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One of the world’s most widely published photographers, Michael Freeman has had a 50-year career of documentary travel reportage, studio work and architecture. He has been published in almost all major publications worldwide, including Time-Life and GEO, and a three-decade relationship with Smithsonian magazine, for whom he has shot more than 40 stories. Much of his work has focused on Asia, beginning in Thailand and Southeast Asia, followed by several years photographing in Japan, and in the last two decades, China. Among his major documentary reportage book titles are Sudan: The Land and the People, Tea Horse Road, tracing the ancient trade route from present-day Yunnan and Sichuan to Lhasa, and most recently The Life of Tea, which received the prestigious Fortnum and Mason Drink Book of the Year Award. Many of his two dozen photographic books on interiors and architecture are classics of the genre, including Shaker (used most recently by the US Postal Service in a commemorative stamp series), In the Oriental Style, China Style, Frank Lloyd Wright: the Masterworks and Japan Modern.


His numerous books teaching the craft of photography have sold over four million copies, and been translated into 28 languages. The Photographer’s Eye is his best-selling volume, and has become the definitive work on photographic composition and design. This is the basis for his current work in image aesthetics for computational photography.
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‘How you build a picture, what a picture consists of, how shapes are related to each other, how spaces are filled, how the whole thing must have a kind of unity.’
– Paul Strand








INTRODUCTION


This book is about how photographers organize what goes on inside the image frame, which in practice and in real time means what goes on inside the viewfinder or on the viewing screen. It’s a simple thing to say, but it covers most of the decisions we make at capture. The usual word for this is composition, a word I don’t much care for because it carries associations (at least for me) of being overly deliberate and thought through, and limited to arranging things like obvious subjects and dividing lines. While this can indeed be the process in what you could call more contemplative picture-making, like a studio still life or architecture or some landscapes, in most photography it has to happen more intuitively because moving scenes and unexpectedly unfolding events don’t allow much time for thinking. We have to respond without thinking, in other words ‘on the fly’, which appropriately was the term used by one of the great practitioners, Henri Cartier-Bresson. What appeared in Englishlanguage publication as the memorable The Decisive Moment was originally titled in French as Images à La Sauvette – meaning pictures taken hastily, hurriedly, on the sly, on the fly. Of course, that’s only a fraction of all of the kinds of photography, but it’s arguably what the camera can uniquely do best, and it sets the bar for skill at organizing the image for an observer of the world (as opposed to an influencer or manipulator).


Whether we call it image organization, composition or design, I’m unashamedly talking this up as the path of choice for better photography. Of course, there are other skills and sensibilities involved, but the case I’m making is that this is the most personal and the one that’s independent of outside circumstances. The quality of the lighting, for example, is supremely important for some images, but it’s an external factor. It’s either outside your control (meaning come back another day) or you’re compelled to create it (yet another craft to learn). Equipment is a well-trodden path, heavily promoted but ultimately a pointless one, not because it’s unimportant but because camera manufacturers are continually improving it, to the point now where the leading ones (all of them smartphone manufacturers) have taken care of all the essential details. By now, the tech has been, as the Brits like to say, pretty well sorted. This is an important point, at least in building my case, because when you no longer have to think about the camera settings, that frees you up to use your eye and imagination.
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The world of photography has changed since I wrote the first edition of this book, ultimately because of smartphones and social media. In that year, 2008, digital camera sales were near their peak at about 120 million units, while the first iPhone had only just been launched. As I’m writing now, annual digital camera sales are down to under 8 million while smartphone sales (the vast majority with technically excellent cameras) are 1.4 billion. World ownership of smartphones is a remarkable 68 percent. No one knows how many photographs are being taken (one source estimates 1.8 trillion a year, an almost meaningless number), and while the majority are not being taken ‘seriously’ in the sense of trying to be creatively good, it’s reasonable to say that anyone who’s even remotely interested in photography now practices it themselves. I’ve no idea how many photographers that translates to, but it must surely be in the hundreds of millions, and there are platforms galore for sharing their photographs. Instagram alone has two billion users. Well, that’s enough statistics, but there’s no doubt that there are now many, many more people for whom photography is important.


