1/4000 times are also used.

Just for the idea: when one second is divided into 2,000 equal pieces, one of them will create our 
picture. That's amazing! Large cameras and mobiles with so short times work normally. Mobiles even 
choose interesting non-standard intervals to get the most accurate exposures. We use these short 
shutter times if there is a lot of light or if we want to capture fast movement (usually some sport) sharply 
without motion blur.

Long shutter speeds are used in worse light conditions or if you want to visualize motion (motion blur). 
A well-known example is that of water rays. Virtually everywhere a sharp photo of flowing water creates 
the impression that it has stopped, the so called "dead water". A shot taken at a shutter speed of 1/10th 
is much nicer, as due to the flickering one can see directly how the water flows live. Similarly, you can 
work with night city images. A short shutter speed will make everything look sharp but stiff. During the 
exposition, for longer time, it is enough to draw the lights of passing cars into the picture, and the picture 
will acquire creative dynamics.

PORTRAIT
Everybody has many portraits of their loved ones. A professional would have a special portrait lens, 

the so-called "long glass". The best-known and most used one is about 135 mm. No distortion and beau-
tifully blurred background. But be careful: Mobiles usually have wide-angle lenses, a focal point of about 
26 mm. This can easily cause distortion. If we do not want a big nose in the picture, we should not take 
a close-up with a smartphone camera. 

It is different, when I want to use the distortion of a wide-angle lens intentionally.

GPS
With new mobile phones it is commonplace now that altitude information is included in the picture and 

GPS coordinates could be also available. When you later want to travel to the place where you took a 
photo from your cellphone, just click on the photo and the mobile navigation will make you safely there, 
be it on foot, while cross-country skiing, by bike or by car.

HDR
Another great snapshot can be captured by a mobile phone in a very well-functioning HDR (High 

Dynamic Range) mode, which is the "composing" of the resulting photograph from several different-
ly-exposed (differently "light" and "dark") sub-frames. A mobile in HDR mode scans the same three 
images: very dark, right and very light. They are stacked on it as a sandwich. From a dark frame the 
program uses details that are missing in the light of the bright one. From the bright image it uses the 
details that are drowned in the shadows of the dark picture. HDR allows you to take pictures even when 
it is impossible or difficult to do so in a traditional process.

So, remember: The advantage of taking pictures with ordinary mobiles is a fully automatic mode with-
out the need for any camera intervention. I point and click.

The advantage of advanced mobile phones is the ability to manually adjust important exposure pa-
rameters. We determine how precise the resulting image should look. Of course, more advanced mo-
biles also offer fully automatic mode. However, their algorithms are much more sophisticated.
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Compact system cameras
Until 2009 you had 3 options for your image taking: cheap, point 

and shoot cameras that are currently almost totally replaced by 
smartphones oriented for average consumers and the so-called 
super-zooms or compact cameras with full manual control and 
zoom lenses (so called “bridge” cameras). Professionals and 
devoted amateurs used SLR or DSLR (digital single lens reflex) 
cameras that used interchangeable lenses. In the year 2009 
Olympus launched the very first camera without flopping mirror 
(mirrorless) and this camera changed the market. Without mirror 
there is no need for optical viewfinder, the cameras are therefore 
lighter and smaller. They use either an electronic viewfinder or a 
rear LCD screen for focusing. So what are the differences and 
benefits of mirrorless (CSC) cameras over the popular DSLRs?

1)  Image Quality 
CSC cameras use the same sensors as DSLRs, but there 

are also smaller formats like Micro Four Thirds format used by 
Panasonic and Olympus for even smaller cameras. The brand 
new Sony Alpha A7R III uses 42.5 MP resolution and in the DXO 
sensor mark system is ranked among the best sensors for all 
kinds of photography, thus beating the full frame and much more 
expensive DSLRs. Many new CSC cameras use full-frame sen-
sors that enable them to reach the highest achievable image 
quality.  

2) Viewfinder
CSC cameras use mostly electronic viewfinders. So they dis-

play the image directly from the sensor without using the optical 
mirror systems. Because of this CSC cameras still have a little 
lag if you move the camera quickly. The advantage of electronic 
viewfinders is that they can display a lot more information than 
an optical viewfinder, including live image histograms. Some 
cheaper CSCs and almost all compact cameras have no view-
finders at all, so you have to use the rear screen to compose 
photos. In tricky bright light and direct sun situations you cannot 
use the LCD at all. Electronic viewfinders can also display the 
pre-shot situation (how the image will probably look like) so you 
can see the result of your work in advance.

3) Size and weight 
Due to the absence of the optical mirror system the CSC cam-

eras are definitely more compact, lighter and smaller. This can 
be a big advantage over DSLRs in your travel adventures. The 
dimensions and weight are among the biggest reasons for a de-
cision to buy a CSC camera. However, similarly to DSLRs in 
cases of sports or bird photography, you need bulky, heavy, big 
lenses. Thus the body with the lens can represent a same chal-
lenge like in DSLR combinations. 

The Micro Four Thirds sensor format of Panasonic and 
Olympus cameras is smaller and the lenses used there are 
smaller and lighter, too, so they represent a more portable sys-
tem, however at the expense of image quality (sensor size).

4) Price 
The high end mirrorless cameras (e.g. Sony Alpha A7R III) 

cost as much as the best prosumer or semiprofessional Nikon 
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or Canon DSLR cameras. The cheapest ones often lack any 
viewfinders, which limits their overall use in any light situations. 

5) Lenses
The number of new lenses produced by CSC system com-

panies is growing. The leader in this area is Sony, which also 
offers genuine, excellent but pricey Zeiss lenses. Olympus and 
Panasonic use the same lens mount for their Micro Four Third 
system and produce a growing number of new lenses. Another 
option is to use the lens adaptors (Canon to Sony mount con-
version) produced by Sigma. You lose the perfect autofocus and 
subject tracking. However, you can use a wide range of Canon 
lens systems. Generally, CSC cameras still do not have the 
same range of lenses as that of the leading DSLR companies 
(Canon, Nikon).

6) Autofocus
CSC cameras use sensor contrast based autofocus. The 

most advanced CSCs have developed more advanced hybrid 
autofocus systems that combine the contrast autofocus with 
phase-detection pixels on the sensor. The accuracy and speed 
of the autofocus in these cameras are in conformity with the re-
cent DSLRs. Besides that, most CSCs have much better per-
formance in Live View autofocus mode when they use the LCD 
screen for focusing.

7) Continuous shooting 
The CSC mirrorless design makes it easier to add high-speed 

shooting partly because the mirrorless system has fewer moving 
parts and partly because many models are now pushing ahead 
into 4K video. This demands serious processing power, which 
helps with continuous shooting, too. Mirrorless cameras like 
Olympus OM-D E-M1 Mark II can shoot 60fps and Panasonic is 
pioneering the use of 4K video to capture 8-megapixel images 
at 30 frames per second from it.

That is not quite the full story though. While the Canon will 
blitz away at this rate with continuous focus tracking in action, 
the Olympus will use an electronic shutter to achieve this and 
the focus will be fixed. That said, activate the mechanical shutter 
on the Olympus and 10fps is possible with full focus tracking.

8) Other features 
Due to the ICT technology development the 4K video is be-

coming more common in CSC systems. It also leads to better 
live view autofocus.

As regards photographic features and controls, CSCs are 
in pair with DSLR cameras. They all offer full manual control 
over exposure and focusing and can shoot raw files as well as 
JPEGs, allowing you to get the best image quality possible. In 
any one sector, such as entry-level cameras, enthusiast or pro 
models, the control layouts and capabilities are pretty similar. 
Entry-level DSLRs tend to hide away the manual controls under 
a layer of automation, but it is the same for CSCs. Keep in mind 
the point about viewfinders, though: all DSLRs have viewfinders, 
but often cheaper compact system cameras do not have them.

Concerning battery life, CSC cameras tend to shoot half or 
even just one third of the images taken by DSLRs with a single 
battery charge.
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Digital single reflex cameras (DSLR) 
Contrary to the two lens optical system cameras used in the 

first half of the 20th century and after World War II, the single lens 
reflex cameras use optical pentaprism for focusing and viewfind-
er functions. The system (before the appearance of mirrorless 
systems in 2009) remained the same for film and digital cameras 
for more than 50 years. The DSLR feature an interchangeable 
lens system using specific mounts for every brand. They feature 
TTL (through the lens) viewfinder so you can see what the lens 
sees. DSLRs are bulky and heavy: in addition to the optical sys-
tem, they are more and more often weather sealed and have a 
battery grip for extended battery life and quicker shooting. All 
DSLRs can mount an external flash on top and other accesso-
ries into hot shoe and all offer complete manual control over the 
photographic and image processing or size quality functions.

In case you want to take high quality images and have full 
creative control over the image taking process, the DSLR is your 
choice. So what are the basic features of the DSLR? 

1) Price 
The prices of the DSLR are constantly dropping. Why? The 

leading camera companies face competition in the camera mar-
ket where new technologies and models are quickly presented 
and they want to sell their expensive range of lenses primarily 
produced for DSLR cameras. A beginner DSLR camera (in most 
brands) starts around EUR 400 (body only). They are usually 
marketed with basic, cheap kit zoom lenses of 17-55 and 70-250 
mm for additional EUR 2-400. So, if EUR 1000 is too high a price 
for your photographic hobby, look for a compact ultra-zoom or 
cheaper mirrorless system. Photography is an expensive hobby 
and depending on your preferences and topics in the future you 
need to invest in specific lenses and related equipment (tripods, 
flashes, filters, or even a studio). Currently, the best available 
cameras of every brand would cost you around EUR 5500 for 
a body, and if you add a prime lens and two high quality zoom 
lenses (Nikon, Canon, Sony), the cost will be equivalent to that 
of a small car.

2) Lenses
One of the biggest reasons you want a DSLR camera is the 

option to interchange lenses. The more costly the camera (e.g. 
with full frame sensor and high resolution), the better and more 
expensive lenses you need. Depending on your photographic 
topics or areas of interest, you invest your resources into appro-
priate lenses. The most popular lenses for skilled enthusiast am-
ateur or semi-professional photographers are described below.

Which lens is right for you?

It depends on what you are shooting. Some common sub-
jects include landscapes, portraits, nature, sports and action, 
wildlife. Different subjects require different lenses. One helpful 
aspect to consider is focal length. Focal length is the distance 
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between the lens and the image sensor when the subject is in fo-
cus. Generally speaking, close-up shooting requires lenses with 
shorter focal lengths, and distance shooting requires lenses with 
longer focal lengths.

Subjects and the lenses most ideally suited for them:

 + For landscapes, skyscapes and wide panoramas – an ul-
tra-wide angle or (fisheye) lens with a focal length range be-
tween 8mm – 24mm. Most popular for this is the prime (single 
focal length) 8mm “fish eye” lens. Photographers’ all-time favou-
rite ultra-wide zooms are the 16-35mm f/2.8 or 17-40mm f/2.8 
lenses (all around and above EUR 1000) or their cheaper f/4 
equivalents (EUR 400-800).

 + For interiors, architecture, and landscapes – a standard 
wide angle lens with a focal length range between 24mm and 
35mm, however most photographers use the ultra-zooms for 
this purpose. 

 + For general purpose shooting – a standard lens with a fo-
cal length range between 35mm and 85mm (50mm is the most 
common). The 50mm lens is definitely among the most popular 
ones. The best (fast) constant aperture lenses have f/1.2, how-
ever they are very expensive. A far more affordable option is to 
buy 50mm f/1.4 lenses. These classic lenses with a fast max-
imum aperture are ideal for everyday shooting, perfect in low 
lighting situations and great for shallow depth of field control. 
They produce images with beautiful bokeh (background blur). 
The 50mm f/1.8 is nearly as "fast" as the f/1.4.

 + Another very popular “basic” all-purpose zoom standard 
lens is the 24-70mm f/2.8 lens. It is sufficiently fast, sharp and 
suitable for daily shooting in low light situations. They come 
weather sealed, stabilised with smart optical formulas. Their 
cheaper siblings are the f/4 lenses for a half price.

 + For portraits and candid (glamour) shooting. – a short 
telephoto lens with a focal length range of 85mm – 135mm. 
Professionals use ultra-fast and very expensive prime lenses 
(85mm f/1.2) or their cheaper equivalent 85mm f1.4 and f/1.8 
lenses. A smart solution for portraits and close up photography 
can also be a 100mm f/2.8 macro lens, and for candid portraits 
the 135mm f2 is suitable as well.

 + For close sports and action – a medium telephoto lens 
with a focal length range of 135mm – 300mm is recommended. 
However, the most popular and used medium tele-photo zoom 
lens is the 70-200mm f/2.8. It creates nice blurry bokeh and is 
often used for tele-photo portraits as well. The price is around 
EUR 1300 and EUR 800 for the slower f/4 versions.

 + For wildlife, for sports, and astronomy – a super telepho-
to lens with a focal length above 300mm is recommended. 
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The cheapest and most affordable super tele-photo lens is the 
400mm f/5.6 or 300mm f/4 lens. For professional sport, wild-
life and particularly bird photography fast and extremely costly 
“prime” stabilised lenses are most suitable. However they are 
affordable only for well paid professionals, agencies and rich de-
voted amateurs (the 200-400mm, 500mm, 600mm and 800mm). 
Their prices start around EUR 3000 and currently finish around 
EUR 15000.

 + For specific purposes there are several lenses in the market 
that can fulfil your creative needs. Landscape photographers en-
joy the so-called tilt and shift lenses that enable them to produce 
amazingly sharp and focused images or special 5:1 macro lenses 
for true macro images that help one explore the micro-cosmos.

What should you buy for your creative approach?
Answer the following questions and figure out.

1. Do you want to change lenses in your camera?
2. Do you want to have greater control on the settings in your camera?
3. Do you want to create HD or 4K home videos?
4. Do you want to blur the background in your portraits?
5. Do you take many images in the dark or inside?
6. Do you want to take more professional looking images?
7. Do you want to increase the speed of your camera?
8. Do you want to control external flashes and use a studio?
9. Do you want to utilise special effects (infra, macro)?

10. Do you want to take images of wildlife and birds?

If you answered YES to every question above, get a DSLR 
system. If you answered NO to more questions, get a compact 
or mirrorless system.

3) Size and weight

DSLR cameras are made of sturdy plastics or metal alloys 
and the more expensive ones are weather sealed. They use ef-
ficient large batteries (3 x more power and images taken than 
in mirrorless systems). They use an optical viewfinder and have 
many control buttons on their bodies. Altogether it means that 
they are heavy and bulky. The body only (without battery grip) 
is around 750 to 1300 g. The lenses, particularly the fast ones 
(bellow f/2.8), contain a complicated system of precise glass 
components and are very heavy (500 g to 5600g). You will need 
a sturdy tripod and a large camera bag. 

4) Viewfinders and focusing 

All DSLR cameras have optical viewfinders. This means that 
you focus through the viewfinder in the rear through the mirror 
in the top of the body. The focusing itself is done by turning the 
focus rings on the body of the lens (manual focus) or through 
autofocus systems. You can also use the electronic viewfind-
er and compose and focus through the rear LCD screen. The 
Live View option is much better in the CSC systems. However, 
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the recent developments (touch and articulated LCD screens) in 
DSLR cameras have improved the Live View controls in them. 
Electronic viewfinders can display more useful information than 
an optical viewfinder.

5) Autofocus 

DSLRs currently utilise the best autofocus systems that per-
manently increase the number and sensitivity of focus points 
(from 9 to more than 300 points in couple of years). They use 
new “phase detection modules” or contrast detection systems 
and enable one to efficiently track fast moving subjects. In re-
cent years several brands have invented and utilised dual pixel 
CMOS autofocus systems (phase detection pixels) arranged on 
the sensor body. This is designed to give faster autofocus in 
live view mode to close the gap on CSCs. Most DSLR cameras 
however are still weak in Live View mode. The Live View mode 
is used in video recording and in macro or infrared photography. 

6) Other features

Due to their fast tracking autofocus and continuous shooting 
DSLR cameras have been used in sports events (dozens of big 
grey and black ultra-zoom lenses have been covering the big 
global sports events). They can shoot up to 14 fps (frames per 
second) and thus capture the right moment of the event. The 
rapid developments in CSC mirrorless systems however have 
beaten the DSLR cameras in this area and have made it possi-
ble to either increase the speed (60-300 fps) or use the 4K video 
stream to “separate” single images from the video recordings.

Since Canon introduced the 5D Mark II camera in the market, 
small movie makers started to use DSLR cameras with inter-
changeable lenses to record high quality HD videos. The quality 
is very good and the price of the equipment is a fragment of 
the professional video camera systems (EUR 3 000 to 30 000). 
DSLR cameras benefit from the wide range of already available 
lenses, sensitive and high resolution sensors (50 MP). However 
they lack advanced video control. They use the Live View mode 
in the rear LCD screen for videography.

All DSLR cameras have a full set of manual controls over the 
important features of image taking. In most expensive and ad-
vanced cameras (using battery grips) you can shoot vertically 
and horizontally, have important control buttons on the body 
and in ergonomically comfortable places. The entry level DSLRs 
tend to hide the manual controls inside the software and you 
need to make several steps to set up the camera.

7) Image quality 

DSLR cameras use full frame or smaller sensors. These are 
several times larger than in compact cameras and influence the 
image quality. The full frame sensor is identical in size with the 
35mm film frames. The resolution and quality of these sensors 
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is rapidly increasing, DSLR cameras have already 
reached the former resolution of the medium format 
(over 50 MP). They have introduced a dual pixel 
structure in the sensors and improved the low light 
sensitivity of the sensors as well. Currently the best 
sensors are made by Nikon and Sony, however the 
technical quality (in terms of pixel level) of the imag-
es of various brands is just marginal.

All DSLRs produce much better pictures than 
compact cameras when the light is dim. Even the 
best compact cameras struggle indoors without 
flash, giving blurry pictures.
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3.1. Camera types and set 
up for image taking

3.2. Elements of 
Appropriate Exposition 

3.3. Disturbing and 
Unwanted Elements 

3.4. Graphic Elements of 
the Image 

3.2. Elements of Exposition

a) Exposition triangle (ISO-
Aperture-Shutter speed)

b) Rule of thirds and other 
composition aids

c) Depth of field and how to 
use it

d) Prime and zoom lenses 
(Wide and tele-lenses)

e) Aperture and shutter prior-
ity (when and how to use them)

f) White balance and how to 
use it 

3.2. Elements of Appropriate Exposition
a) Exposure triangle (ISO-Aperture-Shutter speed)
What exactly is exposure?
Simply speaking, exposure is a record, it is an image. More 

precisely, it is the amount of light that falls through the lens 
(through the aperture), at a certain time (exposure time), to the 
light sensitive material (SD or CF card for digital cameras or 
photographic film for analog photography). Thus, the exposure 
triangle is nothing different than the relationship between time, 
aperture and ISO sensitivity.

Listing them in order, what are the parts of this triangle?
Trying to explain and illustrate them as some parts of every-

day life we can say that:
*an aperture is a window with shutters;
*exposure time is the speed of opening and closing of those 

shutters;
*sensitivity is a human wearing sunglasses that becomes our 

camera array.
An aperture is an element situated in the middle of the lens, 

consisting of blisters, the so-called aperture leaves. By moving 
the lens ring or using the rotary knob in the camera we can open 
or close the shutter lids. Thanks to such procedures the open-
ing or closing of the aperture causes a different amount of light 
giving to the matrix, so that we are able to regulate correct expo-
sure / correct brightness of the image.

This is not the only merit of the aperture. It is worth mention-
ing that the aperture is marked with “f” and is a number from f = 
/1.2 (very large aperture, very bright lenses) through f/1.4; 1.8; 
2.8; 5.6; 8, up to f/22 or more (where at f/22 there is very narrow 
shutter aperture, the opening is small and it gives much less of 
the light). Thanks to its opening, we might get a depth of field, 
such as f/2.8, and smaller values, so that when the aperture is 
large, open, we can better distinguish one frame from another 
and drown the background. When the shutter is closed, for ex-
ample at f/22, the aperture of the opening becomes tighter and 
the image becomes sharper in its whole frame, each plane of the 
image is just as sharp as all others.