In most photographs – at least those where the photographer isn’t trying too hard to abstract the view or make it ambiguous – there’s plenty of depth information that shows us we’re looking at a captured scene from the real world. There are different kinds of perspective and some things cover up other things so we understand that they’re in front (called occlusion), so that there’s generally no confusion that the picture is about what each of us would see if we were standing there in place of the camera. In fact, odd though this may sound, if you cover one eye all those clues about depth and dimension are even stronger. The reason is that our normal binocular vision (called stereopsis) complicates looking at a photograph, especially when the picture is smaller rather than larger, like a phone screen rather than a huge print. We see both the image presented as an object several inches in front of us, as well as the view inside the frame. However, with just one eye that bothersome contradiction is removed (the effect is more striking if you watch a video or movie because of all the movement going on). Try it and see if you agree. This may sound like a trick or illusion, but it’s at the heart of why photographs continue to fascinate. Far from getting so used to them over the last century-and-then-some, from what I see, we’re more involved with them than ever before.


But this growing place of photographs in everyone’s life demands something extra. I mentioned the balance, unique to photography, between the view that people expect – normal, instantly understandable and packed with information – and the constant effort by committed photographers to put their personal stamp on an image. The sheer number of photographs being taken and the closing gap between viewers and picture-takers (most of us now are both) means that the balance is shifting. Being able by one means or another to give a different, unexpected view of the same scene is more highly valued now than at any time in photography. This, coupled with the near collapse of editorial assignment photography, means that there’s now a huge premium on how photographs look, rather than on what they show. That’s why this book is now approaching its third decade, and why this is a significantly updated edition.
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Being able by one means or another to give a different, unexpected view of the same scene is more highly valued now than at any time in photography.







CHAPTER


1


THE IMAGE FRAME


A facility for using this frame depends on two things: knowing the principles of design, and the experience that comes from taking photographs regularly.
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Photographs are created within a spatial context, and that context is the viewfinder frame. This may be carried through unchanged to the final image, whether on-screen or a print, or it may be cropped or extended. In whichever case, the borders of the image, nearly always a rectangle, exert strong influences on what is arranged inside them.


There is an important distinction, nevertheless, between composing photographs in the frame as they are intended to be, and planning ahead to either crop or extend the frame. In film-only days, there was only cropping, and with 35mm film – the major format – most people were loath to do that because the image area was small to begin with. This concentrated attention on accurate, tight, final composition at the time of shooting, which even led to a culture of demonstrating that skill by showing the rebates (the frame edges of the film) in the final print – a way of saying ‘hands off’ once the shutter has been released. The square frame of medium-format film, as we’ll see here, was more amenable to later cropping, and sheet film, such as 4x5in and 8x10in, even more so. Digital photography allows easy pan-and-stitch resizing (see here), but even so, there’s a strong natural incentive to work within the frame we’re given.


This naturally makes the frame an active player in the final composition, arguably more so than in painting, because while a painting is built up from nothing, out of perception and imagination, the process of photography is one of selection from real scenes and events. Potential photographs exist in their entirety inside the frame every time the photographer raises the camera and looks through the viewfinder. Indeed, in very active, fast kinds of shooting such as street photography, the frame is the stage on which the image evolves. Moving around a scene with the camera to the eye, the frame edges assume a considerable importance, as objects move into frame and immediately interact with them. As we’ll see in the last chapter, managing this constantly changing interaction between view and frame edges is complex, even when it is dealt with intuitively. If the subject is static, like a landscape, it is easy to see that enough time can be spent studying and evaluating the frame. With active subjects, however, there is not this period of grace. Decisions about composition, whatever they are, must often be taken in less time than it takes for them to be consciously recognized as such.


A facility for using this frame depends on two things: knowing the principles of design, and the experience that comes from taking photographs regularly. The two combine to form a photographer’s way of seeing things, a kind of frame vision that evaluates scenes from real life as potential images. What contributes to this frame vision is the subject of the first section of this book.