As an example for better understanding of the shutter opening 
and shuttering dependency: if the other parameters (time and 
ISO) are not changeable, then if we set the aperture to f/1.8, the 
picture will be much brighter than when we set the f/11 shutter.

When we talk about lenses that we might find in the market, 
the most common focal lengths (e.g. 18-55 mm) have f/3.5-5.6 
aperture, that is, if the lens will operate in a wide range of 18 
mm, the aperture may have the lowest f/3.5. At the focal length 
of 55 mm, the lowest aperture will unfortunately be f/5.6.

EXPOSURE TIME is exactly the lightness time. During a 
snapshot the mechanism is moving, it is closing and opening, 
so we can decide at what time we want to take our photos. The 
shutter speed determines the amount of light that is going to 
fall on the array. Using the manual settings of the camera, we 
might decide which aperture value of those mentioned above is 

The aperture in the picture is f/8.0
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going to be worthwhile, we also indicate how much exposure time the camera requires, in the simplest 
explanation, how long the shutter will be open. It can be said that if the time of lightening is longer, the 
picture should be brighter. As a good example we might indicate night shots, where the exposure time is 
always set as long, in the order of 10 seconds or even more, because the light is low and it takes more 
time to illuminate the matrix or photographic film. Such images where long time is needed should be 
made from a tripod, because if executed with a handheld camera, the images will be raised and might 
not be as clear as desired.

One important thing to note is that the exposure time should not be longer than the focal length. What 
does this mean? This means that if you use a 35mm focal length lens, the exposure time should be no 
longer than 1/35 of a second. Similarly, if we use a longer focal length, e.g. 200 mm, in order to get a 
“steady” image with a handheld camera, the exposure time must be shorter than 1/200 of a second. 
When the exposure time is set as short, that is, the time is in the order of 1/250 of a second or shorter, 
and the subject is photographed as flowing water, the movement of such a river will be frozen.

ISO sensitivity is the last element of the exposure triangle. This parameter determines how the matrix 
of our camera reacts to light. In the era of digital cameras this task is much easier, because each frame 
can be set to a different sensitivity. In analog photography, each 36-shot film has the same sensitivity. In 
case of worse weather conditions, you should remember to raise the ISO, if you want the image to be 
undisturbed and not blurry. Currently in the higher ISO digital SLRs we can raise it quite high without a 
risk of loss of image quality. In standard cameras an ISO value of more than 800-1200 produces some 
noise in the image and results in its lower quality, such as worse contrast.

Remember! In order to get a good quality picture, it is better to fasten the camera to a tripod and in-
crease the exposure time without raising the sensitivity to higher values.

As you can see, each of these three parameters has an impact on the quality of the pictures and 
on the other two. To achieve the same quality and brightness of the image, but in different conditions 
(lighter, darker) we must remember the relationship between the aperture, the exposure time and the 
sensitivity of the sensor. That will make it possible to select the appropriate parameters. In this triangle 
of dependencies we need to know that as we change one parameter, we need to compensate for it by 
altering one or two others. Of course, in addition to the manual mode, we also have modes for preset 
aperture and time. If we use the aperture priority and set the focus by opening or shutting down the 
camera, the camera automatically selects the shutter speed. However, keep in mind that in low light 
conditions, even when you open a wide aperture (e.g. f/2.8), you have to raise the ISO sensitivity, so that 
the time will allow the equipment to be handheld, while the picture remains undisturbed. It is essential 
to remember the relationship between the parameters in order to be able to work consciously with the 
image. It is very important when we want to get ourselves in the image in order to have the final effect. 
Maybe we care about the image blurring? It is only up to us to be creative and to use the device with our 
“smart” triangle of exposure.

An example is the dependency triangle in the following drawing:
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A photographer is some kind of a painter, but instead of a canvas of a certain size and shape, he has 
to use the matrix of his camera or photographic film cage. Instead of brushes and paints, there are huge 
numbers of elements and mechanisms in the camera and lens that allow the photographer to save a 
given image, as he invented and created it in his mind. In addition to the technical knowledge about the 
dependencies of the triangle of exposure, we need the equipment for the execution of the frame, primar-
ily the knowledge of painting and art in general. Each shot should be the result of a series of decisions 
on the elements we have to use. We choose what is to be included in the frame and what is to be left 
out. We decide from what perspective we want to show something and at what moment we press the 
shutter release. We choose the camera settings. We choose the frame. So if we make all these choices, 
we need to know some golden rules of composition. In some sense, we must know them as a sacred 
book, so that they can be consciously refined and broken.

The most important choice is the choice of the cadre. So, what exactly is a cadre? It is a conscious 
choice of the elements that we want to put in the image and the conscious rejection of the unnecessary 
things that spoil it and the selection of the right settings of optics for the photographed scene.

The following are important elements of composition:
*cadre orientation and its proportion
* tripartite division and strong points, gold splits and gold spiral
* the point of view, the depth
*the line and spot, texture, rhythm.
The first thing is to choose the orientation of the frame. We can choose either horizontal or vertical 

orientation. Each of them determines the way and direction of reading of the photographs. We look 
at a horizontal image differently than at a vertical one. Horizontal cadres are read from the left to the 
right. Horizontal cadres represent pretty well the cadres of life, because we feel the world in this plane. 
Vertical shots are read from top to bottom. This is the main orientation mostly for portraits. 

Horizontal cadre
Another important element of the 

composition that we need to pay atten-
tion to is the proportion of the sides of 
the picture. We have pretty big choice 
in this respect. The most common oc-
currence is the aspect ratio of 2:3 of the 
picture sides. We also have a square 
16:9 or another type of 4:5 frame. Of 
course, modern matrices are made with 
proportions of 2:3 or 4:3. The choice of 
the square must be made at the stage 
of photography taking, but the process 
of cutting off unnecessary parts of the 
photo is done in the digital darkroom, 
because the proportions of the digital 
camera matrix make it impossible for us 
to take a picture with the square shape. Cropping and proportions have a huge impact on the perception 
of the picture. Images with a horizontal orientation of a 2:3 rectangular frame are more static than the 
images with a vertical orientation with the same proportion of the sides. Vertical 2:3 ratios are certainly 
more dynamic, especially when we use them for landscape photography or for highlighting some ele-
ment in a landscape, such as trees. The same sample tree in the 2:3 horizontal frame will be static, it will 
be isolated against the landscape, and in front of all the frame will be read from the left to the right. Our 
tree in the vertical frame will be in a more dynamic reception, still using the right perspective, will take 
size and height. We will read those pictures from the top to the bottom or from the bottom to the top. In 
proportion to the square our model will be exceptionally balanced. The square proportion will allow us to 
calm the horizontal and vertical elements in the image, emphasizing that the horizontal line level is as 
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important as the vertical one. 
Remember that the changes 
made in the proportion of the 
frame affect the entire pho-
tograph and its individual el-
ements inside the frame by 
means of what is known as 
visual weight.

Another important element 
for the correct composition of 
the photograph consists of 
the thirds and strong points. 

The thirds is dividing the frame into three equal parts 
horizontally and vertically (this is a simplified version 
of the so-called golden division). Here is an example: 
if a frame is half-centered in a photo with a horizon, it 
will be more difficult to capture more than a 1/3 split 
of the sky and 2/3 of the height, for example of a 
meadow. By splitting the frame into three with inter-
secting lines, we create the so-called strong points, 
nodes where these lines intersect. That also creates 
a balance inside the frame. If we place an object that 
is relevant to a certain photograph, let us say in the 
sky and in a meadow, for example a tree and a house 
(in one of the house points, and in the opposite cor-
ner of the tree) we obtain a cadre that is not static, 
but allows the viewer to move between one and the 
other, which gives a sense of a dynamic image.

b) Rule of thirds and other composition aids.
The pictures composed in that way will, on the 

one hand, give you a sense of balance and, on the 
other hand, the composition will be interesting and 
addictive. Threesome is a very important principle to 
be aware of and apply, but citing David DuChemin 
(“Language of Photography - Considering Making 
Stronger Pictures”): “If you use this rule wisely, you 
will achieve more captivating images. But is it man-
datory? No, it’s just a principle that can be applied or 
ignored when looking for a composition that will show 
real intentions.”

Due to the ability to split the picture into three, you 
can decide yourself what is most important in the 

frame that the viewer is to pay attention to. This is the so-called visual hierarchy. That might be reached 
in two ways. In the first way, already mentioned a moment ago, we place the most important elements 
in places where the lines of the thirds cross. There, of course, human eyes are caught in the picture and 
we emphasize the essential elements that we want to show to the audience. In the second method of 
accentuating the important parts of the frame, it is the filling of the entire surface of the frame with the 
motifs. An example is a picture of a vertical meadow full of flowers. To dramatize and emphasize that 
for us these flowers constitute the main motif, we will not position the horizon through the center of the 
photo. Here you have to apply the principle of dividing the photograph into 3 parts, where the sky / forest 
will take 1/3 of the frame and the rest will be filled by the meadow. This change of composition introduces 
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dynamics, emphasizes what the recipient is paying attention to.
One thing that has to be remembered is the importance of the visual hierarchy. In the horizontal image 

when the object, for example a human being or animal, is placed centrally, the picture will be boring, 
difficult to remember, and the observer will quickly switch to the next picture. That is because nothing 
outside the central element is 
to be seen inside the frame. 
Just move the silhouette of 
the human figure to the lower 
left corner at the intersection 
of the horizontal and vertical 
lines and immediately the 
person starts to correspond 
with the background. When 
we place another element in 
the opposite corner, the body 
becomes dynamic and both 
elements work together and 
complement each other in the 
picture. When we memorize 
and consolidate the principle of division of a plane into three horizontal and vertical parts, it will be easier 
for us to understand that it also applies to the third dimension, namely to the depth of the image. 

The picture depth is one of the most important features of photography especially in the case of 
landscapes, but it must be kept in mind in every kind of photography. Landscape photographs without 
depths are flat and boring. The easiest method used by photographers is to create a perspective with a 
line. Show in the photo the road running through the whole frame. If you keep 3 planes in the landscape, 
where the first, the main one, is the closest, while the second is the middle one, and the third one is the 
background, then you give depth to your picture and create the illusion of the third dimension. 

Where does the rule of thirds come from?
The origin of this principle in painting is a simplification of the technique called golden division. Golden 

division and what is known as golden spiral, are often found in the world of nature. Graphical repre-
sentation of the golden division is a rectangle whose ratio of sides is 1:1.618. (Remember that the 1:1 
ratio is a square). The grid created by the golden frame distribution is similar to that of the thirds, but it 
is different. Hence, with the golden split, there are differences in the balance of the image. Thanks to 
the tripartite division we can introduce some symmetry into the frame, but this golden division creates 
lightness, elegance and subtlety in the frame.

Let us discuss briefly the golden spiral, which is based on the same ratio of sides. It is asymmetri-
cally curved, starting with a gentle curve and bending into an ever-tightening spiral. The golden spiral 
has been fascinating for cen-
turies. It is attractive because 
it is visually aesthetic despite 
its asymmetry. Golden spiral 
compositions captivate with 
their harmony and capture the 
view in a hypnotic way. They 
are neither easy to detect nor 
correct, but the difficulty of 
finding and capturing them is 
certainly worth the effort.

Vertical View – tripartite division
Horizontal view and strong points

Golden spiral
Natural frame
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c) Depth of Field and how to use it
Depth of acuity is connected to the discussed triangle, and above all it is an important element of 

picture building. It allows you to direct the viewer’s eyes to specific elements of the frame. I focus on 
building ? the already described aperture. Depth of acuity depends on three factors: lens focal length, 
aperture size, and distance from the subject.

First, the longer the focal length of the lens, the lower the depth of acuity is. Another parameter that af-
fects the depth is the size of the relative aperture of the lens. The higher the aperture (e.g. f/2.8-f/4-f/5.6), 
the greater the depth. Thus, when we reduce the aperture (e.g. f/22), the sharpness increases, which 
means that the number of elements sharpened on the frame is increased. The opposite situation occurs 
when the aperture opens, the depth of field will decrease, it will be shallow. Then in the picture, apart 
from the main element we are framing, the rest will be unstable, fuzzy, as if imperceptible and without 
details. The third factor affecting the depth is the distance from the subject. The closer we are, the more 
unclear the picture is. It is very accurate in macro photography, where the photographed flower stalk 

or insect have depth at the fraction of 
millimeters. Thanks to such treatments 
the photo may look different and may be 
seen in a different way. 

It depends mostly on you. Because 
you, as the author, decide what is im-
portant in the frame and what is not. If 
you are taking a family photo, especially 
with an f/1.2 aperture lens, where you 
have a grandmother with a grandson, 
and if you focus on the grandson, the 
grandmother will be fuzzy in the photo. 
Then this photo may be taken badly. 
You need to remember how to create a 
photo in such a way that nobody feels 
offended. We can focus on concentra-

tion, focus our eyes on details, and give thought to the story told in photography. The depth affects the 
expression of artistic pictures.

Distorting a sharp object makes an observer focus on it. The most classic examples in this respect 
are portraits made by using long telephoto lenses. A sharp face against a blurred background. Also, 
with very bright telephoto lenses you can even sharpen only the lips or the strands of hair. Low depth 
of acuity should not be used only for portraits or family photography. We can use it also in landscape 
photography, because thanks to a well-adjusted depth we can get interesting pictures, e.g. we can draw 
(attention to ?) a sharp branch, a leaf, a blade of grass or a single stone.

d) Prime and zoom lenses (Wide and tele-lenses)
Going into photography once more, you already know that the camera is a powerful tool, and knowl-

edge of the artwork gives you great opportunities to create your own image and express your own feel-
ings and thoughts. In addition to the camera body, you still have to operate the lens and it is the most 
important tool for the photographer.

By looking at a picture experienced photographers can determine the focal length that was used when 
it was taken. This is an important skill due to which you can see a certain cadence before the camera is 
lifted to the eye. Also, looking at specific photos one can judge what optics were used when taking them, 
because there are different effects. We must remember one of the most important rules, namely that 
lenses do not change the perspective. On the other hand, depending on the width, they can increase 
and dynamize or flatten the image. The main task of lenses is to create illusions.

How can you divide lenses and what effects do they create? 
Lenses can be divided according to their use (see also the basic information in the section on DSLR).
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PRIME LENSES
- macro lenses – most often very bright, the apertures are 

in the order of f/1.2 or brighter. The focal lengths may vary: 28 
mm, 90 mm.

- standard prime lenses - the flagship lenses in this field 
are 35 mm and 50 mm. They often have small aperture values 
such as f/1.2 or f/1.4. They serve for street and documentary 
photography, but also for sociological portraits. They are univer-
sal lenses.

- portrait lenses – the most common lenses have focal 
lengths of 85 mm, 105 mm, 135 mm. They have very high bright-
ness and quality, their visuals are very soft.

- fisheye lenses - these are very specific short-focus glass-
es. Their field of view is very wide: from 100 to 180 degrees. 
They provide very large distortion and redraw.

- tilt-shift lens - this is a specialised lens, thanks to which 
you can get unusual visual effects. In these lenses the design 
allows shifting of the optical axis, so that you can correct the 
perspective. They are lenses without autofocus. Sharpening is 
set manually.

- supercell lenses - at and above a focal length of 200 mm: 
200 mm, 600 mm, but also 1000 mm. These are very expensive 
lenses for sports and nature photography.

ZOOM LENSES
- universal lenses, also called kitty lenses – these are 

lenses sold complete with the camera. Most often with a stan-
dard focal length of 18-55 mm and portrait focal length of 70-135 
mm. The quality of the kit lenses is average. Also, the brightness 
of the lenses is variable.

- wide-angle lens – the focal length in this case is usually 
12-24 mm or 10-20 mm. However, there is no distortion as in the 
case of fish-eye. The image of this lens is very wide, but there is 
no distortion in the shape of a ball.

- telephoto zoom lenses – these are mostly used by re-
porters in their cameras. The focus range is 24-70 mm or 70-
200 mm. These are all-purpose lenses, with good optical quality. 
They are very often fast and might stabilize the image. They is 
said to be reporter’s lenses, but currently most photographers 
use them.

- superzoom lenses – these offer a very wide range of 
focal lengths, such as for example 28-300 mm, but often this 
causes loss of brightness because they have variable bright-
ness: f/3.4-5.6. On the one hand they offer versatility, because 
they are relatively small, they can be taken on a trip, they have a 
variety of focal lengths in a large range, so that we can take only 
one lens, but on the other hand their quality is poorer, they are 
made of worse materials and have worse optical parameters.

Each of these types of lenses causes different effects. Using 
a wide angle or short focal length, we will enhance the impres-
sion that we come closer to the object that is photographed. 
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Remember that when using wide-angle glasses, we will have 
a lot of elements in the frame to fit into a good composition, but 
at the same time the viewer will feel like an element of the pho-
tographed scene. On the other hand, in the case of long focal 
lengths, the picture becomes flattened, creating an illusion of 
flattening the perspective. Longer focal length results in isola-
tion, giving the impression of shortening the distance between 
the foreground and the background.

So lenses are “wizards” because they create our imaginary 
world and translate it into a camera matrix. We are always about 
to take a picture that looks good and makes a good impression 
on the viewers. People who look at the picture do not think about 
the lens that we used to take it. They are concerned with the 
perception of the photographs, with the emotions they feel when 
looking at them.

e) Aperture and Shutter Priority (when and how to use them)
AN APERTURE is an element occurring in the middle of the 

lens, consisting of blisters, known as aperture leaves. By moving 
the lens rings or using the rotary knob in the camera body, we 
might open or close the shutter lids.

EXPOSURE TIME is exactly the lighting time. During a snap-
shot the mechanism is moving, it is closing and opening, so we 
can decide at what time we want to take our photographs. This is 
the length of the shutter that determines how much light will fall 
on the screen. Using the manual settings of the camera, where 
we decide which aperture value of those mentioned above is 
going to be worthwhile, we also indicate how much of lighting 
time the camera requires or how long the shutter will be open. 
It might be said that when the imaging time is longer, the photo 
should be brighter. 

If we already know the concepts of aperture and time, and we 
know how to use them properly, we can go into our experiments 
with photography. Thanks to these two elements we can create 
a photograph in different ways. What can we do with an aperture 
and the lighting time?

We can freeze the action. Let us use examples, because they 
are easier to visualize. We have a scene where dolphins jump 
out of the sea. To freeze the movement, so that the dolphins and 
water droplets are sharp, we have to set very short exposure 
time, because the scene is so fast that in the long run the sub-
ject would be blurred. If you want to freeze a moving object, you 
need to have in your mind the following factors that affect the 
freezing process: the distance from the object towards which it is 
moving and the selection of the lens. As far as the distance from 
the lens is concerned, the principle is that the closer to a subject 
we are, the less lighting time we need. The second thing is to 
determine whether the object is approaching us or going away 
from us and which lens is best to be used for this scene. To il-
lustrate the scene, let us use an example from Bryan Peterson’s 
book Unrestricted Exposure: “... if we were to photograph a wild 
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riding horse from three to 
six meters standard lens to 
stop the action, we would 
have to use the shutter 
speed at least 1/500 s. If 
we were thirty meters away 
and had a wide-angle or 
standard lens, the size of 
the moving subject and its 
movement would dimin-
ish considerably, so 1/125 
shutter speed would be suf-
ficient. If the distance was 
fifteen meters, for a 200mm 
lens it would take 1/500 s (it 
was as if we were three me-
ters from the object). Lastly, 
if the rider moved parallel 
to us and (we ?) wanted 
to fill it with a long lens or 
approaching it, we would 
need 1/1000 s.” Another 
effect achieved with a shut-
ter speed, an aperture, 
and the right choice of the 
lenses is panning. It is also 
shooting motion, but in this 
technique the camera is 
moving. The camera in the 
photographer’s hands fol-
lows the same direction at 
the same speed as the subject in motion. The times most often used are in the order of 1/60 s to 1/8 s. 
You can try to do it yourself using for example cars going down the street. Photographs made by this 
method will freeze the car sharply, but the whole background will be blurred. The picture that we take is 
going to be very dynamic. Motion effects can also be obtained when the camera is placed on a tripod, 
but time is extended to produce a motion or blur effect. This can be used for example on a flowing river. 
Then the water will become softer and this is known as a soft effect of flowing water. You can even bring 
the frame to an abstract image. The next creative way to show the world and use the shutter speed is 
zooming. We can do this when we have a zoom lens. While pressing the shutter button, rotate the lens 
ring (change the focus). You will then have an interesting effect, as if the light on a given object is radiat-
ed. Play with the shutter speed and you will discover how good and interesting results you might obtain. 
Combine with your head ?. Same as we use a stop? Due to its opening, i.e. setting to f/1.4, if your lens 
has the ability to do so, you can completely eliminate the unnecessary background and focus on a small 
part of the frame.