FRAME DYNAMICS


The setting for the image is the picture frame. In photography, the format of this frame is fixed at the time of shooting, although it is always possible later to adjust the shape of the frame to the picture you have taken. Nevertheless, whatever opportunities exist for later changes, never underestimate the influence of the viewfinder or screen on composition. Most cameras offer a view of the world as a bright rectangle surrounded by blackness (or with some smartphone cameras with darkened surrounds on either side), and the presence of the frame is usually strongly felt. Even though experience may help you to ignore the dimensions of the frame in order to shoot to a different format, intuition will work against this, encouraging you to make a design that feels satisfying at the time of shooting.


The most common picture area used to be 3:2, settled on in the 1920s by Leica to make use of sprocketed motion-picture film, and carried over into DSLRs for reasons of familiarity, but now the slightly fatter 4:3 has taken the prime position. As an empty frame, both have certain dynamic influences, as the diagram on this section shows, although these tend to be felt more in ‘empty’ and light scenes than in busy images that take attention away from the edges and corners. So, depending on the subject and on the treatment the photographer chooses, the edges of the frame can have a strong or weak influence on the image. The examples shown here are all ones in which the horizontal and vertical borders, and the corners, contribute strongly to the design of the photographs, for one reason or another. Often, they act as anchors against which lines within the pictures can interact, aligning with or making angles with them.


What these photographs demonstrate is that the frame can be made to interact strongly with the lines of the image, but that this depends on the photographer’s intention. It’s a formalist approach, and if you choose to shoot more loosely, with less precision, the frame will not seem so important. Compare the structural images on these two sections with the less formally composed picture taken in a market in Goa here.
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ALIGNMENT
One simple device for originating an image that has prominent lines is to align one or two of them with the frame. In the case of this office block, the alignment of two edges avoids the untidiness of two corner areas of sky. Alignment like this emphasizes the geometry of an image.
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THE EMPTY FRAME
Just the existence of a plain rectangular frame induces some reaction in the eye. This is one schema of how the eye might react (there are, of course, many). It begins in the middle, drifts up toward a corner, then moves back down and around the frame, finally ending at rest near the middle. Peripheral vision dominates (see here) because there’s nothing to examine in detail with foveal (central) vision, but rapid saccades (movements of the eyes between fixation or focal points) register the ‘sharp’ corners. The dark surround when seen through a camera viewfinder emphasizes corners and edges.
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DIAGONAL TENSION
The dynamic movement in this wide-angle photograph comes from the interplay of diagonals with the rectangular frame. Although the diagonal lines have an independent movement and direction, it is the reference standard of the frame edges that allows them to create tension in this picture.
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INTERSECTING FOR ABSTRACTION
Breaking the normal rules, a panoramic frame is used here to exaggerate an abstract treatment of the back of an adobe church in New Mexico. A normal approach would have been to show the top of this building and the lower buttressing down to the ground. The subject here, however, is not a literal version of the church, but the geometry and textures of the unusual planes. Squeezing the image at the top and bottom removes some of the realism, and compels the eye to consider the structure out of context.









FRAME SHAPE


The shape of the viewfinder frame or screen has a huge influence on the form that the image takes. Despite the ease of cropping it later, there exists a powerful intuitive pressure at the time of shooting to compose right up to the edges of the frame. Indeed, it takes long experience to ignore those parts of an image that are not being used, and some photographers never get used to this.


Most photography is composed to a few rigidly defined formats (aspect ratios), unlike in other graphic arts. Pre-digital, by far the most common format was 3:2 – that of the standard 35mm film frame, measuring 36x24mm – but while mirrorless and DSLR cameras followed suit, earlier mid-range cameras and now smartphone cameras have adopted the less elongated, more ‘natural’ 4:3 format that fits more comfortably on displays and printing papers. For the vast majority of photographers, the question is moot because we simply do our best to make compositional arrangements work within the frame we’re given. Digital cameras offer a choice of aspect ratios as a matter of course, typically 4:3 as default plus square and 16:9, but most people stick with the default, not least because that is the full sensor size and every other format is a crop, with fewer pixels.




[image: ]


FRAMING FOR THE SUBJECT’S SHAPE
A vaquero on a Colombian cattle ranch makes a natural fit for a vertical shot.





4:3


Traditionally, these ‘fatter’ frames are the most ‘natural’ image formats. In other words, they are the least insistent and most accommodating to the eye. In the days when there was a rich variety of large-format film, formats included 5x4in, 10x8in, 14x11in, 8½x6½in. There is now a reduced choice, but the proportions all work in much the same way, and equally for rollfilm formats, digital backs and lower-end digital cameras. With the rise of smartphone cameras, this is now the most widely used format.


In terms of composition, the frame dynamics impose less on the image than in 3:2 because there is less of a dominant direction. At the same time, there is sufficient distinction between height and width to give a sense of orientation that helps the eye settle into the view and understand that it is either horizontal or vertical. Compare this with the difficulties of a square format, which often suffers from lack of direction. Here and here, these proportions are very comfortable for most vertically composed images.




ASPECT RATIO


This is the width-to-height ratio of an image or display. A mirrorless, DSLR or 35mm camera used in the normal position delivers a horizontal 3:2 frame, but rotated 90º gives a vertical 2:3 image. A smartphone camera held in the upright position gives 3:4; turned on its side, it becomes 4:3.





3:2


This is the classic 35mm film frame that was adopted first by DSLRs and then by mirrorless cameras, creating in the first decade or so of the millennium a kind of class distinction between professional and serious amateur photographers on the one hand, and everyone else on the other. Now that the market for such dedicated cameras has shrunk back to more or less what it was in the days of film, and 4:3 is in the ascendancy, the 3:2 frame has slipped down the league tables. This makes it no less important for those of us who started with it, and perhaps the old class distinction hasn’t disappeared. For this, if for no other reason, you’ll see it as the most reproduced aspect ratio in this book.




WHY 3:2?


Oskar Barnack was tasked by his employer Ernst Leitz to build a miniature camera that could take the newly invented 35mm sprocketed motion-picture film, and he produced a prototype in 1913. It went into production in 1924. For cinematography, the standard frame became the 1.375:1 Academy ratio, also known as 4-perf pulldown because it had the depth of four perforations. To maximize the image area, Barnack had the film run sideways instead of vertically. Just as in a movie camera, the format was ruled by the perforations, and while 8-perf gave a more elongated frame than most people were accustomed to, the extra frame real estate was deemed more valuable, as both the printing and photography industries were already sceptical about the small size of the image.
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THE STANDARD 3:2 FRAME
Its extra length when compared to the 4:3 frame of consumer cameras and most monitor displays makes this aspect ratio interesting to work in. There is always a sense of horizontality. In this photograph of the Lord Mayor’s Show in the City of London, the basic structure depends on a balance between the soldier in the left foreground and the ornate coach behind, with a clear left-to-right vector and a distinct feeling of depth.
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SWITCHING ORIENTATION
In these photographs of a man sleeping on the Khyber railway, the natural balance occurs when his head is placed slightly low in the vertical shot, and to one side in the horizontal.
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SWITCHING ORIENTATION 2
Seen vertically from the air, the multi-hued Grand Prismatic Spring in Yellowstone National Park naturally fits a horizontal frame. Nevertheless, a vertical was also needed for possible full-page use. Switching to vertical meant placing the subject lower in the frame and finding another element (another spring) to fill the void above.





The reason for these proportions were practical, as explained in ‘Why 3:2?’ on the previous section, rather than aesthetic. Indeed, more ‘natural’ proportions would be less elongated, as evidenced by the ways in which most images were displayed – painting canvases, computer monitors, photographic printing paper, book and magazine shapes, and so on. Part of the historical reason was that 35mm film was long considered small for good enlargements, and the elongated shape gave more area. Nevertheless, its popularity demonstrates how easily our sense of intuitive composition adapts to the format we’re given.