When we are in a meadow full of flowers and focus on one of the flowers and set the aperture to f/8, 
we will not get any interesting effect. On the other hand, if we get closer to the flower, we will set the f/1.4 
aperture. We will get a beautifully separated element against the background, despite the soft focus of 
the meadow.

Low depth -aperture f/1
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f) WHITE BALANCE AND HOW TO USE IT.
White balance is a process of colour control and always obtained 

in white photographs, despite the different conditions and climates 
of the photographed scene. The camera white balance function of 
the camera allows you to reproduce colour accurately. Different light 
sources create different coloured glows, candle light gives orange 
glow, moonlight gives bluish colour, meadow and a sunset will be 
seen with a yellow or even orange-red colours. 

Our eyes are accustomed to different types of light, so every time 
the white card is white, whether it is lightened by candlelight or the 
moon, or the sunset. The camera does not work like a human eye 
and writes those glows, giving the colours of a dominant warm or 
cold colour.

It is important to understand what is going on with the white bal-
ance. Each light source has its colour temperature. The colour tem-
perature determines whether the light is warm or cold. This tempera-
ture varies from red to blue. Candles, sunsets and incandescent light 
emit light that is near red, i.e. the colours in the picture will be slightly 
warmed up. A clear blue sky emits a blue, cool glow. By ensuring 
that the white elements are actually white, you assume that the rest 
of the colours will also be properly reproduced. The white balance of 
the camera allows you to adjust it to the prevailing conditions. It can 
be switched in the camera menu. There are a lot of white balance 
settings in the camera. First, it is best to use the automatic mode, 
because it really works in present-day digital cameras. However, in 
extreme situations, use dedicated settings. The number of these 
settings varies by camera and manufacturer, but most cameras of-
fer options: incandescent, sun, cloudy, shade, flash. Each of these 
different settings corrects the colour glow from the corresponding 
light source. The incandescent light will have an orange glow, warm 
glow in the photos cooling them lightly to neutral colours, while in the 
shade it will remove the cool glow, which shadows have on a sunny 
day?. Without going into the secrets of physics, in simple language 
we can say that the higher the temperature, the colder the light and 
the lower the warmth will be. In more advanced digital SLRs, in addi-
tion to cloud, sun, shadow, or incandescent lighting, you can find the 
white balance option marked as “K”.

Daylight and flash light is approximately half (half of what?) (5300-
5000 K (Kelvin) for daylight and 5900 K for flash). Most bulbs glow at 
about 2800-3800 K. In the shade and in cases of overcast skies the 
daylight has a colour temperature of about 6500-8000 K, and when 
it gets dark it becomes almost blue and then the colour temperature 
of the light is about 8000-10000 K. So we have a huge gap between 
2500K and 10000K per day.

Therefore, the best way to deal with this is to take pictures in RAW 
format. Naturally, the RAW images will be assigned with a specific 
white balance, but we will be able to change it in the digital photo 
darkroom without any problem and above all with no loss of quality.

3.1. Camera types and set up 
for image taking

3.2. Elements of Appropriate 
Exposition

3.3. Disturbing and Unwanted 
Elements

3.4. Graphic Elements of the 
Image

Poor focus  - focused on water drops

Behind minimum focusing distance

Misfocus - focused on sunflowers 
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3.3. Disturbing and Unwanted Elements
a) Focusing issues
There may be several reasons why your images are not sharp 

enough and blurred. Among them are: poor or mis-focus, unintentional 
motion blur and camera shaking. Let us discuss these phenomena and 
their reasons. 

• Poor Focus – the most obvious way to get images that are 
‘unsharp’ is through having them out of focus. This might be the result 
of focusing upon the wrong part of the image, being too close to your 
subject for the camera equipped with a specific lens to focus, selecting 
an aperture that generates a very narrow depth of field or taking an 
image too quickly without checking if it is in focus. The majority of the 
photographers (except macro and still life or specific artistic purpos-
es) use autofocus. The camera focuses instead of us in several ways. 
Cheap point and shoot cameras therefore always focus properly unless 
you (by mistake) use an inappropriate mode. DSLR cameras have sev-
eral ways of focusing and you have to learn the way to deal with them 
through proper study of the manual and practice. If the entire frame 
is out of focus, you probably used the wrong DOF (depth of field - the 
zone that is in focus) or you reached the minimum focus distance for a 
set lens.

Minimum focus distance
• Minimum focus distance
Most lenses have a minimum focusing distance. It is one of the rea-

sons why macro lenses exist. Small “point and shoot” sensors mean 
equally small lenses, with very short focal lengths which equates to very 
large DoF, and very good near-focusing capabilities. When you jump 
up to an APS-C or full frame sensor, and your lenses get bigger, so 
does this minimum focus distance. The 18-55 cannot focus on anything 
closer than 25 cm. Your fuzzy close-up portrait demonstrates this. You 
would need a macro lens, or the poor-man's macro methods (close-up 
filter, extension tubes, reversed lens) to shoot closer.

• Misfocus
This is not actually as common a cause of fuzziness as most people 

assume. The first assumption most beginners make whenever some-
thing is fuzzy is that it is a focus issue. But when you let the camera's 
autofocus system take over, the problem is that the camera is not smart 
enough to know what the subject of the image is and direct the focus 
there. Learning the different autofocus modes, how to select autofocus 
points, and how to half-press and recompose are your solutions and 
answers here.

If it is an issue of misfocus, check the rest of the frame to see if 
anything else was in focus. With your wave shots, you will notice that 
sections of the waves are crisp and in perfect focus, while other parts 
outside of your depth of field are not. If you had stopped down to a 
smaller aperture (say, f/11), more of the wave would have been in focus.

Also, do not expect miracles in low light. Cameras need more light to 
"see" by than your eyes do. It is normal for autofocus systems to hunt in 
dark conditions. Your flash can send out more light for focus assisting, 
or you can use live view and 10x magnification (if your camera's is on a 
tripod) with manual focus when the autofocus fails you. Pay attention to 
the autofocus confirmation "green dot" in the viewfinder.

b) Blur and camera shaking problems 
One of the reasons of blurry and fuzzy images is the cam-

era shake. When I pass my DSLR camera to someone, in most 
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cases the person both holds the camera poorly and fails to com-
pose through the viewfinder. Due to the weight of DSLR bodies 
and lenses it is a challenge to balance and not shake the 2-3 kg 
heavy equipment in your hands. You need to use your left hand 
to support the lens in such a way that you can still use your thumb 
and pointing finger to handle the lens focus and zoom rings. The 
right hand holds the body of the DSLR using your thumb for spe-
cific buttons and pointing finger for shutter release. If you stand 
upright, keep your arms tight and control your breath, then you 
can use slower shutter speeds in your camera. Some brands 
have stabilisers inbuilt in the camera body (Sony), the others 
use stabilised lenses (Canon, Nikon) for a higher price and bat-
tery energy consumption.

Shutter speed too slow
One of the significant reasons of blurry images besides the 

camera shake is the slow shutter speed. The slow shutter speed 
affects you more if you are using a longer lens, but even with 
IS, there is still a lower limit, and this implies that you have good 
handholding technique to begin with. If you are shooting sin-
gle-handed, if you do not know how to brace your feet or time 
your breathing, you will need a higher shutter speed. 1/30s is 
a typical threshold, and there is a rule of thumb about 1/focal 
length or faster. Some folks would multiply that by 2, or throw in 
the crop factor as well. For 55mm lens that would mean using a 
shutter speed around 1/100s or faster. And that is with a station-
ary subject. With a moving subject, to "freeze" the motion and 
avoid blur, you may need an even higher shutter speed, and how 
high depends on how quickly your subject is moving.

Consider using physical stabilisation as well for very slow 
shutter speeds: a tripod, monopod, or beanbag can make a big 
difference. Also, for macro shooting, everything is magnified, 
camera shake or subject motion included.

Subject movement or motion  – another type of ‘blur’ in 
shots is the result of your subject moving – this is generally re-
lated to shutter speed being too slow. Particularly if you take 

portraits (e.g. wedding photos) always take several shots in 
order to avoid those where people blink.

Lens sweet spot 
Lenses have spots in their aperture ranges that are sharper 

than others. In many cases this ‘sweet spot’ is one or two stops 
from the maximum aperture. So instead of shooting with your 
lens wide open (i.e. where the numbers are smallest) pull it back 
a stop or two and you might find you get a little more clarity in 
your shots. 

c) Noise and grain
In the film era there were rolls of 24 or 36 exposures with vary-

ing sensitivity. According to the American Standards Association 
(ASA) their values were 100, 200, 400 and rarely 800 ASA. 
In Europe they used the range of the International Standard 
Organisation (ISO). If you wanted to change the ISO sensitivity 
you needed to finish the film in your camera and wind up a new 
one.

Nowadays you just turn a dial on your camera to instantly 
switch between ISO values  from 50 to almost 104 500. Together 
with this previously impossible sensitivity comes the issue of dig-
ital noise. Even the newest cameras produce pictures with noise 
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and grain when shooting at high ISO values, and only image 
editing software like Photoshop or Lightroom can help mitigate 
some of the effects of this noise.

Luminance noise
This kind of noise affects the brightness, but not the colour, of 

individual pixels. If you had a picture of a dark grey piece of pa-
per with a great deal of luminance noise, it would appear similar 
to old-school television static with lots of light and dark fuzz.

Chroma noise
This shows up as oddly-coloured pixels, scattered through-

out an image, almost like someone has tossed a handful of red, 
blue, and green grains of sand at it. Lightroom calls this “Colour” 
noise, but it is just another term for Chroma noise.

Both types of noise are byproducts of how digital image sen-
sors capture data, and while they can be corrected somewhat in 
Lightroom and other post-processing software, it is almost im-
possible to completely remove noise from a picture while still 
ending up with a usable image. Lightroom does give you some 
tools to get your digital noise under control, and if you know what 
you are doing you can get some fairly decent results. Using sep-
arate controls for luminance and chroma noise, in combination 
with some sharpening adjustments, can help you salvage what 
you may think is a useless picture.

d) Distortion, vignetting, aberration, diffraction 
•  Aperture extremes
Aperture is a balancing act. On the one hand, the wider the 

lens is open, the more light you get, and the lower your ISO 
setting and the faster your shutter speed can be. However, any 
lens used wide open is at its weakest point. Most lenses perform 
markedly better stopped down 1-2 stops from wide open (the EF 
50mm f/1.8 II is especially guilty of this). Chromatic aberration, 
vignetting, and softness can all be improved simply by not using 
the lens at its maximum aperture. A ton of your shots with the 
18-55 are at 55mm, f/5.6. Stop it down to f/8, and you will see a 
bit more sharpness. And using too small an aperture – especially 
with today's pixel densities – can see diffraction making things 
softer, too. So, probably it is not good to use apertures smaller 
than f/16 unless you have got a good reason to.  Also, not shoot-
ing wide open gives you more depth of field, which in turn gives 
you more leeway with the autofocus accuracy. A 50mm f/1.8 II at 
some subject distances, if wide open, yields a DoF that can be 
measured in millimeters. Any slight movement of the subject or 
camera could throw the focus off. Trading off some background 
blur for better focus is often worth it.

e) “Artefacts“ and dust
Most of the disturbing “artefacts” in digital images (except for 

those caused by distortion, vignetting, aberration, diffraction) are 
dust and dirt particles glued to the sensor surface. They con-
centrate particularly on the corners of the sensor and represent 
unwanted and disturbing lines, spots and points in an image. It 
is necessary to clean the camera sensors at specialised ser-
vices where the dust and dirt particles are removed in vacuum 
chambers. The remaining spots can be removed in image edi-
tors (Photoshop, Lightroom) using the cloning and healing tools.

3.1. Camera types and set up 
for image taking

3.2. Elements of Appropriate 
Exposition 

3.3.  Disturbing and Unwanted 
Elements 

3.4. Graphic Elements of the 
Image

3.4. Graphic Elements of the 
Image



SOL - Sense of Light

SOL Guidebook of Commercial Photography 32

3.4. Graphic Elements of the Image
a) Lines and their significance in the image
Lines are basic graphic elements that separate shapes, objects and 

other graphic elements in the photographic scene or composition. They 
provide visual strength and expression and contribute to the overall 
message of the image. Basically we have straight and curved lines, 
their position in the composition can strengthen (lead) or disperse the 
attention. Similarly to other graphic elements the lines contain powerful 
symbolism. Curved lines bring harmony, peace, jagged and broken or 
zigzag lines bring tension and may represent danger. Horizontal lines 
represent peace, calm and absence of motion. Vertical lines may rep-
resent growth, diagonal motion. Lines also carry visual weight – a thin 
line has less impact than a thick one. It is important to recognise the 
importance and meaning/function of lines and learn how to use them in 
photographic compositions.  

Horizontal lines 
Horizontal lines often separate the colourful areas (sky, sea, fields, 

forests, shorelines) and when properly situated and placed in the image 
(e.g. following the rule of thirds) can strengthen the visual impact of 
the image. Horizontal lines are used to create images that represent a 
tranquil, peaceful and calm mode. Except mirroring surfaces, horizontal 
lines are rarely placed in the middle of the frame (resulting in boring or 
too static images). Minimalistic photographers often use horizontal lines 
to create calm and relaxing images with great balance of colours and 
shapes.

Horizon
The presence of the horizon in the image divides the composition 

into two parts. Unless properly justified and intended, avoid placing the 
horizon in the centre. Try to place the more important part in the larger 
section of the image and thus define the visual emphasis of the image. 

Vertical Lines 
Vertical lines express growth (trees, plants, grass, cornfields, archi-

tecture - columns, towers, houses). They often express height (water-
fall, buildings) strength, order and power.

Diagonal lines
Diagonal lines express energy. The thicker they are, the greater the 

impact. They lead the eye rapidly from one corner of the image to an-
other. They often represent movement,  ascent or descent and can di-
vide the image into two or several parts. Similarly like the horizontal and 
vertical lines they divide the scene. This division can be a great benefit 
for the image or it can damage the desired message, though.

Curves 
Part of the landscape images are very often curved lines (meander-

ing rivers, winding roads,). Curved lines very often represent the nature 
or natural art. Curves represent peace, rest, calm scenes. In landscape 
images you need to let enough space for the unfolding curves and not 
break the curved lines.
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b) Shapes, forms and their meaning
Shapes possess strong symbolism and can influence the delivered message or impression from the image. 

Square and geometric rectangular shapes often represent stability and solidity. Square and rectangular shapes 
are rather rare in natural environment, except for rock formations and crystals. They can most often be found in 
man-made environment: in housing and urban areas. Triangles frequently represent strength and stability (e.g. 
pyramids). Pyramidal peaks, mountains in landscape images can dominate the picture. Square shapes can be very 
useful in abstract compositions and in geometrical scenes represented by complementary colours. Round shapes 
and unbroken circles often represent wholeness. The most powerful circular structures are the sun, moon, fruits, 
flowers. The sky itself, depending on the cropping and composition, can represent a geometrical shape as well. 
You can modify the shapes, their size and positions through careful composition of the scene. Tilting the camera 
you can determine the dominant shape of your images (sky or land). It is a good exercise to explore, find and use 
various shapes in your composition. It will enable top control of the balance and dominance of various subjects of 
your composition. The position of the light can influence the strength or the shape. Front lighted shapes can be very 
flat and thus boring. Backlight often creates a silhouette that can positively influence your desired message.

The three dimensions, depth and structure of shapes can be highlighted by sidelight. As stated before, strong and 
intense front light can have flattening effect on forms and limit their three-dimensional characteristics.

c) Patterns, texture and repetition
When basic elements like lines, shapes, forms are repeated within the scene, they create a pattern. The greater 

the number of the similar elements in the images, the stronger the pattern identification. Typical patters are repre-
sented by a number of elements (flowers, crops, leaves, plants, animals, rocks). The pattern has stronger impact if 
it fills the frame. The image of patterns can be boring, so photographers, in order to avoid monotony, frequently in-
clude something to break up the pattern. The anomaly can provide a point of contrast and rest for the eye. Repeated 
patterns appear as if they are moving and thus create a rhythm in the composition. 

d) Colour and its use in photography
Contrary to some species in the animal world, humans can distinguish colours. The colours around us can evoke 

great emotional response. Many people have their favourite colour in their clothes and textiles and on the walls of 
their rooms and houses. The emotional influence of the colour spectrum is from calm to energy and aggressive 
moods. Usually green and blue colours represent melancholy, calm. Bright green leaves in spring evoke thoughts 
of new birth and freshness. Colour is the element of your image similar to lines, shapes and forms. You can use 
colour to express harmony or tension. The colour spectrum recognises the so-called complementary colours. In 
the colour wheel they are situated opposite to each other: blue-yellow, red-green, pink-violet. The brightest of the 
colours is the yellow. It can dominate in your image even if it occupies just a small part of it. Red can have an effect 
similar to that of yellow: it represents energy, danger or power. Blue and green are calm, quiet colours. Green often 
represents natural environment, growth.
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4) Infrared 
Photography

a) Definitions
Infrared photography utilizes the invisible part 

of the spectrum. The sensitivity of the human eye 
is described in the table below. We can see only 
the part of the spectrum characterized by wave 
lengths between 700 and 400nm. The wave 
length shorter than 400nm represents the ultravi-
olet part, while the wavelength longer than 700nm 
represents the infrared part of the spectrum. The 
colour sensors of digital SLR are sensitive to IR 
light, so in order to achieve true colours of im-
ages, most of the modern digital cameras block 
the infrared light using appropriate filters placed 
before the sensor. These filters are often com-
bined with the so-called low pass filters that pre-
vent the moiré in the images. The regular mosaic 
structures of the sensor interfere with the regular 
mosaic structure of the photographed topic (e.g. 
textile, meadows) and create moiré.

b) How to do it
An infrared photography can be taken with ap-

propriate DSLR cameras which have been re-fur-
bished by removing the infrared light blocking 
filter and using the infrared filter that blocks the 
visible light. In case that you just screw the com-
mercial IR filter to your camera, the IR filter and 
the low pass (IR blocking) filter will swallow most 
of the available passing light and you would need 
an enormously long exposition in seconds. One 
of the smart solutions is the use appropriate cam-
eras (no IR filer or less efficient):

1) Olympus C 20xOZ
2) Nikon Coolpix 800
3) Pentax K100D
4) Minolta Dimage 7

5) Sony 717, 707, 505.
Simple test of sensitivity of these cameras is 

the TV remote IR control. If the images record the 
IR beam from the device, they may be used for 
IR photography. Some of the best are the Sony 
505,707 and 717 cameras that can switch on and 
off the IR filter on the body. A second option is to 
remove the low-pass filter from your older but still 
functional DSLR cameras. Thus you can create a 
special camera for just IR photography. Beware 
however that this step will destroy the ability of 
the camera to correctly display the colours in vis-
ible light.

How to use a Sony DSC 717 camera for IR 
photography: (the main advantages):

1) Conversion is not necessary
2) You just blind the IR light emitors of the 

camera
3) Switch on the IR (night) mode
4) Set up an IR filter Cokin
5) Set up additional filter Fader
 / ND 4-8 filter
How to take a picture:
Focusing (before filter insertion - does not apply 

to Sony 717 with a Live View option). After putting 
on the IR filters (extremely dark red) you cannot 
use your viewfinder anymore. The solution is to 
frame and focus your image before screwing the 
filters or use the Live View option for focusing. 
Deploy the IR and ND filters. Exposure setting to 
“manual” (P-Sony 717).