Overwhelmingly, this format is shot horizontally, and there are three reasons for this. The first is pure ergonomics. It is difficult to design a camera used at eye-level so that it is just as easy to photograph vertically as horizontally, and few manufacturers have even bothered. DSLRs and mirrorless cameras are made to be used for horizontal pictures. Turning them on their side is just not as comfortable, and most photographers tend to avoid it. The second reason is more fundamental. Our binocular vision means that we see horizontally. There is no frame as such, as human vision involves paying attention to local detail and scanning a scene rapidly, rather than taking in a sharp overall view all at once. Our natural view of the world is in the form of a vaguely edged, horizontal oval, and a normal horizontal film frame is a reasonable approximation. The last reason is that used vertically, the 2:3 proportions are often perceptually a little too tall for comfort.


The net result is that a horizontal frame is natural and unremarkable. It influences the composition of an image, but not in an insistent, outstanding way. It conforms to the horizon, and so to most overall landscapes and general views. The horizontality of the frame encourages a horizontal arrangement of elements, while it is marginally more natural to place a subject or horizon lower in the frame than higher – this tends to enhance the sensation of stability – although in any particular photograph there are likely to be many other influences.
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VERTICAL SUBJECTS IN HORIZONTAL FRAMES Although this format is not very well suited to vertical subjects such as standing figures and tall buildings, inertia often encourages photographers to make it work as well as possible. One technique is to off-centre the subject like this, so as to persuade the eye to move horizontally across the frame.
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AN UNINSISTENT FRAME
4:3, 5:4 and similar ‘fatter’ frame shapes tend to dominate composition less than 3:2 or panoramas. There is usually more flexibility at the time of shooting. Indeed, this horizontal of Angkor Wat in Cambodia was eventually cropped in at the sides and used for a book cover.







SHOOTING VERTICALLY


With dedicated cameras there is a slight ergonomic resistance to photographing vertically, but print media actually favours this orientation because of the normal format of magazines and books (for this reason, editorial photographers usually make an effort to shoot vertically because of client demands). Otherwise, naturalness of horizontal vision reinforces the eye’s desire to scan from side to side, and a corresponding reluctance to scan up and down. With smartphone cameras, on the other hand, vertical is ergonomically more convenient, and so this is gradually becoming the default.


With a non-elongated subject, most people tend to place it below the centre of the frame, and the more elongated the format, the lower, proportionately, the object goes. The natural tendency with a dominant single subject is to push the focus of attention downward, and demonstrates an inclination to avoid the upper part of a vertical frame. One explanation for this is that, as with horizontal frames, there is a normal assumption that the bottom of the picture is a base: a level surface on which other things can rest. This works unremarkably with 3:4 proportions, but the 2:3 proportions of a DSLR and mirrorless camera frame are a little extreme, and this often leaves the upper part of the picture under-used.


For naturally vertical subjects, however, the elongation of a 2:3 frame is an advantage, and the human figure, full-length or torso, is the most commonly found vertical subject – a fortunate coincidence, as in most other respects the 2:3 proportions are rarely completely satisfactory.
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STANDING FIGURE
The standing human figure is one of several classes of subject that suits a vertical format. Others include tall buildings, trees, many plants, bottles, drinking glasses, doorways and archways.
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LOW IN THE FRAME
The eye is naturally reluctant to scan up and down, and the bottom edge of a picture frame represents a base; thus, gravity affects vertical composition. Subjects tend to be placed below the centre, the more so with tall formats, as in this shot of a Bangkok river boat (the direction of movement also suggested a low placement).





16:9


A widescreen or panoramic format has a particular appeal for landscapes because it celebrates the expansive view – the kind you take in when standing at an overlook. It has also, since CinemaScope and motion-picture industry’s promotion of wide cinema screens, been a part of our visual entertainment experience. Since the early years of the millennium, 16:9 has become the standard format for television screens, which has helped make it accepted for still images. With film, this was catered to by panoramic cameras and film backs, which all gave larger frames, but this advantage is lost with the digital 16:9 format because most sensors are 4:3 or 3:2 and to shoot 16:9 means to lose pixels. We’ll see more of this on the following sections.
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PANORAMA
The correspondence of the horizon line and the format makes a horizontal frame natural for most long, scenic views. This is the first sight for visitors of Blenheim Palace, Oxford and its landscaped grounds, christened at the time it was built as ‘the finest view in all of England.’ The breadth is necessary for this controlled scene, but height is not.