Set to BW / black and white. You need to use 
higher ISO than usual for the scene (ISO 400-
800). Inspect your snapshot and control the his-
togram (it should be as wide as possible) Then 
expose and make a photo.

How to edit:
Step 1: Desaturation 
Step 2: Setting the levels 
Step 3:  Border sharpening 
Step 4:  Grain, noise control 
Step 5:  Glow control
The IR light behaves differently than the visible 

one. Several animals absorb IR light (e.g. lizards, 
snakes), the others reflect it. Young, fresh leaves 
of trees and plants reflects strongly IR light and 
in the snapshots look snowy white. Water and a 
blue sky absorb IR light, so they are very dark, 
even black in images. 
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c) Examples and post process
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5) Close up and Macro Photography
What is macro/close up photography?
This is a form of photography where the subject of the photograph is usually either very small or a tiny 

detail of a larger object. The resultant photograph is larger than life size. The objects are small items, 
often insects and flowers, but also still life like jewelry and small household objects. Macro photography 
encourages the photographer to take a closer look. It enables the shooter to search harder for minute 
subject matter and to make everyday objects appear extraordinary.

Close up photography is the act of photograph-
ing objects such as flowers or insects in close 
range so that the subject you are photograph-
ing fills the frame. In other words, it is the act of 
close up photographing of subjects. This is easily 
achievable with any lens.

Macro photography is in essence close up pho-
tography as well. However, close up photography 
is not always considered as true macro photogra-
phy. For example, if you have a lens that is NOT 
regarded as a real macro lens, yet it offers a mac-
ro setting (as many do nowadays), this is usually 
referred to as being close up photography, and not 
true macro.

The best thing is that you can do it anywhere. No matter what the weather outside is: whether it is 
raining, cold or otherwise. You can find macro images everywhere. At home, in the backyard, in the gar-
den, anywhere you want. You can find objects for 
macro of close-up images everywhere.

Macro and close up photography have to do 
with magnification. Magnification or, more precise-
ly, the magnification ratio, is simply the relation-
ship between the size of the (in-focus) subject’s 
projection on the imaging sensor and the subject 
size in reality. Perplexed? Here are some exam-
ples. Suppose that we are photographing a small 
child, 1 meter in height. Imagine that the height 
of the child’s projection onto the sensor is 1cm. 
The magnification ratio is 1cm/100cm, or 1/100. 
Magnification is typically notated using a colon, so 
we write it as 1:100, and pronounce it, ‘one to one 
hundred’, meaning that the child is 100 times larg-
er in real life than its image as projected on the sensor. Similarly, if the subject is a 10 cm long lizard, 
and its projection on the sensor is 2 cm long, the magnification ratio is 2cm/10cm or 1:5. The lizard is 
five times larger in real life than its projection on the sensor.

Technically speaking, macro photography means shooting at a magnification ratio of at least 1:1. 
Therefore, a ‘true’ macro lens has the ability to produce a magnification ratio of 1:1, or higher.

In macro photography a sharp image of a tiny object requires the lens to be positioned much closer 
still, with the lens moved even further out than for normal photography.

When you shoot an object, a normal everyday shoot, the image of this object takes a certain part of 
the frame. When you want this object to take a bigger part, you zoom in or get closer, depending on the 
lens you use.

How can we get closer? That is, how can we get closer to the object and be able to achieve focus? 
Nature, landscape and wildlife are some of the most technically challenging fields of photography, and 

macro photography comes with its own unique set of technical considerations. For that you need special 
tools and techniques.  
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Tools for shooting macro images
If you have a compact camera, you cannot 

change lenses and often you do not have man-
ual settings. The good news is that most of such 
cameras have very good macro modes. They are 
lightweight and easy to use. You do not need any 
special gear except for tripods and maybe some 
additional light modifiers.

If you are shooting with SLR, you will need some 
special gear in order to shoot macro images.

1. Close-up filters
Close-up filters are the cheapest tools.
These are made of glass and you put them in 

front of your lens, like putting a filter. It is like plac-
ing a magnifying glass in front of your lens. That 
is why there are disadvantages in using them.

There are sets of close-up filters. They usually 
come as +1 +2 +3 +4. With +1 you get the lowest 
magnification and in order to achieve magnifica-
tion with ratio 1:1, you must use +10.

Advantages:
• They are cheap;
• They are lightweight: you can carry them ev-

erywhere and use them when needed;
• There is no light loss;
• And they add some protection to your lense.
Disadvantages:
• Image degradation:  low quality of the image. 

You cannot get cross edge sharpness.
• And you have to get quite close to small 

objects
This may not be a problem when you shoot a 

flower, but when you want to shoot a collection of 
stamps, for example, it becomes a liability.

2. Extension tubes
These are hollow rings without any optical 

elements in them, like barrels. They have con-
tacts to communicate with the camera in order to 
meter the work. And this is very convenient.

Usually they are sold in sets of three, with 3 
different lengths. 

They can be stuck in one another or we can 
use just one of them, depending on what we want 
to achieve.

Advantages:
• They are cheaper than macro lenses;
• They are lightweight and portable;
• They do not affect image quality (no addi-

tional glass element in front of your lense)
• You can use them with different lenses 
Disadvantages:
• Using them can be really time consuming.
• Loss of light: this means that you should 

increase you ISO, and that introduces noise in 
your image, or open your aperture, which causes 
shallow depth of field, which is already an issue 
in macro photography

• They still can be a little pricey, if budget is an 
issue

3. Shooting with a reverse lense
There is a method of shooting macro by re-

versing your lens on the camera body. You will 
need the so-called “reverse ring”. On one side of 
that reverse ring there is a thread like in lens fil-
ters. You screw it on the lens just like an ordinary 
filter. On the other side there is a mount similar 
to the mount on your lens. With this mount you 
attach your lens to the camera body.

The smaller the focal length, the bigger the 
magnification.

Advantages:
• You can use the lens you already have, no 

need to buy another one;
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• Reverse rings are inexpensive.
Disadvantages:
• You lose connection with your camera. 

No light metering (in some cameras this is still 
possible);

• No auto adjustment of the aperture. Some 
lenses have a ring for manual setting of the aper-
ture, but many of them do not have one.

• The side of your lens, which is usually at-
tached to the camera and therefore is protected, 
is now exposed to dust and scratching.

4. Dedicated macro lenses
Dedicated macro lenses are the real deal. They 

are optimized to operate at closer than normal 
distances. With macro lenses you are unlikely to 
experience problems such as colour fringing and 
optical distortion. Many macro lenses also com-
pensate for the additional exposure necessary 
when racking out the lens to distances very differ-
ent from those used in normal photography.

Advantages:
• They are designed for macro shooting;
• No light loss, no image degradation.
Disadvantage:
• They are expensive.

6. Tripod, flashes, diffusors
A tripod is your friend! Use it whenever you 

can. Thus you will be able to use slower shutter 
speed and have a sharp picture.

 Often you need additional light when you shoot 
macro. The lens is close to the object and casts 
a shadow over it. We want smaller aperture (big 
f-number), so that the bigger part of our object 
should be in focus.

It is usually impractical to use your camera’s 
built-in pop-up flash when doing macro photogra-
phy. The length of the lens, with or without all of its 
macro attachments, will cause a shadow from the 
camera’s flash. One solution is to use an external 
flash. The best type of an external flash will have 
a head that rotates and elevates. There are spe-
cial macro flashes designed for macro shooting.

Sometimes, when you shoot upside, the sun is 
too bright, so we need to soften that light by using 
diffusors.

Our scene is too small, so we can easily use 
additional light or modify the natural one.

Difficulties and challenges in macro
• Shallow depth of field 
In macro or close up photography the depth of 

field is always very shallow. The closer you get 
to the object, the shallower the depth of field is. 
Even if you change the f-number to the small-
est possible: f/22, f/32, you would not be able to 
achieve focus on the background or even on the 
whole object.

You cannot avoid it, but it may be good for 
building the composition of the image. If you are 
taking a picture of a very tiny object and you wish 
the whole of it to be in focus, you should apply 
what is known as focus stacking. As such photo-
graphs are taken, sometimes there is a need for 
hundreds of shots of the respective object, and 
each of them displays a different in-focus part 
of the object. Stacking is achieved by inserting 
these shots in specialized software.
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• Manual focusing 
Autofocus does not always work well when 

shooting extreme close-up photography. Switch 
to manual focus and you will get more consistent-
ly sharp macro pictures.

• Camera motion is magnified
When we want to magnify an object, we are 

also magnifying the motion.
One kind of motion is if the object is moving. 

The other is the motion of your camera. Use a 
tripod to eliminate that movement.

• Sometimes, when the object is too small, it is 
difficult to locate it as you look though the view-
finder. Use some kind of pointer to locate your 
object in the viewfinder of the camera: your finger, 
a straw, anything that can help you.

• Often there is not enough light. You are al-
ready using small aperture in order to achieve 
deeper focus. One way is to increase your ISO or 
to decrease your shutter speed. The good news is 
that your scene is small, so you can easily modify 
the lighting or the background.

Composition
All the rules of composition apply to macro/

close up photography. Background is crucial here. 
While you will not have to fuss too much with 

what is going on behind your subject, do not for-
get to check for any distracting or jarring back-
ground elements

 When shooting macro photography, using a 
narrow depth of field is inevitable. This actually 
causes a pleasant result, since the background 
will appear totally out of focus, and you can usu-
ally use a natural setting to compose your picture. 
Get creative with macro photography by shooting 
the subject from an unexpected angle. Try dif-
ferent lighting, as well as using front lighting for 
deeper color saturation and side lighting to high-
light texture.

Macro photography is really successful when 
the image has a main point of interest and that 
point or subject is well composed within the frame. 
Choose a simple background, so that it does not 
compete with the main subject for a viewer’s at-
tention or even make your own background.

Tips and tricks
If you are new to macro shooting, start with ob-

jects that do not move. 
Use a tripod.
When shooting macro, we use manual focus. If 

you do not use a tripod for some reason, set the 
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lens to its minimum focus distance, make slight 
movements forward and backward with your body 
until you achieve focus on the part of the object 
you desire and then shoot.

Put your subject parallel to the camera, so that 
you catch as much of it in focus as you can.

Always check your settings. Use as low ISO as 
possible. Keep in mind that you need faster shut-
ter speed as compared to landscape shooting, for 
example. Also mind your shutter speed when you 
do hand-held shooting.

For sharp hand-held photos you should not let 
the shutter speed be any slower than the equiv-
alent focal length of the lens used. For example, 
if the lens is 50 mm, your minimum speed should 
be 1/50th of the second or faster. But this is true 
if you are shooting with full-frame camera. So, to 
keep the math easy, multiply this number by 2 and 
the safe shutter speed becomes at least 1/100th 
of the second. As we mentioned before, in macro 
photography motion is magnified, too, so multiply 
this number by 2 again – now the shutter speed 
is minimum 1/200th.

Use your rear LCD facility to ensure you have 
got the shot you want before moving on. Look 
carefully at the corners to make sure there are no 
intrusions.

Tidy up any unwanted debris in the scene and 
make sure that your composition concentrates on 
your subject as intended.

Add different coloured backgrounds to macro 
shots to change the look of the subject.

Try to shoot from different angles and compare 
the results.

Photographing bugs and butterflies is not easy, 
especially for beginners. Be patient. Do not be 
afraid to get dirty: often you have to sit or even 
lie on the ground to capture the object in the best 
position or from the best angle. But most impor-
tantly, enjoy what you are doing
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5 Tips for Killer Macro Backgrounds
A Post By: Jaymes Dempsey
You’ve got a perfect macro subject, the perfect angle, and the perfect composition. You’ve checked 

your focus, and it’s spot on. Your finger hovers over the shutter button. One quick press, and you’ll have 
the shot. It’s all there before you…right?

Maybe not. There’s one more thing that I’d urge you to check before you shoot – and that is the 
background.

See, while subject, lighting, and setup matter a great deal in macro photography, the background 
matters too, far more than people often realize. This is quite understandable; it’s the background. 

As long as you’ve got the perfect subject, why worry?
But when it comes to macro photography, the background can make or break a shot. You’re often 

working with a limited compositional palette, of sorts. Lines, colours, shapes; macro photography sim-
plifies things, which is not to say that it makes photography easier. Instead, it magnifies each element, 
making attention to detail all the more important.

Fortunately, getting good backgrounds is not that difficult. As you start to become conscious of back-
grounds and of their importance, your eye will develop. But to jump-start your technique, here are five 
tips that will dramatically improve your macro images right away.

1. Simplicity is key
I said I’d give you five tips, but this one right here is the big 

one. This is the starting point that should drive all other back-
ground considerations.

When I say simplicity, I’m not necessarily advocating a 
static, uniform, black or white background (although that can 
work well). What I mean is that you don’t want clutter. You 
don’t want a background full of distracting shapes and lines 
that draw the eye away from the main subject.

For instance, one of my favourite types of backgrounds 
is just a single color. Nothing fancy, but nothing distracting, 
either. If you’re shooting in a natural area, maybe you can 
position yourself so that your subject has some trees be-
hind it. Then you can capture a nice, green wash for your 
background.

And if it’s autumn, even better. The golds of the changing 
leaves make for some beautiful hues.

The key consideration here is that the background isn’t dis-
tracting. Aim for the background to complement the subject 
without overpowering it. In general, you’ll be safe with a uni-
form wash (but it’s also possible to go with something a little 

more complex, as you will see in tips four and five below).
2. Achieve good subject-background separation
When it comes to macro photography, sufficient separation between the subject and the background 

is crucial. That is, you’re going to want to find a subject that is a significant distance away from whatever 
sits behind it. When you focus on your subject in the foreground, distant background elements will gen-
erally become a pleasing blur, creating the solid wash that I discussed above.

So what exactly is a significant distance? In general, this is going to depend on a couple of things.
First, camera to subject distance. The closer your camera is to the subject, the closer the background 

can be to the subject. If your camera is just five inches from a flower, then you’ll probably be okay with a 
background that’s only 10 inches behind that flower. However, if your camera is five feet from the flower, 
then you’re going to need perhaps ten feet of distance between the flower and background.
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Second, depth of field is a factor. Briefly, depth of field refers to the amount of the subject that is sharp 
and in focus, which is altered by widening and narrowing the lens’s aperture.

The shallower your depth of field (achieved by using a wide aperture, generally in the f/1.8-5.6 range), 
the closer your subject can be to the background, while still allowing for a nice uniform wash. But when 
you’re using a narrow aperture (e.g., f/8-32), you’ll need to be a lot more careful. Without a large dis-
tance between your background and subject, you’ll find that whatever exists in your background (leaves, 
stems, trees, etc.) will remain well defined, and will, therefore, distract from the subject.

3. Shoot toward a cloudy sky
This one is easy to pull off, and can result in some really pleasing images. All it takes is a willingness 

to get low to the ground so that you can place the sky behind your subject. If you take the picture as you 
normally would, exposing for the main subject, then you’ll find that the background will be rendered as 
a pleasing, uniform white.

4. Shoot into the sun
Often, macro photographers like to position the sun behind them, so that the light is coming over their 

shoulders and falling on the front of the subject. While this can be a great strategy, sometimes switching 
things up can result in creative effects.

One of the most interesting techniques is to wait until the sun is low on the horizon. Then position the 
subject between yourself and the sun, get down low, and expose for the main subject. Don’t aim to get 
the sun in your shot. Instead, try to capture some of that golden light that sits just beside the sun.

It’s critical that you do this in the late evening. Any earlier and the sun will be too bright. You won’t get 
those rich, golden colours, and it will be tough to expose for the main subject.

I’d also urge you to be careful; do not look at the sun through your camera viewfinder. This will be 
damaging to your eyes. Instead, capture the image while using your camera’s Live View function.

5. Use the surrounding colour
While a uniform wash often works quite well as a back-

ground, you may want to give your shots something extra. 
A little bit of pop. That’s where vibrant colours can come in 
handy.

For now, I’m not necessarily suggesting that you match 
colours like clothes, nor am I suggesting you use colour the-
ory. There’s no need to be that particular, not when you’re 
starting out. Instead, just try to look for colourful spots in the 
background, and compose the shot so that the main subject 
has a bit of colour behind it.

 When you’re out in the field, you may not see an abun-
dance of options, but pause and glance around. Try looking through the viewfinder while shifting your 
camera angle. It may turn out that certain areas become startlingly beautiful once they’re out of focus.

One of my favourite techniques when shooting flowers is to adjust my composition so that a second 
bloom is a bit behind the first, while shooting with a shallow 
depth of field. Rendered as an out-of-focus patch of colour, 
this background bloom complements the main subject.

In conclusion
Macro photography requires careful attention to your 

background, but don’t let that hold you back. By achieving 
good separation between the subject and the background, 
by shooting toward the sky, the setting sun, or including vi-
brant colours, and by — above all — concentrating on sim-
plicity, you’ll be well on your way to getting fantastic macro 
images.
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6) Night Photography
Night shots can bring beautiful and dramatic images. City streets are most beautiful in the night, 

thanks to dark colours and because of street lightning. On the contrary, the sunset produces brilliant co-
lours that marvel every landscape. It’s an inexhaustible theme for every photographer. With every DSLR 
and a set of lenses you can make beautiful night shots. The first precondition is to “use a tripod”. We 
know that wearing a tripod is sometimes   challenging, but it’s the best way to ensure that your photos 
are sharp even in low light conditions.

Make sure the tripod is capable of carrying the 
camera’s overall weight. By setting a particular 
aperture, you let the camera choose the correct 
shutter speed it needs for correct exposure. F/8 
aperture on conventional DSLRs ensures that the 
photo is sharp with sharp depth of field. This rule 
does not apply entirely when using the telephoto 
lens and close focusing however. The cameras 
with smaller sensors create crisp images with a F/4 
aperture. For use of images on LCD monitors use 
as low ISO as possible to make sure that your im-
ages will be free of noise. Run the shutter release 
remotely or automatically. Use the remote shutter 
or self-timer. It eliminates vibrations caused by 

hand touching of the trigger. When you use the self-timer, it will be best if you set it to 2 to 10 seconds 
after pushing the trigger. Set the white balance to the daylight or the auto that works reliably. When you 
are shooting into RAW, you can make WB settings at home on your computer correctly. By adjusting the 
correct white balance you will keep the lively and authentic colours without any modification. Shoot in 
the best light. Every photographer knows that if he wants to have all the colours properly displayed on 
the best graphical monitors, you must be patient and have to wait for the best time and light for a “shot”. 
When shooting cityscapes wait for about 15 minutes after sunset to have the skies smartly coloured. 

Thereafter, the colours of the illumination mix with the natural colouring to provide a dramatic undertone. 
Half an hour earlier, during and just after sunset, are the so-called golden hours - the right moments for 
photographers.

Check and edit the images. Take photos using the techniques listed above. While adjusting the image 
on the display of the camera, you will find out if you like the image and what you need to change. If it is 
too dark, use the higher shutter speed compensation function, and vice versa, when it is bright, use the 
longer time shutter function, or use manual setting, which is generally the best choice. Night photogra-
phy is a popular and attractive genre. Many enthusiastic photographers, however, are afraid that under 
difficult light conditions they cannot set the camera parameters so as to achieve satisfactory results. 
Digital cameras have given this genre the benefit of instant control of the exposure. The photographer 
evaluates the images on the spot and can correct them right away. This creates wider possibilities for 
experimentation. For nightscapes it is ideal to use DSLR for night-time shooting, but you can also take 
nice shots with a larger range of compacts with advanced exposure programs (P, S, A, M).

The size and technology of the sensor is noticeably visible at night. The most advanced FullFrame 
DSLRs have a better dynamic range and are capable to capture richer halftones. When compared, 
there is significant difference in the photo quality between FullFrame DSLRs and compact cameras and 
DSLRs with a smaller sensor based on CCD or LiveMOS technology.
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4 Tips for Better Nightscape 
Photography

A Post By: Nisha Ramroop
A nightscape is a representation of 

any place or scene at night. If you are 
venturing into this area of photography, 
you will quickly realize that there are 
some other things to consider along 
with getting your exposure right. Here 
are a few tips to help you.