SQUARE


While all other image frames are rectangular, with varying proportions, just one is without any orientation: the square. From the 1930s onwards, the majority of rollfilm cameras used a square format, most notably the Rolleiflex twin-lens reflex and later the Hasselblad, which established it as a common format. However, not so many subjects lend themselves well to square composition, and many of the design strategies for a square frame are concerned with escaping the tyranny of its perfect equilibrium. We ought to look a little more closely at why most subjects are ill-suited to a square arrangement. In part, this has to do with the axis of the subject. Few shapes are so compact that they have no alignment. Most things are longer in one direction than in another, and it is natural to align the main axis of an image with the longer sides of a rectangular picture frame. Hence, most broad landscape views are generally handled as horizontal pictures, and most standing figures as verticals.


The square, however, has absolutely no bias. Its sides are in perfect 1:1 proportion, and its influence is a very precise and stable division of space. It is hard to escape the feeling of geometry when working with a square frame, and the symmetry of the sides and corners keeps reminding the eye of the centre. Whether this is a good thing or bad depends to an extent on the photographer’s personality. If you like precision and neutrality, the formal rigidity of the square is a plus, but if not, it’s unsympathetic and encourages later cropping. In fact, with Rolleiflexes and Hasselblads, it was for decades fairly normal for photographers to imagine a vertical or horizontal direction to the picture, and to crop the resulting image later. Practically, this meant composing fairly loosely in the viewfinder, to allow a certain amount of free space either at the sides or at the top and bottom. The launch of Instagram in 2010 revived the need to crop a rectangular image to fit the square-thumbnail presentation, although eventually the app allowed rectangular images.


Nevertheless, there is a case for square imagery. In particular, a square is good for symmetry, which can be a strong design choice to stand out from the normally imprecise design of most photographs. A square is also good for anything circular, or nearly so, and that includes headshots in close-up because it allows the subject to fill the frame.


A square is good for symmetry, which can be a strong design choice to stand out from the normally imprecise design of most photographs.
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PATTERNS WITHOUT BIAS
Patterns and other formless arrangements fit well into a square format because the frame has no directional emphasis. Under these circumstances it does not intrude on the image.
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NEUTRAL ORIENTATION
A formal architectural view of the chapel at the Royal Hospital, Chelsea. The only available viewpoint is here, and the thick curtains frame it in a way that favours neither horizontal nor vertical.
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SQUARE SUBJECT
The broad face of a sculpted stone guardian at Angkor, Cambodia, is a perfect example of a subject that itself is virtually square.





SUBDIVIDING THE SQUARE
The equal dimensions of a square frame make it susceptible to symmetrical division, as these examples show. Vertical and horizontal lines enhance the square’s stability; diagonals are more dynamic.


1. With its strongly implied centre and equal sides, a square format takes very easily to a radial composition.


2. There is a precise relationship between the square and circle. Fitting one concentrically in the other emphasizes the sensation of focus and concentration on the centre.


3. A natural subdivision is by vertical and horizontal lines, although the effect is extremely static.


4. A more dynamic, but still centred, subdivision is by means of diagonals and diamonds.
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CENTRING INWARD
A square naturally accommodates any of the basic geometric shapes shown arranged symmetrically, and equally naturally pushes attention towards the centre, which has more significance for a square than for any other frame shape.
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VERTICAL DIVISIONS
A case of making a subject fit the frame (a 6x6cm film camera), using offset vertical divisions to make a composition based on rectangles (see also here).
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NATURAL FRAMING
A lone canoeist on the Rio Negro, Amazonas, could easily have been framed horizontally or vertically, but as shown, the fixed square frame dictated the composition – quite naturally.







[image: ]


RADIAL SYMMETRY
Radial and other completely symmetrical subjects are particularly well-suited to the perfect equilibrium of the square. Their precision is complementary, but exact alignment is essential.