1. Settings and Gear
Shooting nightscapes is a very cool 

way to teach yourself shooting in low-
light conditions. The location and con-
ditions will vary your settings, but there 
are a few things you can keep in mind. For example, digital noise is detected easily in darker areas. So, 
while newer cameras are handling noise better, it is a good practice to keep your ISO setting as low as 
possible.

Since light is at a premium at night, it is as good time as any to work with more open apertures (small-
er f-number), to let in more light. At night, sometimes your background details are lost anyway, so there 
are few added benefits of having a large depth of field. Star effects are a nice exception to this (created 
when shooting point light sources with a smaller aperture like f/11).

It’s also a great time to experiment with longer shutter speeds. During the day, keeping your shutter 
open means you need to add filters to cut the light. At night you need to add light and can use shutter 
speed to be more creative.

Before you frown on High Dynamic Range (HDR) images, consider what value it adds. Bracketing is 
a good way to deal with the very contrasty reality of night photography.

Note: Long exposures also add noise as your sensor heats up (known as thermal noise). This makes 
it a good time to check that Long Exposure Noise Reduction box on your camera menu.

2. Location Scouting
As with other genres of photography, your location is important. Start with a plan of what you want to 

capture. Maybe it’s the city at night, that elusive Milky Way; exciting light trails left by cars or some sort of 
nightlife action. While some of these coexist, most times they are independent of each other and require 
their own unique conditions.

Since photography means thinking about your light source(s) at all times, night photography needs 
added consideration for obvious reasons. What are the light sources in your location? Is it a street lamp, 
the moon, building lights, traffic or do you have to walk into the scene with your own light (light painting)?
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When shooting landscape images at night, you could get there before nightfall and observe how the 
light changes. If you do not have the luxury of time, there are phone apps that help you figure out the 
light direction of your location. Scouting for a location can be as simple as a google search, someone’s 
recommendation or making an actual trip to understand the environment. Familiarizing yourself with 

your destination in advance 
gives you a photographic 
advantage and even keeps 
you safer.

Bonus Tip: Water can be 
an asset to night photogra-
phy especially where there 
are light reflections.

3. Moonwatching
The moon is a fascinating 

subject. Since it is a light 
source, you need to take 
it into consideration when 
scouting and planning your 
nightscape shots.

If it is your subject, then 
you may want it at its peak 
for drama (full moon, su-
permoon, or harvest moon) 
and shoot on a clear night 
to capture as much detail 
as possible. After you have 

worked out the correct exposure for shooting the moon, try composing it into a scene.
On the other hand, if you are shooting other celestial objects (e.g. the Milky Way, meteors, or star 

trails), it might be preferable if the moon is barely there or not so dominant (new moon to the first quar-
ter). Like sunrise and tides, there are many apps that can help you figure out moon phases and direction 
in relation to your location.

4. Other Environmental Notes
Condition your gear!
Since temperatures usually drop at night, you need to be aware of moving your camera from warmer 

to colder conditions (the reverse is also true). Any seasoned night photographer can attest that “lens fog” 
is a nuisance as it blocks/cuts the light passing through your lens. Lens hoods help a little with reducing 
moisture build-up on your glass.

So another bonus of arriving at your location a little earlier is giving your gear time to acclimate to your 
shooting conditions.

Walk with a flashlight
A flashlight is an asset for several reasons. You can use it to ensure proper footing for yourself or your 

tripod. It also helps when you need to make changes to your camera settings (knowing your controls 
off-hand is very useful in the dark). More than these practical uses, it can play a part in your night pho-
tography as well. Use it to light paint areas in your image or even create a light spot to help with focusing.

Conclusion
Night photography provides a great learning environment and gives you the opportunity to play around 

with your settings. Depends on what you are shooting, your available light is not changing quickly (if at 
all) and this gives you more time to experiment and get it right. You can take advantage of less traffic 
around or use it to your advantage (shooting nightlife).

Be safe while you’re out there and scout beforehand if possible. If you are an avid night photographer, 
share with us some of your night photography tips in the comments below.
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7) Introduction to issues and topics: Environment
Current environmental problems have their roots in the lack of awareness of the importance of main-

taining the quality and functions of the natural environment. The development of technology and new 
products has led to the production of low or long-term degradable materials and products that poison 
the air, soil and water. Current scientists, inventors, designers, manufacturers and consumers are often 
not sufficiently aware of the implications of their work on the natural environment. There is extinction 
of whole species (e.g., black rhinoceros, tuna but also insects like bees) due to the hunting, poaching, 
overfishing or introduction of monocultures and chemization. The oceans and recreational water areas 
and dams are filled with tons of plastic waste from all over the world; in some rivers the water is not 
even visible because of floating plastics. Microscopic particles from vehicle exhausts fill the air and our 
lungs with carcinogens and toxic particles. Original plants and wildlife disappear due to the impact of 
climate change, economic interests and population growth (slash and burn economy, oil palm industry, 
biomass processing). Recycling of waste is not legislatively, economically, organizationally efficient and 
socially accepted. The enforcement policies and penalizing may work when in place to eliminate these 
problems, but they are fighting with capacity, funding and political will. More important is prevention, 
in particular through environmental awareness and changes in the way we look at these issues and 
ultimately in the way we live. Because of the sustainability of the quality of life on Earth for the human 
population, it is necessary to make a number of significant changes and interventions.

a) Scenario and story design:
The goal of photographic inter-

vention is to highlight the impacts 
of climate change on nature and 
the environment. The aware-
ness and emotional response to 
the photo suggest the following 
themes and practices:

• Dry streams and dry natural 
areas - show locations that have 
changed due to warming – they 
dried;

• Clearcuts and timber har-
vesting due to natural disasters 
/calamities of all kinds (storms, 
hurricanes, draughts, insects)

• Forest fires
• Floods
• New / migrating animals and plant communities
• Fish death
• Water blooms and cyanobacteria in recreational water reservoirs
• Ice melting / icefields withdrawal
• Low yields of crops (due to frost, wind, floods)
• Macro - View details of plants and animals newly living on the site.
b) Planning:
• Participants in photographic activity will photograph the impacts of climate change on nature and 

the environment,
• Due to the unexpected occurrence of the above phenomena, it is necessary to select a location and 

schedule a picture based on the real situation that will support the photo message.
• Consider meteorological phenomena, cultivation time (flowering) and site colouring
• Prepare a list of necessary equipment and aids (tripod, filters, props)
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c) Photo settings
The basis of the desired message in this case 

will firstly point to the impacts of climate change
(whether negative or positive). For this pur-

pose, wide-angle lenses 12-24mm 16-35 mm or
17-40mm are suitable, but also telephoto lens-

es 70-200mm.
The basic factors of the image are: light, com-

position, dynamics, an interesting moment or 
element.

Light characteristics:
• Is the light (scene light) suitable for the intend-

ed purpose? (sharp, scattered ..)
• What direction does the light come from? 

(front, rear, side)
• Will additional flash be needed?
• What is the range of the light (extremely dark 

with bright spots)
• What white balance do I use?
Composition:
• What is supposed to be dominant?
• What should be involved?
• What should not be in the frame ?
• Where do I stand for a good angle?
• What depth of field / aperture do I need?
• Do I need short or long time?
• Do I need a tripod?
• Do I need filters?
Image Dynamics:
• Where is the horizon?
• Will the horizon be oblique?
• Where will they be and what will be the lines? 

(horizontal, vertical, diagonal, curved)
• What is the shape? (square, triangle, circle,)
• What is the form?
• What is the texture pattern?
• What will be the prospect?

d) Sources and locations
- fields and cultivated areas with monoculture 

crops
Specification: Use large areas of monocultures 

to create a strong message about the current cul-
tivation method and its impact on useful insects.

Task: One or more slides show one of the caus-
es of bee death.

What white balance do I use?
Composition:
What is supposed to be dominant?
What should be involved?
What should not be in the frame?
Where do I stand for a good angle?
What depth of field/aperture do I need?
Do I need short or long time?
Do I need a tripod?
Do I need filters?
Image Dynamics:
• Where is the horizon?
• Will the horizon be oblique?
• Where and what will the lines be? (horizontal, 

vertical, diagonal, curved)
• What is the shape? (square, triangle, circle,)
• What is the form?
• What is the texture pattern?
• What will be the prospect?

d) Sources and locations
- fields and cultivated areas with monoculture 

crops
e) Term of reference or tasks

Specification: Use large areas of monocultures 
to create a strong message about the current so-
cial life and its impact. 
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7) Case Studies
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ENVIRONMENTAL 
PHOTOGRAPHY

1. Climate change and nature

Name of the case: Climate change - threat 
and opportunity - Jökulsárlón, Iceland

Theme/Topic covered: climate change

Short / Brief Summary

The increasingly convincing climate change 
worldwide causes landscape changes in moun-
tain areas. Some of the most visible impacts of 
these changes are the glaciers that rapidly with-
draw from previously occupied land and reveal 
the rocky ground. This effect of glaciers is clearly 
visible in every continent from the Arctic regions, 
through the Rocky Mountains to the Cordillera. 
The vanishing ice will impact the water flow and 
water availability for settlement in the valleys and 
will cause migration and de-population of large ar-
eas. The human population, despite refusing the 
existence of climate change and its impact, will 
have to slowly or rapidly adapt to these chang-
es and come up with an appropriate response. 
In many places of the world the lack of water can 
cause an immediate exodus of the mountain com-
munities while in other parts can cause significant 
opportunities for growth of tourist industry. Among 
these rather rare places is the Jökulsárlón gla-
cier in the south-eastern part of Iceland. Situated 
at the head of the Breiðamerkurjökull glacier, it 
developed into a lake after the glacier started re-
ceding from the edge of the Atlantic Ocean. The 
rapidly melting glacier created a clear water la-
goon, where the water created a polar scene that 
brought about opportunities for local tourism ser-
vice providers. In less than 60 years the lagoon 
with flowing pieces of ice became one of the larg-
est attractions of Iceland creating growing income 
for boat, amphibious vehicles and raft operators. 
Jökulsárlón lake, the “glacier lake”, is now report-
ed to have doubled in size in the recent 15-year 
period.

The size of the lake has increased fourfold 
since the 1970s.

Location (country, city): The lagoon is 75 kilo-
metres (47 mi) to the west of the town of Höfn and 
60 kilometres (37 mi) to the east of Skaftafell.

Problem, challenge addressed, approached

According Wikipedia, in 1985 the premiere of 
the James Bond movie A View to a Kill marked 
the start of commercial boat tours on the lake. 
Guðbrandur Jóhannesson started the tours on 
Jökulsárlón. Jóhannesson, who owns and op-
erates the Vatnajökull Travel company today, 
operated the tours for the first two years. In the 
summer of 1987 about 5,000 passengers sailed 
on the company’s two small vessels. The next 
year an amphibious vehicle, the LARC-V, joined 
the fleet. By 1995 the number of passengers per 
year had multiplied and the company then oper-
ated three amphibious vehicles. In 1999 Einar 
Björn Einarsson, a local from the nearby town of 
Höfn, bought the company. In 2006 the compa-
ny added a fourth amphibian. Now the compa-
ny Jökulsárlón ehf. employs about 30 seasonal 
employees. For the past few years the company 
has carried 60,000 to 70,000 passengers annu-
ally. Since the first commercial boat tour about 
900,000 tourists have taken the excursion. Given 
the current retreat rate of Vatnajökull, it is antici-
pated that there will likely be a deep fjord where 
Jökulsárlón is now in the near future. This retreat 
is also posing a threat to the National Highway 
Route 1 of Iceland.

Target audience, beneficiaries

The tourism project target groups are the vis-
itors of Iceland. The lagoon became one of the 
natural wonders of Iceland. Despite the rather 
high price of the 1 hour ride by boat or amphibi-
ous vehicles (50 - 70 EUR) there are big crowds 
of visitors willing to take a ride across the lake. 
The final beneficiaries are the local tourist com-
panies that succeeded to provide services in the 
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nearby lakes too. Many amateur and professional 
photographers wait on the banks of the lake for 
the right moment, be it the broken ice or water-
fowl feeding in the swirling waters.

Narrative - activities (what was organized, 
why?)

The reason why we included this case in the 
best practices lies partly in the recent tourism 
boom. Jökulsárlón became the scene of sever-
al A-grade movies. the movie fans will recognise 
Jökulsárlón from such blockbusters as Tomb 
Raider, Batman Begins, and 2 James Bond films: 
A View to a Kill and Die Another Day. It is not sur-
prising why famous directors would choose this 
amazing location as a backdrop! The hordes of 
amateur and professional photographers thus 
bring the visual message not only of the advanced 
climate change impact but also of the adaptation 
measure to it. Certainly, as mentioned above, 
the melting polar and glacier ice will bring more 
challenges than positives. However Jökulsárlón 
proves that this is not always the case.

The economic statistics of Iceland make it clear 
that the revenue from foreign tourists amounted to 
ISK 158,5 billion in 2014, i.e. ISK 27 billion more 
than in 2013. This represents a year-on-year in-
crease of some 20%. While the number of peo-
ple working nationally has increased by just more 
than 6% since 2010, the number of those work-
ing in tourism-related industries has increased by 
37.6%.

SOME FINDINGS FROM THE ICELAND 
TOURIST BOARD SURVEY

- Iceland attracts mostly prosperous indi-
viduals who are well employed and are interested 

in nature.

- While nature is the main pull factor to 
Iceland, Icelandic culture seems to be gaining 
ground.

- When choosing a tour operator, having 
quality certification is a very important factor.

- The vast majority of visitors to Iceland are 
on holiday.

- More come on package holidays in the 
winter than in the summer.

- In winter travelers stay commonly in the 
south-west of Iceland. In the summer, howev-
er, more than half of the guest nights are spent 
outside of the Capital Region and Reykjanes 
Peninsula.

- Foreign travelers use nature-related rec-
reation activities extensively and rate such activi-
ties highly.

- The south of Iceland is the area outside 
the south-west corner that most travelers visit.

- The vast majority of trips to Iceland meet 
expectations, and many intend to visit Iceland 
again.

Countable outputs produced 

In winter Skaftafell/Jökulsárlón visits account 
for 20.6% of the visitors and thus the destination 
has become the 8th most visited place in Iceland, 
while in summer the percentage is 42,3 (ranked 
6th). As stated above, the climate change and any 
natural phenomena can create opportunities both 
for awareness rising and for the utilization of the 
phenomena for creative photography, cinematog-
raphy and tourism. The nature in every country 
can provide opportunities for both. As the survey 
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on tourism shows, the opinion of Icelanders is 
that the rapid growth of tourism can negatively 
impact the fragile and vulnerable wilderness and 
environment of Iceland.

Contact: Gejza Legen

Phone: +421 905 570 898

Email: gdlegen@gmail.com

Website: www.legendfoto/projekt KUFOR

All photos have been taken in the course of the 
project activities

Horse-riding Tourism Without Limits

Documentation of horse ranches taking part in 
the “Horse-Riding Tourism Without Limits” project 
at the Polish - Slovakian border area.

An experienced professional photographer, 
Waldemar Sosnowski, who worked previously 
for Gazeta Wyborcza and The Times Polska, a 
Jagiellonian and Wroclaw University lecturer, vis-
ited and took photos of several horse ranches at 
the Polish - Slovakian borderland.

Location: Poland, Podkarpackie, the Polish - 
Slovakian border area.

The “Horse - Riding Tourism Without Borders” 
project involved Polish - Slovakian exchange of 
experience in the context of the development of 
the border region. It was realized with funding from 
the European Regional Development Fund in the 
framework of the Republic of Poland - Slovak 
Republic Cross-border Co-operation Operational 
Programme 2007 - 2013. As part of the project 
the Podkarpackie Development and Promotion 
Association asked a professional photographer 
with experience in feature and travel photogra-
phy to take photos promoting various aspects of 

horse - riding tourism in the border area. So far 
most photos came from owners and did not meet 
the professional photography criteria.

These photos target horsemanship profession-
als and typical tourists who are interested in vis-
iting this area. The photos present typically infor-
mational content such as an overview of a horse 
ranch, a glance at the equipment, a scrutiny of 
horse breeds or ranches’ additional offers as well 
as funny adventures of horse - riders.

The photos were taken in big, roofed horse 
ranches, natural farms (horses live outside the 
barn, in the woods), and small locations. The pic-
tures feature horse - riding styles and breeds. The 
photographer took part in annual competitions 
and meetings of horse aficionados thus being 
able to grasp a detailed overview of this specific 
environment. The “Pro Carpathia” Podkarpackie 
Development and Promotion Association used 
the photos in a Horse-riding Tourism Without 
Borders publication and in other forms of promo-
tion, for example, thematic maps.
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Pictures which did not refer to the topic in ques-
tion were published in Forum Photographers’ 
Agency, the author being one of its members. 
They are also used to illustrate all topics related 
to horses or life in the border region. The con-
tracting party decided to employ a professional 
photographer to make sure that the output would 
be of the highest quality, in accordance with the 
technical standards, devoid of legal inconsisten-
cies and coherent.

The biggest challenge in this project was re-
lated to logistics as the complete session re-
quired organizing several trips lasting a few days 
each. Other problems were, e.g. unavailability of 
horse ranch owners, weather, horses’ mood, loss 
of equipment due to th behaviour of the horses 
(Hucul ponies ate art of the equipment).

It seems that there was not enough time to im-
plement the project. Scheduling meetings was 
also an additional difficulty as horse ranch own-
ers did not always respect the photographer’s 
time and work.

photo: Waldemar Sosnowski. 

Tel 604 11 33 50 sosfot@gmail.com

Rescue of the nest, adoption of the 
orphan

Theme/Topic covered: Storks

Short Summary 

Storks come to us every year and they are very 
conservative. They are still returning to the same 
places. Their old nests are still being repaired and 
rebuilt. They are aware of every change, and this 
can discourage them from settling in their nests. 
However, their annexes have become danger-
ously large over the years and threaten to fall. In 
such cases there is a need for help. Often there 
is a puppy orphan (an orphaned young stork?). 
Human help is needed again.

Locations: Semechnice, Solnice, Častolovice, 
Ostrov, East Bohemian Region, Czech Republic

Challenges and Problem-solving

Storks are peaceful birds. A problem that we 
are most interested in could occur with nesting. 
That is why we use very long telephoto focuses.

The nests do not move, so we can afford a stur-
dy tripod. The problem arises when, with such a 
rather difficult to handle piece of equipment, we 
want to get to the elevated place from where we 
can observe the nest.

People brought to the rescue station a weak 
abandoned puppy (baby stork?). Where to place 
it? Only with a strong family where the parents 
have three boys. Will adoption take place? Storks 
are very shy and suspicious creatures. Will the 
parents not abandon their three young boys for a 
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new unknown baby?

Narrative - Activities (what has been organised 
and why)

In the past it proved to be extremely inappropri-
ate to carry out repairs and shifting of stork nests 
in winter, when the storks are in warm regions. 
Dad, who returns a week before mom, is aware 
of every change and maintains the nest. This is 
always a crucial moment.

If a nest is shifted just a few yards away to a 
more suitable place, the stork immediately recog-
nizes the change and is no longer confident about 
the nest. Let us think: The stork will fly hundreds 
of kilometers away and hundreds of kilometers 
back, yet it will surely know that its nest is not in 
place! Corrections or small shifts must be done 
only after the stork has settled and left for repairs. 
When they finally fly away for food, people will 
board and carry out the necessary repairs with 
speed and accuracy. Most often this will involve 
significant relief and reduction of a too big and 
heavy nest.

About a week later a mummy bird arrives to 
a repaired and settled nest. This is followed by 
romantic mating (video ?), a well-known beak 
whale?, egg-brooding, and finally a joyous event.

Wherever storks appear regularly every year 
and raise their young, it is a highly prestigious af-
fair for local people and they are proud of their 

storks.

Even we, photographers with long telephoto 
lenses and heavy tripods, arouse suspicion at 
first. Do we not want to hurt their honorable in-
habitants? Well, we would be sorry for that!

We do it because we know well that it is most 
necessary and noble to help and protect these 
beautiful messengers of spring. How proud the 
locals are as they display large-format photo-
graphs of their storks. And how willingly they call 
us when at the end of March and April their stork 
finally arrives again!

“Come to us on the ground. We have the best 
view from our dormitory!”

Yes, it is a joy that brings together all local 
neighbors.

- Large groups of neighbors are willing to join 
in.

- The younger ones want photos on a flash 
drive or burned on a CD.

- The most widespread practice today is, of 
course, the multiple sharing of photos on the 
Internet and via all social networks. Comments 
are always definitely positive.

- People’s reactions are sensitive, when they 
know that the storks have three youngsters, and 
the photos suddenly reveal a rescued orphan 
from another nest.
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The arrival of the storks is always a joyous 
event for all the inhabitants of the place. For many 
years professional and amateur photographers 
and filmmakers have worked closely with profes-
sional ornithologists. We get important informa-
tion about nests from them, and they get photos 
and films from our often shared observations.

Budget

No budget or fees can be discussed in the 
case of nature conservationists. It is voluntary 
work. We are rewarded with a growing number of 
young nature conservationists. Our photographs 
and documentary films help.

Suggestions (do’s and don’ts)

A young nature conservationist should not look 
at the time spent in nature searching, waiting and 
observing. Everything is done by taking detailed 
notes, which are then sent to the Czech Society 
of Ornithology.

Also, the necessary technical equipment is not 
very cheap. Ordinary camera or even mobile only 
is not enough. What one needs are a powerful 
telephoto lens and certainly a solid tripod.

I highly recommend working with local people. 
They gladly watch and announce the first arrivals, 
the first eggs, the first chicks, the first takeovers.

Thanks to the relatively dense network of 
young nature conservationists, there is a detailed 
map of the nests of each bird species. It helps 
monitor the condition of the parents, the number 
of youngsters, the state of the nest, the time of ar-
rival and departure to the winery?(for wintering?), 
or the need for human assistance.

Take great care of nesting birds when nesting. 
We also behave that the birds do not know us as 
much as possible. By the way, they know about 
us, but they do not want to spoil us.

Photos by designer’s choice (The photos have 
been chosen by the author?)

Contact: Bob Dvorak

Phone: +420 731 402 242

Email: BobDvorak@email.cz

Website:www.BobDvorak.cz/fotogalerie/fotoalba

Kerkini Lake: a Bird Photo Tour
Theme/Topic covered: Biodiversity and bird 

photography

Brief Summary:

Lake Kerkini is part of a National Park in Greece. 
Though still little known to the rest of the world, 
the lake is a true gem with its unique biodiversity 
attracting researchers and wildlife photographers. 
Mrs. Tiholova, a Bulgarian photographer from the 
town of Kyustendil and trainer of a young photog-
rapher club, joined a wintering bird photo tour of 
the lake. She was fascinated by the “rituals” and 
overall behaviour of the pelicans, flamingos and 
cormorants.  Currently she uses the shots taken 
there in her bird photography workshops with her 
trainees sensitizing them about the delicate na-
ture and need for protection of avifauna.

Location

Lake Kerkini is located in northern Greece, just 
40 km away from the town of Serres and about 
100 km away from Thessaloniki.

Problem, challenge addressed, approached

Mrs. Detelina Tiholova, a high school teacher, 
has always had a passion for bird photography. 
She feels a continuous urge for self-improvement 
in this area and never misses an opportunity to 
upgrade her knowledge and skills and enrich her 
experience. As a mentor of young amateur pho-
tographers she also believes that this would boost 
her teaching performance and would be benefi-
cial for the photography education and perception 
of the animal kingdom by the young people.

Target audience, beneficiaries
Young amateur photographers trained by the 

teacher and, via the social media and the artist’s 
cooperation with the No Frontiers 21 Century 
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Association, other professional and amateur pho-
tographers and nature lovers interested in the be-
haviour and habits of birds.

Narrative - activities (what was organized, 
why ?)

Lake Kerkini is a magnificent biodiversity focal 
point. At least 1,300 plant species have been re-
corded so far in the National Park, some of which 
are rare or endemic.

This easily accessible area has a remarkable 
wildlife, including the rare water buffalo, 32 fish 
species, at least 25 species of reptiles and 4,700 
species of invertebrates. Photographers are par-
ticularly drawn by the varied community of coex-
isting birds. Kerkini Wetland is rightfully described 
as a heaven for birds. It hosts about 300 rare and 
protected bird species that live and breed there.

137 of these species nest, 134 overwinter and 
163 use the wetland and the surrounding area as 
an intermediate resting and foraging stop in their 
migration routes. 12 different bird species nest in 
just one colony and it is the first area where, after 
150 years, the breeding range of the Dalmatian 
pelican (Pelecanus crispus) has expanded be-
cause of the artificial platforms created by the 
park management. It is an exquisite area any 
time of the year for observing herons, warblers, 
pygmy cormorants and different birds of prey. You 
can also watch flycatchers and birds with “cryptic” 
behavior (birds that tend to hide), such as little 
crakes and little bitterns. The floating nests and 
platforms are suitable for photo shooting perching 
birds.

Mrs. Detelina Tiholova, an ardent bird photog-
rapher, was eager to take a close look and learn 
more about the behaviour of birds wintering at 
Lake Kerkini. So she enrolled in a bird photo tour 
on the lake. In order to avoid scaring the birds, 

the organizers of the tour scheduled a night-time 
photoshoot. The photographers used a boat to 
approach and watch the birds that had flocked 
together to spend the night in large groups. The 
boat reached the middle of the lake, where nu-
merous pink pelicans were simultaneously mov-
ing their beaks in the water. Perhaps they were 
taking in food in spite of the late hour. Then the 
boat moved closer to the cormorants, also clus-
tered together in a large community. There was 
considerable commotion among them, which 
called for craftsmanship in setting and using cam-
eras. Finally, the excited team of photographers 
attempted to approach the flamingo gathering but 
as it was located in the shallow part of the lake 
where the boat might get stuck, they could not get 
near enough for a close up. Still they managed 
to take pictures of the graceful winged creatures 
with their dance-like movements.

Countable outputs produced
Hundreds of digital photos ready to be used 

as teaching illustration, at exhibitions and in 
publications.

Outcomes/benefits
The photos taken by Mrs. Tiholova at Kerkini 

Lake have proved to be a valuable resource in 
her instruction of the young members of the ama-
teur photographer club at her high school.

She has used them not only as illustrations of 
what camera settings should be chosen in differ-
ent nature photography situations, but also as a 
tool to sensitize school-children about the beau-
ty of wildlife and the importance of protecting 
the environment. She explains how huge impact 
photos may have on shaping people’s attitudes 
and changing their mentality and encourages 
her trainees to add environmental photography 
to their portfolio of skills. She has managed to 
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convey her passion for avifauna photography to 
her audience of some 30 student artists.

Budget
The bird photo tour at Kerkini Lake was self-fi-

nanced by the photographer. Her costs amounted 
to EUR 200.

What were the challenges?
In this case the intention of the artist was to 

photoshoot wintering birds at Kerkini Lake and it 
worked. But a common risk with bird photography 
is that you may not encounter the birds where you 
expect them to be. Or that their location may cre-
ate obstacles, like the shallow perching ground of 
the flamingo group.

“To-do” and “not to do” recommendations:
• Time of day suitable for taking photos of 

birds in flight: You can safely photograph birds in 
flight until about two and a half hours after sunrise 
and two and a half hours before sunset;

• Keep the sun at your back: This will mini-
mize harsh shadows, especially in direct sunlight.

• Birds like to take off facing the wind: So 
if you want to catch them facing you, the wind 
should be at your back. The perfect setup is if 
both the sun and the wind are at your back.

• Wear camouflage clothes. Or blue.
• How to approach perching birds:
- If you have moved fast, do not stop 

abruptly when you see a bird. Instead slow down. 
Sudden changes are usually detected by birds;

- Do not make sudden moves;
- Turn off your cell phone;
- Do not walk straight to the bird, walk in 

zigzags;
- Walk when the bird is not looking at you;
- Scared birds put their tail up and stop to 

look at you - be on the alert for that behaviour;
- Do not stare directly at the bird’s eyes;
- Sometimes young birds will allow you to 

get closer. If that happens, you are very lucky.
Photographer: Detelina Tiholova 
e-mail: deti@mail.bg 
Mobile: +359 887 846 978; 
http://detifoto.blogspot.com/ 
Text sources: http://kerkini.gr/eng https://photog-
raphylife.com/how-to-photograph-birds/

Environmental Monitoring of the 
Banshtitsa River

Theme/Topic covered: Polluted River

Brief Summary

The Banshtitsa River runs in Western Bulgaria. 
It springs from the Osogovo mountain and flows 
into the Struma River after crossing the town of 
Kyustendil. The river has experienced periods of 
very high levels of pollution. There were no scien-
tific or practical studies of the water. Mrs. Rossitsa 
Vezenkova, a biology teacher at the Math and 
Science High School in Kyustendil brought to-
gether a team of students from the same school 
specializing in biology and conducted an environ-
mental monitoring of the water. The results were 
submitted to the authorities. Cleaning of the river 
was undertaken but the effect was only tempo-
rary, as no regular maintenance is practiced.

Location

Bulgaria, town of Kyustendil,

Problem, challenge addressed, approached

Cleaning of the polluted river bed running 
through the town of Kyustendil; identification of 
the environmental parametres of the river: condi-
tion, critical situations, impact on the environment 
and on the urban dwellers. Prevention of the con-
crete coverage of the urban section of the river 
bed.

The target audience included students from 
the Math and Science High School in Kyustendil 
specializing in biology. The ultimate beneficia-
ries were the town residents, who would avail 
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themselves of the clean river bed and the con-
trolled environmental parametres of the water.

The Banshtitsa River is some 11 km long. The 
river bed has been adjusted within the limits of 
the town. It runs in an almost straight line and is 
partially covered with syenite, granite, gneiss and 
flint pieces and slate slabs. In the downtown area 
there is a covered section of the river of some 300 
meters. There is no regular environmental moni-
toring of the river.

There are no data of any measurements taken 
by state or municipal institutions, though areas 
in close proximity to the river have been exam-
ined. The teacher and environmentalist Rossitsa 
Vezenkova and her team of high-school biology 
students used a “Hanna” HI9813-6 instrument as 
they undertook measurement of such parameters 
of the water as acidity (pH), water temperature (t, 
°C), electrical conductivity (EC, μS), total amount 
of dissolved sulfur (TDS, ppm). The instrument 
was first calibrated with the relevant calibrating 
solutions. The measurements were made at an 
interval of 250 m, so the environmental moni-
toring covered a span of 3 km of the urban river 
length. The students found that there were dis-
tinct spots of increased alkalinity of the water, 
high electrical conductivity, i.e. increased content 
of mineral salts and a higher total amount of dis-
solved sulfur at the point, where the river entered 
the town limits. This was due to the multiple farms 
that discharged their residual products directly 
into the river. The river was also contaminated 
by unlawful waste dumping sites and sewers dis-
charged directly into the water. The temperature 
of the water was lowest at the point of river entry 

into the town and highest immediately after the 
covered downtown part.

The conclusion of the student team was that a 
waste water treatment plant should be built at the 
river’s point of entry into the urban area, the lo-
cal sewers should be connected to the municipal 
sewerage system and at the point of exit of the 
urban area measures should be taken to clean 
the river bed and solve the problems with the 
household waste water and the unlawful waste 
dumping sites.

The monitoring results were presented to the 
local authorities that were then able to plan and 
undertake the relevant measures. The students 
acquired skills in operating environmental mon-
itoring equipment. They gained knowledge and 
abilities to develop projects and draft presenta-
tions, which proved very valuable during their 
participation in various competitions and con-
tests, where they won multiple prizes. The envi-
ronmental knowledge and culture of the students 
were upgraded. The monitoring results were 
used for the development and publication of sci-
entific articles. The bed of the Banshtitsa River 
was cleaned by the Municipality of Kyustendil. 
Ornamental shrubs and trees were planted along 
the river banks.

The budget for the environmental monitoring 
exercise was approximately EUR 900.

What were the challenges?

There is still no regular cleaning of the river 
bed. A challenge was also to make science stu-
dent-friendly, so that it could be used in school not 
only for acquiring scholarly capabilities, knowl-
edge and skills but also for raising environmental 
awareness and for nurturing citizenship mentality.

“To-do” recommendations:

It is never too early to cultivate proper en-
vironmental and civil behavior in youngsters. 
Kindergarten age is a good starting point in time. 
High-school age is the right time to plant the first 
seeds of scholarly actions.

Contact: Rossitsa Vezenkova

via No Frontiers 21 Century Association

Email: nofrontiers21@abv.bg
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 Mad Max meets Trump’s America
Climate change/Air Pollution due to coal use 

Apocalyptic photoshoot depicts surreal conse-
quences of coal pollution - Photography might not 
yet have the power to change the world, but it can 
be used as a rather powerful message-spreading 
medium and that is what photographer Benjamin 
Von Wong is currently using it for.

Location: Ferropolis, a mining museum in 
Germany (the photoshoot took place here)

 http:// www.ferropolis.de/

It is hard to believe that there is a website, 
where anyone who needs a fresh breath of vitali-
ty can buy bottled air from the Rocky Mountains. 
These products are re-sold to polluted cities in 
China. Photographer Benjamin Von Wong (online 
personality, conceptual photographer known for 
his hyper-realist art style) brought this scary trend 
to attention, reminding us all that no one really 
benefits in the long term if the world keeps using 
coal. To get this message across, Von Wong uses 
his art. When he first planned this photoshoot al-
most nine months back, it was never meant to 
be political. However, with President Trump’s re-
cent commitment to bring back coal, his fantas-
tical concept started to feel a lot more real. He 
had done a little bit of research and he realized 
that not only was this true, but it was becoming 
a scary trend (e. g. in Beijing, the elementary 
school he used to attend, now has a five million 
dollar gymnasium in place, equipped with an air-
lock and air filters in every classroom. Insane - he 
says. It turns out, that the main culprit is coal. In 

a world with so many alternative energy sources 
available, the fact that a government would sub-
ject their citizens to such a poor quality of life just 
blew him away. And so he launched his quest to 
find post-apocalyptic soldiers trading, using and 
controlling oxygen beneath a coal mining ma-
chine. When he pitched his idea to the Wasteland 
Warriors (a pair of artists, who pay homage to 
Mad Max-style post-apocalypse by creating cus-
tom clothing and props) the game was on. They 
brought their epic collection of clothing and props 
to Ferropolis, and with the help of eight dedicated 
models, more than a dozen volunteers and spe-
cialized equipment from Phase One, Broncolor 
and Three Legged Thing, the project was brought 
to life.

Volunteers from all over the country came to 
participate in this creative project, including a 
baby, thus providing a chance for taking photos 
that looked as if they came straight out of Mad 
Max. The project targeted all citizens, the hope 
being that it would bring awareness to the impacts 
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of global reliance on coal. When the political cli-
mate in the US shifted and the then-President 
Elect Donald Trump called for a return to coal, it 
all seemed suddenly very timely. However, Von 
Wong makes it clear in his blogpost, that he does 
not believe that this is truly the future for the US. 
Yet, despite that, coal still presents some very 
real risks if we ignore what science tells us and 
turn our backs to the development of sustainable, 
renewable energy. “I think we can all agree that 
coal is a finite resource that will only carry us so 
far. Shouldn’t we focus on the future and not dig 
up the past?”

The concept envisions a future where oxygen 
is a precious commodity, controlled and traded by 
Mad Max style soldiers. The backdrop is a mining 
museum in Germany called Ferropolis and the 
dramatic setting is complemented by Wasteland 
Warrior’s custom props and elaborate costumes. 
As usual, Von Wong provided plenty of behind-
the-scenes information, including a post-apoc-
alyptic lighting demo for the shoot; he used a 
Phase One IQ3 and Schneider 35 mm lens. He 
used smoke bombs on the set for effect. He ac-
knowledges that this is somewhat at odds with 
his message, but ultimately he decided it was the 
only way to achieve the right visual impact and 
paid a voluntary carbon emissions tax.

2 tutorial videos:

https://www.youtube.com/watch?v=Q3nOjv-
vjeOU (part one) 

https://www.youtube.com/watch? v=Xa-
63Hu4U5-4 (part two)

3 photos:

Shot on the Phase One IQ3, Schneider 35mm 
| ISO800, 35mm, f/12, 1/640 with Broncolor Move 
& Siros

Shot on the Phase One IQ3, Schneider 35mm 
| | ISO100, 35mm, f/6.3, 1/200 with Broncolor 
Move & Siros 

Shot on the Phase One IQ3, Schneider 35mm 
| ISO800, 35mm, f/12, 1/640 with Broncolor Move 
& Siros

Worldwide awareness raising through social 
media (FB, YouTube) is achieved in a creative, 
unique, shocking way, that might get people think 

twice when they make personal and common 
choices, motivating (almost pressing) them to 
choose environmentally friendly approaches in 
their daily lives, activities.

As with many of Benjamin’s shoots, the photo 
with the family featuring a baby was not a quick ‘in 
and out’ photography session. In fact, this image 
took about six hours to create. The family fea-
tured in the shot are American expats who, with 
the power of photo editing, good props and set 
design, were transformed into “oxygen refugees” 
surrounded by other post-apocalyptic survivors.

Climate change can create opportunities both 
for awareness raising and for the utilisation of the 
phenomena for creative photography.

Contact: Tibor Kovács

Phone: +36203164322

Email: kovacs.tibor@mfu.hu kovacs.tibor@
norda.hu 

Website: http://blog.vonwong.com/

Massive Deforestations in Romania
By Zoltán Egyed Ufó

Subject / Covered Topics

The road of wood from its exploitation till its 
processing in mammoth factories or its export 
from the harbour of Constanța.

Short Summary 

The massive, legal and illegal forest clearings 
in the Carpathians; wood theft; concealing of 
clues by arson; the storage and manipulation of 
timber; the transport of wood by road on trucks 
and by rail; the processing of wood in gigantic 
factories; the export of wood and timber from the 
harbour of Constanța.

Locations 

Ciuc Mountains, Giurgeu Mountains, Lunca 
Bradului, Sebeș (Alba county), city of Constanța.

Challenges and Problem-solving 

First of all, the lack of time was a major issue. 
At that time I used to work in the capital city as the 
assistant of a commercial photographer. I had to 
be available mostly any time. Consequently, I lost 
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the job during this project, as I happened to be in 
the mountains taking photos and was held back 
by my generous hosts, so I could not return to 
the capital in time for an important photo meeting 
announced just hours beforehand.

I would mention money as the second biggest 
problem. I had been earning 150 dollars a month 
by that time as a photography assistant. This 
amount was supposed to cover the rental fee 
of my flat, the daily bread plus all my expenses 
related to the project. In addition, my backpack 
along with my camera had just been stolen two 
months earlier so I had to invest in gear as well. 
Throughout that summer I ate only bread with 
spawn salad and tomatoes and took the photos 
with a cheap camera and a rather old, manual 
focus lens.

Target Audience and Beneficiaries

The report was ordered by National Geographic 
Romania and the article got published there. 
Given that, the NGR readers were the main tar-
get audience, but I also did my best to create a 
visual material that stands up even without text, 
both as a photo-story and as standalone pictures. 
Many of the photographs taken during this proj-
ect but unselected by NGR were later published 
in various magazines and newspapers. Last year 
some of them appeared in Der Spiegel and HVG 
(Hungary) while others were taken over by na-
tional and international news agencies. The set 
for this story had also won miscellaneous photog-
raphy awards.

Narrative - Activities (what has been organ-
ised and why?)

I started off with the project by documenting. In 
the first place, I had to track down locations with 

deforestation, to find areas where wood thefts 
took place, and of course identify the destinations 
reached by the wood.

My main sources of information were the local 
press and my friends. I also asked around in on-
line discussion forums for environmental NGOs 
to no avail with regards to specific, usable data. 
Once set off, more information reached me on the 
way as I talked to people I met.