CROPPING & EXTENDING


Cropping is one way of reworking the image well after it has been shot; an option for deferring design decisions, and even of exploring new ways of organizing an image. As an editing skill, it was highly developed during the days of black-and-white, lapsed somewhat in the colour slide era, and is now revived fully as an integral part of preparing the final digital image. It does, however, reduce the size of the image, so demands a high resolution to begin with. In traditional enlarger printing, the enlarging easel is itself a cropping guide, but it may be easier to experiment first with L-shaped cropping masks on film (on a lightbox) or a contact sheet. With digital images, the process is infinitely easier and clearer, using software cropping tools. Nevertheless, just because it is easy to do is not an excuse for indecision at the time of shooting. There ought to be good reasons for cropping, and frankly those reasons should be clear at capture, on the spot. One typical reason is to get rid of an unwanted object at the edge of the frame (for purists, much more acceptable than cloning), and another is to extract a panorama from the captured image.


Panoramas, however, are in most situations much better created by panning and stitching, facilitated by some cameras and all image-editing software. Shooting a scene with a longer focal length in overlapping frames is one technique for achieving higher resolution and so larger printed images – an equivalent of large-format photography. From the point of view of this book, however, the interest is in changing the shape of the final image. More often than not, this tends to be panoramic, as long, horizontal images have an enduring appeal, but there is also complete freedom, as the examples here show. What is often overlooked is the effect this stitching has on the process of shooting because it demands anticipation of how the final image will look. There is no preview at the time, and this is a situation new to photography – that of having to imagine what the final image and frame shape will be. It gives stitched, extended images an unpredictability which can be refreshing.


SCOTTISH LANDSCAPE
In the case of this misty landscape on the Isle of Skye, let’s look at the kind of decisions involved. The original framing (top) has clearly been chosen to make something of the rippled clouds at the top of the frame, and the horizon has been placed correspondingly low. This in itself reduces our options a little.


[image: ]


1. Perhaps the first, obvious crop is to ignore the high clouds and concentrate instead on the mist-shrouded qualities of the rocky pillars. Now, once we have dispensed with the clouds, there are no limits to how far down we can crop the top of the frame. In this instance, I’ve chosen to reverse the proportion of land to sky, and to take the opportunity to make a panorama. This is a viable alternative to the original picture, although it really needs to be considerably enlarged for the best possible effect.
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2. Next, what if we try to crop in and still retain moderate horizontal proportions? Unfortunately, it seems that if there is to be any significant area of sky, it should go right to the existing top of the frame, simply in order to provide some tone and weight in that part of the picture. Cropping in at the sides does very little to enhance the importance of the pillars. The only reasonable option will be to crop the bottom, and go for a horizon line that almost coincides with the base of the picture.
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3. Is a strongly vertical crop possible? Given that an upright image has even more need of the tonal weight of the clouds, the best that we can do is to crop in at the sides. The choices are informed by selecting the most interesting shapes on the horizon.




[image: ]


INSPIRED BY SCROLL PAINTING
Photographed for a book on tea, this crop of a tea mountain in Qimen, China, deliberately evokes the traditional vertical style of shanshui (mountain-water) composition, with a strong sense of depth and height, and small figures to emphasize the power of nature.







[image: ]


PAN-AND-STITCH
Software for merging two or more images together, such as Photoshop’s Photomerge, is now so efficient that it works even for fast-moving street photography, as in this telephoto panorama in Shanghai, combining two frames taken in quick succession.