I shot my first photos in the Ciuc Mountains in 
an area where a part of the forest had been af-
fected by windfall. While the locals could legally 
exploit the fallen trees, using this as an excuse, 
they started exploiting the intact forest too. I found 
a vast clear-cut area while on site.

I continued shooting in the Giurgeu Mountains 
in the vicinity of the city of Gheorgheni, where a 
forest from which too much wood had been stolen 
was simply set on fire in order to hide the evi-
dence of the regular thefts. Even though I reached 
the site a year after the arson, the thefts did not 
stop: people were still taking wood from the for-
est, even carbonized wood. I carried on with my 
story in the gorge of the Mures river where the 
timber coming from the Călimani and Gurghiu 
Mountains ends its local way. In Lunca Bradului I 
successfully shot a photo of wood being loaded in 
railway carriages and sent away. In Iod I climbed 
a rock high enough to let me peep into and pho-
tograph a timber warehouse, while in Răstolita I 
found a beautiful nursery that proved to be the 
ideal subject for a closing photo suggesting that 
there is still some hope.

In Sebes I spent a full day and a night on a 
bridge so that I could take the pictures docu-
menting a mountain of wood in the courtyard of 
Kronospan being mashed and transformed into 
plywood.
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Budget 

At the time of this project I had a forged stu-
dent ID card that saved me half of the travel costs 
so transportation was below 50 dollars, travel-
ling only by 2nd class train. I also walked quite 
a considerable distance, tens of kilometres dai-
ly, to avoid paying for other means of transport. 
I consumed about 10 film rolls altogether during 
the project at no cost as they were a generous 
gift from my former employer. Counting the food 
too and the amortisation costs of the (otherwise 
cheap) camera, I think I invested 100 more dol-
lars in the project.

Words fail me to describe what I saw in 
Constanța. The hectares with huge piles of timber 
waiting to leave the country – a sinister landscape 
for all lovers of nature – took my breath away.

Results and Benefits (what changed, differ-
ences made)

It might be surprising, but my report did not stop 
the Romanian wood mafia, neither did it put a halt 
to deforestations or to wood thefts. Taking a very 
optimistic approach, I would say that it contribut-
ed maybe by addressing one of the million fac-
tors in the fight against this phenomenon. Since 
then these small steps have cumulated and now, 
in 2017, we have a performing national system 
for monitoring woodcuts and timber transport. 
For me personally, working on this project was 
a huge professional step and it brought a lot of 
benefits. Before making this report, I used to pho-
tograph only single images. The project changed 
my attitude towards photography dramatically, as 

it made me think in terms of stories and projects. 
Since then, with that in mind, I have worked ex-
clusively on story-telling photographic projects.

What Went Wrong? Risks? Challenges?

I was afraid. Almost everywhere and most of 
the time. Even though people were not aware 
what my goal of taking pictures was, I was quite 
conscious of it. I had an overwhelming sense of 
freedom while working on the project and I felt 
overly happy every time I found a representative 



SOL - Sense of Light

SOL Guidebook of Commercial Photography 6363

frame for my story. Despite that, this happiness 
merged with the sentiment of fear, not always 
without a reason, as you will see.

In the Giurgeu Mountains, for instance, I had 
been taking pictures of wood thieves who tried to 
get me out of the place. While I pretended that I 
was a tourist and kept asking them silly questions 
about the beautiful job of a lumberman, tension 
kept growing. I could not leave, though, for I had 
not yet taken the photos I wanted. I just moved 
back one or two steps every time they raised the 
axe.

In the railway station of Lunca Bradului I made 
a bird’s-eye view photograph of carriages heavily 
loaded with timber. To achieve that perspective, I 
had to climb an old rusty iron post that was wob-
bling. I was afraid of being caught and in addition 
I had a good chance of falling off too, even before 
being caught. The sewing-machine effect took 
over my body just a little before I reached the top 
of the post: my legs started trembling and I had 
no control over them. Eventually, I managed to 
shoot the photo. In Sebeș I climbed a small ar-
tificial hill next to the Schweighofer factory to be 
able to shoot some photos over the fence. I had 
not even released the button when the guards 
caught me and took me in, telling me that the 
high ground outside the fences that I climbed is 
also their property. Once inside, one of the lead-
ers subjected me to questioning prior to calling 
the police.

Again, I said I was a tourist, an automation en-
gineer by profession. To prove that, I had to talk 
about that engineering work, something not too 
difficult for me since just a year before I had in-
deed earned my living working as an engineer. I 

must have sounded very convincing because at 
the end the man let me go and even offered me a 
job that I politely refused. In Constanța I had been 
photographing in the harbour all night long. By 2 
AM I got checked and questioned by a SRI officer 

(Romania’s main domestic intelligence service) 
summoned by the gate-keeper of a military mu-
seum who spotted me out.

Suggestions (do’s and don’ts)

Calm down! Do not get angry. You cannot solve 
anything that way. You must be fully conscious of 
the fact that wood was and has always been an 
enormous business. Even if what happens with 
Romanian forests is most frustrating and annoy-
ing, you do not have any chances to change a 
thing. Not even with photography. Not even with 
friends. If you are lucky and perseverant enough, 
you might find 200 civilians sharing your views 
and willing to join you in fighting against this di-
sastrous situation in their free time, almost with 
no financing. Yet, there are 200 000 people on the 
other side with the same direct interest in continu-
ing this business. These people work tirelessly 
too, and in contrast, they also have the money to 
corrupt authorities, to pay lawyers and bullies and 
they are bound to do anything in order to protect 
their interests. Having all that in mind, one should 
be happy with the smallest gains, with any minor 
results and should not get frustrated if success is 
not reached at once. 

Contact: Egyed Ufó Zoltán 

Phone: +40 743 210 298 

Email: zufoka@gmail.com 

Website: ufo.oskar.ro
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Wildfires of Forests and Grasslands in 
Romania

By Zoltán Egyed Ufó

Subject / Covered Topics

Four large wildfire cases (forests and grasslands) 
in Harghita County between 2011 and 2012.

Short Summary 

Draught and human carelessness cause tens of 
wildfires every year uselessly. Wildfires may occur 
naturally, but many are caused by humans, acci-
dentally or deliberately. Some set the vegetation on 
fire without thinking of winds; some just throw away 
a cigarette butt not properly extinguished, where-
as hundreds of other people work day and night to 
extinguish the fire caused by a single person in a 
matter of milliseconds.

Locations 

The villages of Târnovita, and Căpâlnita, the 
Techend Plateau and the city of Odorheiu Secuiesc.

Challenges and Problem-solving 

My central problem was that I could not actively 
help in extinguishing and make photos at the same 
time. Thus, I missed many of the best frames simply 
because whenever a gust of wind ignited the vege-
tation I chose to give a hand in dousing the flames 
instead of shooting the scene. In many other situa-
tions I faced difficulties with rangers attempting to 
remove me from the site with the intention to pre-
vent spreading the news of those cases of fire.

Target Audience and Beneficiaries 

Initially the goal was to document the fire cases 
for the portal manna.ro I was working for at the time. 

But as the phenomenon started to grow and the number of fire cases in the 2 counties increased, I tend-
ed to become more like an activist and the goal switched from documenting to the attempt of stopping 
the fire itself, and the audience I wished to reach changed from dedicated readers to any person who 
could potentially provoke such fires either deliberately or unawares of the implications.

Narrative - Activities (what has been organised and why)

The first case of wildfire I documented was right within the administrative territory of my village. The 
neighbours called me to help them extinguish it. The fire occurred on a mountaintop with difficult ac-
cessibility at a time of a dry spell. The water had been transported from a long distance through rugged 
ground - and the water was never enough. The fire penetrated the tree stumps and even the ground 
itself and erupted again and again every time the people retreated into their homes. The community had 
struggled for a whole week to douse the conflagration. Finally, a solution was reached by ploughing over 
the entire area, thus stopping the propagation of the flames and letting everything inside burn to ashes.
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The next blaze in the series of wildfires happened in the immediate neighbourhood of the city of 
Odorheiu Secuiesc, in an area much loved by tourists.

The cause of the fire was identified instantly: a local citizen had attempted to clean the field used 
during the summer for growing wheat by setting it on fire. This individual did not take into consideration 
the strong winds that fed the burning and spread the fire to the woods. Hundreds of people, foresters, 
firemen, the army, local volunteers took part in stopping the conflagration. They had managed to com-
pletely extinguish it in a single afternoon. However, one of the city’s most beloved recreational areas was 
gone forever. The third forest fire took place next to the village of Căpâlnița and it happened right in the 
middle of the Village Days. Down, in the village, people were enjoying themselves, while above them, 
up in the mountain, the forest was in flames. Some, leaving their beers behind, hurried to fight the blaze, 
but they were not enough in number. They had apparently succeeded in stopping the fire but could 
not put it out entirely. The next day – while the feast continued with the villagers still partying – the fire 
returned, fed by the wind, and in a very short time it consumed many hectares of wood planted shortly 
before that. There were even less people fighting the fire this time than the day before. Thankfully, with 
the help of rangers and the locals from the neighbouring village being afraid of the fire reaching their 
territories, the wildfire got finally stopped. The fourth conflagration was set on the Țechend volcanic 
plateau in the Tizenhétfalusi area. On this occasion people showed an exemplary sense of community, 
mostly the ones from the village of Căpâlnița. A large number of citizens from the villages around gath-
ered and fought the flames, even though a long struggle could be forecasted, given the very large size 
of the affected area and that the fire had been continuously bursting out again and again in arbitrary 
spots. The firefighters were not in control of the situation but fate was on their side: a serious rainstorm 
extinguished the fire completely.

Results and Benefits (what changed, differences made)

While the number of wildfire cases has decreased, this is most likely not thanks to my photographs 
but rather to the change in meteorological circumstances. Besides, the number of people “mowing with 
matches instead of a scythe” has fallen off too. Probably not so much due to my articles as due to the 
increasing fines the authorities threaten with. Yet, I have presumably made my tiny little contribution with 
this series of photo-reportages, for they made people talk about the phenomenon. The community in the 
area being quite a small one, a reportage of this kind is read almost by a quarter of the city’s population 
and throughout the daily chit-chats the information could reach even half of the community. Thus, with a 
bit of patience, such columns in the long run could instigate small changes in people’s behaviour.

Budget 

The total transportation cost was 5 leis, that is, a little above 1 euro – the price of the fuel to get to the 
city from my village when I photographed the second conflagration. As for the first site, the one near my 
own village, the villagers took me there by their cars. To get to the third and the fourth sites I used my 
bicycle. I would estimate that the amortisation of my photo equipment was 5 euros. Washing my clothes 
heavily smelling of smoke must have been around 1 euro… or let’s say 2. The total budget of the project 
was therefore below 10 euros.

What Went Wrong? Risks? Challenges?

Being exposed to the smoke was a risk all the times. On my second trip I met an experienced forester, 
Mr. Duda. The two of us had secured a part of the forest for some time. Shortly after we finished and split 
he fainted because of inhaling too much smoke and slipped into a ditch. Luckily, he did not get injured.

My clothes and photo bag quickly turned black and kept smelling even after being washed. The cam-
era strap got cleaned multiple times but continued to smell like a stable. From a professional point of 
view, the air on every site was full of ashes to such an extent that it was impossible to change the lenses 
of the camera. In Căpâlnița the representative of the local commonage* who carried people in his car to 
the site of the wildfire refused to take me, the journalist, even though he had a free seat in his car. This 
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way I had to run uphill for two hours to get to the 
location. On the Țechend plateau the chief officer 
of the forestry attacked me verbally rather aggres-
sively, stating that he had a good reason to be an-
gry with the press in general because journalists 
tend to write about forest fires all the times even 
in cases of grassland fires. “Who cares if an area 
looks like a forest if it is officially registered as a 
pasture?” – he explained. He kept on repeating 
that journalists could not have any knowledge on 
the subject and should not be allowed on the site 
of wildfires. All along he had tried either to expel 
me, or to forbid taking photographs. At one point I 
became sufficiently upset to ask him to introduce 
himself if he felt he had the right to ban me from 
anything. He suddenly started to put on a show of 
being very busy and eventually vanished without 
introducing himself. I only found out later that he 
was the head of the forestry.

Suggestions (do’s and don’ts)

If one is into taking spectacular photographs of 
wildfires, they should beforehand make the deci-
sion not to get involved in the fight against the fire 
but to stay a photographer. I did not succeed in 
this matter except for the cases where the people 
had been hostile towards me. If I think logically, 
raising the awareness of people and prevention 
of future possible wildfires is probably more im-
portant than the involvement of yet another per-
son helping hundreds of others to extinguish a 
fire.

Even though, whenever I realise that the wind 
is strong, there are not enough people and the 
fire is extending, I cannot help putting the camera 
back into its case and lending a hand in dous-
ing the fire. Think of your clothing ahead of time. 
Put on pieces you are not too fond of, use a cloth 
around your mouth and nose to avoid filling your 
lungs with ashes. Anyhow, your handkerchief 
would soon become black when you blow your 
nose, and that would last for a week or so. It 
would not harm wearing strong boots either, or 
at least some thicker shoes that can more-or-less 
resist live coal.
Contact: Egyed Ufó Zoltán
Phone: +40 743 210 298
Email: zufoka@gmail.com
Website: ufo.oskar.ro
* the institution of joint ownership of local forests 
and grasslands

Fight against Hydraulic Fracturing 
in Romania

By Zoltán Egyed Ufó

Subject / Covered Topics

The “grand gathering of cables” at Moșna and 
the demolition of Chevron’s fence in Pungești.

Short Summary

More big corporations interested in exploiting 
shale gas in Romania through hydraulic fractur-
ing have started prospection works throughout 
the country. Locals, fearing that their ground and 
surface waters would become contaminated, in 
alliance with activists, launched protests against 
fracking. In Moșna the protesters gathered the 
cables of the prospection company, while in 
Pungești, they demolished Chevron’s fences.

Locations

Moșna (Sibiu county), Pungești (Vaslui county).

Challenges and Problem-solving

The protesters as well as the law enforcement 
forces looked upon us, the journalists, with res-
ervations. In both locations the demonstrations 
had a slightly nationalistic flavour, which by itself 
should not be a problem, though it proved to be 
one at the end. When we arrived at Pungești the 
area had already been closed, roads blocked by 
the police and we faced several identity checks. 
At first the police refused to let us inside the pro-
testers’ camp telling us that they were dangerous. 

Eventually we persuaded them that we would en-
ter with or without their consent, so they handed 
us over to the protesters telling them: “We have 
brought you two Hungarian journalists”. For an 
hour or so the protesters regarded us as the class 
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enemy and while we were both Romanian citizens belonging to the country’s Hungarian ethnic group, 
we were introduced only by the ethnic label intended to get us thrown out of the camp. It was hard work 
to assure them that we were on their side.

Target Audience and Beneficiaries

The two reportages were published on the portal manna.ro. Later on selected photographs were tak-
en over by the EST & OST French-German photo agency specializing in Eastern Europe.

Narrative – Activities (what has been organised and why)

On a beautiful day of November a couple of hundred people gathered in Moșna. They had been called 
to join an action that was later termed “The Big De-Cabling” by Willy Schuster, a local farmer, who had 
been already fighting for a couple of months with the employees of the geological prospections company 
S.C. Prospecțiuni SA. This firm had been studying the substrata in the area for a while, performing var-
ious exploration activities, such as digging, detonating dynamite and laying cable networks on privately 
owned plots of land without the owners’ consent. They had been looking for shale gas – local people 
thought. The people arriving in the morning for “The Big De-Cabling” seized a vehicle of the prospec-
tions company that they had caught on Willy’s land.

Following that, they took 
part in some cultural pro-
grams and in the afternoon 
they started off to the hills 
around the village of Alma 
Vii and collected hundreds 
of kilometres of cables 
that they brought to the 
local community centre. 
The action was success-
ful. After a month, more-
or-less the same group of 
activists with twice as big 
a crowd met in Pungești to 
support the locals in their 
fight against the oil giant 
Chevron, just about to in-
stall a hydraulic drill in the 
area. The villagers, being 
worried that the fluid full of chemicals used for the hydraulic fracking would contaminate their water and 
land, had been already protesting for a couple of weeks. They had set up an improvised camp facing 
Chevron’s perimeter. One night, when Chevron’s convoy with hundreds of loaded trucks carrying the 
parts of the drill and other equipment arrived, the villagers blocked   the   road. The gendarmerie was 
called upon and under the cover of the night the gendarmes took to beating anyone in their way: men, 
women, and children, too. The authorities, protecting the interests of the American corporation, declared 
state of emergency and the citizens were subjected to unjustified security checks whenever they left 
their homes. Access to the surrounding localities was fully restricted, not even the representatives of 
the press were allowed to enter. Under these circumstances further groups of people from neighbouring 
villages and environmental activists from all around the country came together in Pungești. It was clear 
to everybody that if something important failed to happen that day, Chevron would set up its drill and af-
ter that it would become unstoppable. There would not be any further chances to congregate that many 
protesting people again.

Ultimately, what was meant to happen, did happen. The enraged mob successfully assaulted the 
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security guards employed by Chevron, passed 
them, laid siege to the site and pulled down 
the entire fence that surrounded Chevron’s pe-
rimeter of 20 000 square metres. Once in, the 
crowd knocked down the mobile toilets and set 
the national flag on the highest spots of the area. 
A severe action of the gendarmerie followed. A 
serious force of hundreds of gendarmes set off 
to take over the territory. The leaders of the re-
sistance movement were pulled out one by one. 
Tens of people were arrested this way and got 
transported to the county seat for questioning 
and to be fined. The camp of the protesters was 
seized by the law enforcement units and then 
levelled to the ground.

Results and Benefits (what changed, differ-
ences made)

Following the protests, Chevron announced 
they would suspend their activities in the Pungești 
area. Even though shortly after that they recon-
sidered this statement, the anti-fracking mood 
had gripped the whole country. One year after 
the Pungești demonstrations, Chevron pulled out 
of Romania. The corporation’s reasoning on their 
withdrawal was that the resources found were 
poor compared to the costs of exploration.

The most significant personal reward of the 
Pungești experience was that I met Robi, a pro-
tester, with whom we became friends and we 
have been best friends ever since. We started 
a couple of interesting projects together through 
which we met further tens of good people, too, 
so I would say that Pungești changed my life 
radically.

Budget 

Expenditures on transport should be mentioned 

in the first place. Fuel costs for my two rides were 
somewhere between 60 and 70 euros. I would 
not charge for amortisation more than 5 euros 
while food was about 10 euros. In Pungești my 
winter trousers worth 20-25 euros got torn. In to-
tal, the production costs for the two photo series 
was around 100 euros.

What Went Wrong? Risks? Challenges?

In Moșna I was hit by a vehicle of the prospec-
tion company. I admit that I had not moved away 
from its path as I considered that being in an 
open field, pedestrians had priority. The driver 
got annoyed and admittedly drove the car so that 
it would push me for 10-20 centimetres. There 
were no injuries and in a matter of seconds lots 
of protesters reached us and surrounded the car.

In Pungești a gendarme tripped me up while I 
was running downhill on quite a steep terrain, so 
I started rolling down and it took me more than 10 
metres to finally stop. I was close to breaking my 
neck. I looked for the gendarme’s superior who 
did not even react to the story besides shrugging 
his shoulders. Again in Pungești I fell down two 
more times, once even tearing my trousers.

Suggestions (do’s and don’ts)

It is best to stay close to the subject. Being 
afraid and keeping some distance from the core 
of the events does not solve a thing. Make sure, 
however, not to be too close either, so that you 
are not taken away by the law enforcement 
troops, because if that happens, and you are 
taken in for questioning, you cannot make any 
further photos – and that does not solve a thing 
either. If you happen to have the habit of going 
to demonstrations rather often, then you might 
need to carry along a helmet and possibly a gas 
mask, too, just in case you would like to take 
photos of law enforcement forces making use 
of tear gas. In Pungești, tear gas was used only 
on one occasion, in very small quantities, thus I 
could make it without a gas mask. As press was 
massively present, the gendarmes were not ex-
tremely tough, so we could cope with the situa-
tion with no helmet.
Contact: Zoltán Egyed Ufó
Phone: +40 743 210 298
Email: zufoka@gmail.com
Website: ufo.oskar.ro
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Open Farm Day
Theme/Topic covered: Agriculture and rural 

life

Short / Brief Summary: Open Farm Day has 
become a popular event all over Estonia. In 2012-
2014 Järva County was the first region to open 
the farm doors to the public. The initiators of the 
event were Local Action Groups. The idea came 
from a similar event in Aland. It was possible to 
get an overview of crop and animal production 
and agricultural machinery, listen to the stories 
about the history and present day of the farms. 
LEADER support was used for establishing com-
mon symbolism, for carrying out trainings and 
supporting participating farms.

Location: Estonia, Järva County

Problem, challenge addressed: The aim of the 
project was to promote agriculture and rural life in 
Järva County

Narrative - activities (what was organized, 
why?) 

People were welcome to visit large and small 
farms, to see amazing animals and plants, amaz-
ing farm machines, to taste real country food, to 
participate in excursions, workshops and many 
other exciting events. Each farm had its own pro-
gram demonstrating its special features.

Actions:

- Preliminary seminars for farmers;

- A Guidebook for visitors

- Promotion of the event

- Feedback seminar

Countable outputs produced: 

38 Farms were opened up; there were more 
than 35000 visits.

An Open Farm Days Photo Competition was 
organized. More than 60 photos were sent for the 
competition.

Outcomes = benefits (what changed, what is 
the difference?): 

There were approximately 15,000 visits in the 
first year and more than half of that number in the 
next year.
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Since 2015 farms all over 
Estonia have opened up and 
our initiative has spread across 
Estonia, bringing more than 
80,000 visits. Farmers were able 
to use photos from the compe-
tition for advertising their own 
farms. The event was the best 
advertisement for the farms - 
visitors could buy farm products 
and farms got direct contacts 
with new clients. Local Action 
Groups have gained popularity 
as the developers of the region 
and creators of the image of rural 
life.

Budget: 20 000 €

What did not go well? Risks? 

In the first year farmers were 
not able to expect so many 
guests, there were problems 
with the organization of park-
ing. Weather is an important risk 
factor.

What were the challenges? 

The organization of parking 
was the biggest challenge.

LAG Järva Development 
Partners, manager Silva Anspal 
jap@jap.org.ee



SOL - Sense of Light

SOL Guidebook of Commercial Photography 7171

9) Glossary 
A – aperture priority is a mode offered by 

semi-professional and professional cameras that 
automatically calculates the other parameters 
such as shutter speed and ISO after you set up /
choose the aperture value.

Aberration – an optical phenomenon that caus-
es an unsharp and blurred image or an image 
with unwanted colours in the edges. The higher 
the aperture number, the smaller the influence of 
aberration.

Aperture – a system of metal or plastic lamels 
that control how much light enters the light sensor. 

Apochromatic lens – a type of a lens where all 
colours (wave lengths) have a focal point on the 
same level of a sensor. 

Aspherical lenses – lenses with corrected opti-
cal parts that enable one to correct the optical is-
sues of the lenses and simplify their construction.

Autofocus – a camera feature that allows you 
to focus on the subject automatically.

AE – Auto exposure – the camera mode; while 
considering the optimal lighting conditions the 
camera sets the shutter speed and/or aperture 
automatically. 

AF – autofocus – a camera mode in which the 
camera focuses (when half pressing the shutter 
release button) instead of the photographer. 

Autofocus lock – a camera mode that allows the 
photographer to hold focus on a selected subject 
and thus enable the recomposition of the scene.

Locking the mirror – several SLR cameras en-
able one to lock the mirror after the focus. It re-
moves the vibration caused by the mirror move-
ment, particularly in macro photography.

Aperture – A metal or plastic lamella system to 
control the flow of light into the lens

Aperture number – the size (opening) of the 
aperture marked “f”. The smaller the aperture 
number (e.g. f 1.2 or f 2.8), the larger the aperture 
(light transmission) in the lens and the sensor.

B exposure mode – a camera setting that al-
lows the photographer to keep the shutter open 

as long as they want. This setting enables one 
to make night photography, fireworks, lightnings, 
night traffic, etc.

Camera shake – subtle movement of the cam-
era caused by the photographer when the shutter 
button is depressed resulting in blurry images. 

Candid images: photographs – pictures of peo-
ple or groups of people that are less formal than 
portraits.

Card reader – a digital device that enables one 
to read and transfer images from camera memory 
cards through USB cable. 

Catchlight – tiny reflections of light in the eyes 
of people or animals photographed.

CCD (charge-coupled diode) – a type of pho-
tochip that records the image in digital cameras 
– sensor 

Cloning – a technique used in image editors 
(e.g. Photoshop) to cover up imperfections (e.g. 
dust spots, dirt, small scratches)

Close-focusing distance – the minimum dis-
tance you can move the camera to a subject be-
fore the lens cannot focus properly.

Close up – a photographic technique that en-
ables one to make details of the subject (less 
than 1:1)

Compact camera – A point and shoot type of 
camera enabling less control over the camera 
functions. 

Compact flash card – a bulky type of memory 
cards used in recent years by mostly professional 
SLR cameras.

CMOS-Complementary metal-oxide-semicon-
ductor (CMOS “see-moss”) is one of the main 
types of integrated circuits. 

CMOS technology is used in chips and also in 
a wide range of analog circuits, image sensors, 
data converters.

Additional flash – additional flash controlled by 
the camera or flash control unit to properly light 
the scene. 

DPI (dots per inch) – a term that expresses 
scanner or printer resolution. The more points 
per inch (= 25.4 mm), the higher the sensitivity 
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of printing.

Spacer rings – optical rings without lenses placed 
between the camera and lenses in order to increase 
the focal length and thus increase the size of the 
captured subject.

Fish eye – a type of lenses that enable an ex-
tremely wide angle (180*) of framing and barrel 
distortion.

Tilt and shift lens – a special type of a lens that 
enables one to control the orientation of the plane 
of focus (PoF), – tilt and hence the part of an image 
that appears sharp; it makes use of the Scheimpflug 
principle. Shift is used to adjust the position of the 
subject in the image area without moving the cam-
era back; this is often helpful in avoiding the conver-
gence of parallel lines, as when photographing tall 
buildings.

Macrorails (also macro rails) – rails enabling ex-
treme focusing of the macro lens.

Spherical distortion – optical phenomena occur-
ing when wide angle lenses are used with small 
aperture and different wave lengths of light do not 
have focal length in the same point. It causes un-
sharp edges of the image. 

Sunblind – a blind used to protect the direct ac-
cess of sun rays into the front of lenses that reduces 
the unwanted reflexions.

Lightning number – expresses the available pow-
er of the flash. It relates to the ISO sensitivity.

Multiple exposure – several exposures made on 
the same field of a film or photopaper.

Aperture Priority – a camera preset setting that 
manually selects the aperture value (reduction - 
magnification of the light flow aperture) and auto-
matically calculates the shutter speed for optimum 
exposure.

Saving – the activity of storing digital images on a 
data medium (hard disk, Blu-ray, USB disk or mem-
ory card).

Artifacts – unrelated and unbiased objects and 
phenomena occurring in frames due to dirty sensor, 
lens, compression and other interventions.

Autoexposure (AE) mode – sets the camera 
when the camera automatically adjusts aperture 
and shutter speeds for optimal viewing for a given 

amount of light.

Autofocus (AF) – sets the camera where the cam-
era automatically focuses on the scene.

Autofocus lock – a feature that lets you focus on 
the selected object or scene and alter the composi-
tion of the scene.

Exposure Blocking – (Autoexposure lock – AE-L) 
is a feature of the camera that enables one to avoid 
the previously set exposure (shutter speed and ap-
erture) changes in order to re-compose the image.

Backlight – illuminates the scene from behind (if 
there is sun or lightning behind the back of the sub-
ject or scene).

B-mode – setting the camera to allow the shutter 
to be opened as needed.

Camera tampering – unfortunate breakdown of 
the camera as a result of triggering the trigger or 
holding the camera in the hand resulting in blurred 
and distracting resulting image.

Fury in the eyes – tiny reflections of light in the 
eyes of photographed subjects

CD – compact disc for laser recording and read-
ing of digital data (usually in the range of 650-700 
Mb).

DVD – a digital video recorder that enables laser 
recording and reading of digital data (typically in the 
range of 4-7 GB)

USB key – recording equipment for storage and 
transmission of data, in the range of 8 Gb - 4 TB).

Cloning – technology used in Photoshop to re-
move artifacts and unwanted objects in engagement.

Focal length – the minimum distance from the 
subject where the lens can still focus properly.

Chromatic aberration – an effect resulting from 
dispersion in which there is a failure of a lens to fo-
cus all colours to the same convergence point.

Sensitivity – sensitivity to light measured by var-
ious numerical scales (e.g. ISO). A closely related 
ISO system is used to describe the relationship be-
tween exposure and output image lightness in dig-
ital cameras.

Compact – a snapshot camera that provides in-
stant photo capture, which usually does not allow 
manual adjustments to the digital SLR camera.
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Compact flash – a type of memory card that uses 
digital SLRs to store data and images.

Compression – volume reduction – data size for 
faster handling of images at the expense of quality.

Preview images – set up your computer to view 
small pictures of a photo.

Conversion – The process of changing image 
formats, usually from “raw” to a format that can be 
handled by various photo editing software.

Rice (crop) – changes in the image composition 
caused by the splintering of the edges, either in the 
machine or in the computer.

Curves – a Photoshop tool to allow color and 
brightness correction.

Depth of Field (DoF) – range or area in the shot 
that remains blurred. Low depth of field means that 
only some of the main parts remain focused. A great 
depth of field means that everything in the image 
(near and far) looks sharp.

Diffuser – a device that enables one to  diffuse or 
spread out or scatter light in some manner in order 
to achieve soft light. 

Digital photography – photography using digital 
sensors instead of light sensitive transparent film

Digital zoom – the digital zoom artificially enlarg-
es a part of the image by electronic cropping (simu-
lated zoom). In general, using digital zoom decreas-
es the image quality. 

DVD burner – a device that uses a laser writer to 
save (burn) images onto CD/DVD disks.

EXIF data – information electronically attached 
to each image about the image setting conditions 
(shutter speed, aperture, ISO, lens length, white 
balance).

Exposure – the amount of light that is allowed 
to hit the sensor or light sensitive film. Too much 
light results in overexposure, too little light leads to 
underexposure.  

Exposure compensation – a camera function that 
enables one to adjust exposure to compensate a 
failure of a metering system.

Exposure meter – a device that measures the 
brightness (amount of light) in a scene.

File format – a format in which the camera or 

computer stores the image data (e.g. JPG, RAW, 
TIFF, NEF, etc.) 

Additional flash – a flash with lower power whose 
function is to soften the hard shadows without being 
the main flash.

Filter – a colour or painted piece of glass or plas-
tic which is mounted in front of lenses. Filters modify 
the colour or intensity of various colours or create 
special effects (e.g. stars,)

Primary lens – prime lens is either a photographic 
lens whose focal length is fixed, as opposed to a 
zoom lens, or it is the primary lens in a combination 
lens system.

Flare – Flare is particularly caused by very bright 
light sources. Lens flare refers to a phenomenon 
where light is scattered or flared in a lens system, 
often in response to a bright light, producing an un-
desirable effect on the image.

Flashing lights – studio lights that provides stable 
and  artificial flash light  to a scene.

Focal plane – the point in the image that is in fo-
cus, along with everything that is the same distance 
away from camera. 

Focus indicator – a function of the camera to 
show the situation when the focus of the desired 
scene was achieved.

Frame – the view through the camera viewfinder.

Framing – a photography technique that enables 
one to use an element within the image to frame the 
main subject of composition.

Front light – a type of light that occurs when the 
light source is behind the camera and in front of the 
captured subjects.

F-stop – a number in camera setting that indicates 
the size of aperture (adjustable hole in a lens).

GIF – (Graphic Interchange Format) compressed 
image file format that uses a limited palette of co-
lours which leads to quality loss.  

RAW – a file format that enables one to control 
the image quality, however of a much larger size.

JPG (Joint Photographer Expert Group) –an im-
age file format that compresses the image leading 
to the reduction of quality.

Photo paper – light sensitive photographic paper 
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to print images using wet chemical processes. 

Retouching Brush – a tool in Photoshop that en-
ables photo manipulation. It  involves transforming 
or altering a photograph using various methods and 
techniques to achieve desired results.

Edit an image – alter and manipulate an image us-
ing editing tools in image editor computer programs. 

Infinity – a camera setting that enables one to lock 
focus on subjects that are farthest from the camera. 

Exchangeable lenses – lenses that are produced 
for SLR cameras and can be changed in the cam-
era bodies.

Interpolation – an artificial way of increasing or 
decreasing the dimensions of an image file by add-
ing or removing pixels that often leads to lower im-
age quality. 

ISO – (International Organization of 
Standardization). Definition of sensitivity based on 
the 35mm film light sensitivity. More sensitive or 
fast ISO cameras/films react quickly to light. Images 
captured in higher ISO however often produce 
worse image quality.

Colour temperature – the temperature of a light 
source expressed in Kelvins. Warm light (at sunset) 
has low colour temperature, while blue light on a 
cloudy day has high temperature on this scale. 

Layers – a Photoshop function where one ele-
ment is placed on top of another. It allows the pho-
tographer to work on one element in a picture with-
out affecting other parts of the image.

LCD (Liquid Crystal Display) – an imaging device 
(monitor) that allows one to review images immedi-
ately after capture.

LED (Light Emitter Diode) – an electronic display 
on the camera body used to provide information 
about the camera settings. 

Levels – a function in Photoshop for correcting 
the colour and brightness of images. 

Light meter – a device that measures the bright-
ness in a captured scene to help the camera to get 
appropriate exposure. 

“Long glass” – a telephoto lens (usually above 
100mm of focal length) that magnifies distant 
objects.

Macro – a term for close-up photography. A 

macro mode or specific macro lens enables one 
to capture small or tiny objects (usually 1:1 to 1:5 
magnification). 

Manual focus – a camera function that allows one 
to adjust the focus on a chosen subject. 

Original – an image captured and downloaded 
straight from the camera without alteration. 

Megapixel – one million pixels, also a unit of mea-
surement used to identify the pixel dimensions of 
sensors and camera resolution. 

P – Program Mode of the camera where the cam-
era automatically calculates both aperture and shut-
ter speed.

Memory – space where images are stored in the 
camera or in the memory card. 

Memory card – an electronic device of various 
formats (e.g. CF, SD, xD or MS) that store images 
or data.

Noise – texture in the image that is made up of 
tiny dots. Usually a side effect of low ISO, notice-
able in large image enlargements. 

Optical viewfinder – a viewing window in the cam-
era located in the top part of the body that helps to 
frame and compose the image. 

Optical zoom – mechanical movement of optical 
parts of the lens that alter the focal length of the 
lens.

Underexposure – a technique or undesired result 
when the image looks too dark.

Overexposure – a technique or undesired result 
when the image looks too bright.

Panorama – expansive, very wide view of a 
scene. 

Parallax – a camera issue when the viewfinder 
no longer represents accurately the captured scene 
when you get too close to your subject.

Position – a place from where you capture a 
scene and take an image. 

Polarizer – a type of a filer that enables one to 
polarize the light (best results at 90º angle to the 
light source) and enhance the surface or coloor of 
clouds or water. Useful to penetrate into the reflect-
ing surface of water.

Portrait – a picture of person; a term used also for 
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vertical formats.

Pre-focusing – a camera function that allows one 
to hold focus on a selected subject while moving the 
camera to recompose the photo.

Red eyes – a red glare effect in a subject’s eyes. 
It can be reduced or eliminated with a pre-flash or 
treated in post process in Photoshop.

Selection – a technique in Photoshop for isolation 
of one part of the image from the rest.

Selective focus – arrangement of the depth of 
field in order to have only the subject in sharp focus.

Self timer – a camera function that enables the 
photographer to delay the moment when the cam-
era captures the image. Self timer enables you to 
get into a picture yourself or to shoot without moving 
a camera and thus avoid camera shake.

Sensitivity – a term to describe the ISO. Sensitive 
ISO (higher number) reacts more quickly to light. 

Sensor – an image sensing device that consists 
of sensitive photo diodes (CCD)

Sharpness – the degree of clarity and crispness 
in the image. 

“Short glass” – a wide-angle lens 

Priority of time, shutter priority or shutter mode 
– a camera setting where the camera automatical-
ly calculates the aperture after you set the shutter 
speed.

Shutter speed – the amount of time the shutter 
stays open to light or how long the camera takes 
the image. 

“Slow ISO” – an ISO setting with lower ISO num-
ber (e.g. 50 or 100) that produces brighter, less 
noisy images.

SLR (single lens reflex) camera – a camera that 
enables one to use interchangeable lenses, with so-
phisticated settings and flash systems that require 
users to look through the lens to see the scene.

“Soft” – a term used to refer to photographs that 
are slightly blurry and out of focus.

Telephoto lens – a magnifying lens that enables 
one to take images from far away. 

Insight – a live view mode when the scene is dis-
played in the rear LCD screen of the camera in order 

to select the subject on focus or better composition.

TIFF (Tagged Image File Format) – an image for-
mat suitable for photography using 16,8 millions of 
colours. The compression of an image in lossless 
regime does not lead to quality decrease.

Mask – a program tool that enables one to in-
crease the sharpness of the image used particularly 
when we want to have a scanned image that is as 
sharp as the original file.

Finder – an optical system that enables one to 
determine the crop of the scene that will be cap-
tured in the sensor. The finder of SLR a camera 
sees through the lens that captures the image.

White balance – a camera setting that enables 
one to correct the subtle colour shifts in an image 
that occur in various kinds of light. The white bal-
ance can be set by the camera from pre-set modes 
or manually by the photographer. 

Wide glass (wide-angle lens) – a lens that en-
ables one to capture a wide, expansive view of the 
scene. The object often looks smaller through such 
a lens than in reality. 

Zoom – a lens that offers more than one focal 
length. It enables you to change the magnification 
before the shot. You can zoom in to make far away 
a subject appear closer or zoom out to get more of 
the scene into an image.

Storage speed – a camera or memory card func-
tion that records the captured images into memory. 
The higher the storage speed, the better for taking 
a series of images without a break.

Vignetting – darkening of the corners and edg-
es of the image caused by the construction of the 
lens system where the light that falls into the border 
parts of the image is not enough.

Angle of view – the crop/part of the scene that the 
lens can capture expressed in grades. If the focal 
point is shorter, the angle or field of view is larger.

Grain – the image is recorded to the film through 
light sensitive particles of silver that are visible in 
big magnification. The more sensitive the film and 
the greater the magnification, the more visible is a 
grain. 
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create-center-attention-better-storytelling-images/

Simon Ringsmuth, Tips for Removing Digital 

Noise in Lightroom

ht tps : / /d ig i ta l -photography-schoo l .com/
tips-for-removing-digital-noise-in-lightroom/

Behind the Scenes Oxygen: Not For Sale

https://www.youtube.com/watch?v=Q3nOjv-
vjeOU (Part 1) 

h t tps : / /www.you tube .com/wa tch?v=Xa -
63Hu4U5-4 (Part 2)

How to create a complex post-apocalyptic photo-
shoot - Mad Max meets Trump’s America

h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=5IbPtwVV29Q

How I became Von Wong - EG 2016 - inspiration, 
photography and a crazy adventure

https://www.youtube.com/watch?v=JdJdy5exaCo

David DuChemin, Photographically Speaking

A Deeper Look at Creating Stronger Images, 
Peachpit/New Riders, 2011

Bryan Peterson, Understanding Exposure: How 
to Shoot Great Photographs with Any Camera, 2004

Michael Frye, Where Should You Place the 
Horizon in Landscape Photographs?

https://www.michaelfrye.com/2012/08/29/where-
should-you-place-the-horizon-in-landscape-photo-
graphs/ 

Ian Plant, Photographing Moving Water

h t t p : / / w w w. o u t d o o r p h o t o g r a p h e r. c o m /
photographing-moving-water/