OEBPS/images/f0021-02.jpg





OEBPS/images/f0021-01.jpg





OEBPS/images/f0012-01.jpg
A

Vo S E s
AP AR AT

AR EA AT

7






OEBPS/images/f0016-02.jpg





OEBPS/images/f0016-01.jpg





OEBPS/images/f0009-01.jpg





OEBPS/images/f0012-02.jpg





OEBPS/xhtml/nav.xhtml




Contents





		Title



		Contents



		Introduction



		Chapter 1 The Image Frame



		Frame Dynamics



		Frame Shape



		Cropping & Extending



		Filling the Frame



		Placement



		Dividing the Frame



		Horizon



		Frames Within Frames









		Chapter 2 Subject & Intent



		Single Subject



		Double Subject



		Triplets & Multiples



		Diffuse Subject



		Setting



		Figure / Ground



		Conventional or Challenging



		Reactive or Planned



		Documentary or Expressive



		Simple or Complex



		Clear or Ambiguous



		Delay









		Chapter 3 Design Basics



		Contrasts



		Gestalt Perception



		Balance



		Dynamic Tension



		The Dynamics of Rhythm



		Pattern, Texture, Many



		Perspective & Depth



		Salience



		Visual Weight









		Chapter 4 Graphics



		Semantics & Graphics



		A Single Point



		Several Points



		Horizontal Lines



		Verticals



		Diagonals



		Curves



		Triangles



		Circles & Rectangles



		Vectors



		Eyelines









		Chapter 5 Lens & Timing



		Focus



		Optics



		Viewpoint



		Moment



		Motion









		Chapter 6 Composing With Light & Colour



		Exposure



		Register & Key



		High & Low Contrast



		Colour in Composition



		Colour Relationships



		Muted Colours



		Black & White



		Rendering









		Chapter 7 Process



		The Search for Order



		Separation & Fitting



		Repertoire & Hunting



		Reaction



		Anticipation



		Juxtaposition



		Style & Syntax









		Select Bibliography



		Copyright













Guide





		Cover



		Title Page



		Start















		1



		3



		4



		5



		6



		7



		8



		9



		10



		11



		12



		13



		14



		15



		16



		17



		18



		19



		20



		21



		22



		23



		24



		25



		26



		27



		28



		29



		30



		31



		32



		33



		34



		35



		36



		37



		38



		39



		40



		41



		42



		43



		44



		45



		46



		47



		48



		49



		50



		51



		52



		53



		54



		55



		56



		57



		58



		59



		60



		61



		62



		63



		64



		65



		66



		67



		68



		69



		70



		71



		72



		73



		74



		75



		76



		77



		78



		79



		80



		81



		82



		83



		84



		85



		86



		87



		88



		89



		90



		91



		92



		93



		94



		95



		96



		97



		98



		99



		100



		101



		102



		103



		104



		105



		106



		107



		108



		109



		110



		111



		112



		113



		114



		115



		116



		117



		118



		119



		120



		121



		122



		123



		124



		125



		126



		127



		128



		129



		130



		131



		132



		133



		134



		135



		136



		137



		138



		139



		140



		141



		142



		143



		144



		145



		146



		147



		148



		149



		150



		151



		152



		153



		154



		155



		156



		157



		158



		159



		160



		161



		162



		163



		164



		165



		166



		167



		168



		169



		170



		171



		172



		173



		174



		175



		176



		177



		178



		179



		180



		181



		182



		183



		184



		185



		186



		187



		188



		189



		190



		191



		192



		2













OEBPS/images/cover.jpg
OTOGRAPHER’

COMPOSITION AND DESIGN FOR BETTER DIGITAL PHOTOS

AEL FREEN >EFINITIVE

EDITION






OEBPS/images/title.jpg
THE PHOTOGRAPHER’S EYE

COMPOSITION AND DESIGN FOR BETTER DIGITAL PHOTOS

MICHAEL FREEMAN DEFINITIVE
FULLY REVISED AND UPDATED

ilex





OEBPS/images/f0015-03.jpg





OEBPS/images/f0015-01.jpg





OEBPS/images/f0015-02.jpg








OEBPS/images/f0019-01.jpg





OEBPS/images/f0019-02.jpg





OEBPS/images/f0019-03.jpg





OEBPS/images/f0019-04.jpg





OEBPS/images/f0008-01.jpg





OEBPS/images/f0004-01.jpg





OEBPS/images/f0014-01.jpg





OEBPS/images/f0018-01.jpg





OEBPS/images/f0018-02.jpg





OEBPS/images/f0018-03.jpg





OEBPS/images/f0010-01.jpg










OEBPS/images/f0007-01.jpg





OEBPS/images/f0020-01.jpg
- ] e TV g e

ORIGINAL










OEBPS/images/f0020-03.jpg
I






OEBPS/images/f0020-04.jpg





OEBPS/images/f0013-02.jpg





OEBPS/images/f0013-01.jpg





OEBPS/images/f0017-03.jpg





OEBPS/images/f0017-02.jpg





OEBPS/images/f0017-01.jpg





