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Chapter 1

Exposure

Perhaps the most confusing part of your camera is 
learning how to capture a perfect exposure. Shutter speed, 
aperture and ISO all combine together to produce an 

exposure, and this chapter is going to walk you through 
how to do that expertly and effortlessly. 



Every photo has an exposure and the more you 
understand about exposure, the better your photos will 
be. 

Once you start to grasp the effects of each aperture, 
shutter speed and ISO on a photo, you'll be able to use 
them correctly and creatively. This section covers how to 
create the right exposure for any situation, as well as the 
negative consequences of each exposure factor. 

As well as affecting the exposure...

• The aperture affects the depth of field.

• The shutter speed determines whether there's motion 
blur or freezing.

• ISO produces digital noise/grain which in turn, affects 
the quality of the image.

Section 1 EXPOSURE IN 3 STEPS

1. Light passes through the aperture of the 
lens into the camera

2. The shutter speed decides how much of 
that light is going to be recorded onto the 
camera’s sensor

3. The ISO determines how much to increase 
the exposure by

Introduction to 
Exposure
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All of this combines to produce an exposure like the one below. 
The aperture is f/2.8 resulting in the shallow depth of field and 
soft feel of this photo. The shutter speed is 1/100 of a second, 
meaning that I could take the photo comfortably without motion 
blur, and the ISO is only 100 which has resulted in very little 
noise. 

Getting the Correct Exposure Using Different 
Shooting Modes

Every modern camera will 
have an exposure meter 
built into it and will be 
displayed on the screen 
similarly to the image on the 
right.

Different modes use this meter to automatically create the correct 
exposure; when the ‘needle’ is in the centre, the photo will be 
exposed correctly.

PRIORITY MODES

Aperture Priority will hold the needle in the centre (unless you’ve 
moved it manually) and as the aperture changes to allow more 
light in, the shutter speed will also change to allow less light in 
maintaining an even exposure. 

The shutter priority mode will do the same thing, only the other 
way round; shutter speed is changed, the aperture changes 
accordingly and automatically.

MANUAL MODE

Manual mode allows you to change both the aperture and shutter 
speed at the same time without conforming to a certain point on 
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the exposure meter. This mode tends to be used by more 
experienced photographers with better knowledge of the settings 
to use in different circumstances, giving them more control over 
the photo. 

You should ensure that you explore this mode as it will help you 
to learn photography quickly.  

The light meter will still move to indicate how well exposed a 
photo will be.

Different Exposure Conditions

Daylight: This photo has excellent lighting conditions so you can 
use fast settings on your camera. The photo below was taken at 
1/100 of a second, at an aperture of f/7.1 and ISO 100.

Night: Photos of scenes at night are best taken using a tripod, 
this way you can create long exposures and play with the light 
without producing blur. The photo below was taken using a 2 
second exposure, a wide aperture of f/3.5 and an ISO of 1600.

Continued...
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Indoors: I regularly use a flash indoors, bouncing it off a wall or a 
ceiling to create a more natural effect. The settings used below 
were 1/50 of a second, f/7.1 and ISO400, with a flash bouncing 
off the ceiling.

Event: Due to the lighting conditions at events, and the fact that 
you’re not often allowed to use flash, you’ll often have to boost 
the ISO. Additionally, artists on stage tend to move around quite 
fast; a fast shutter speed will also be required. This results in a 
wide aperture with narrow depth of field, a high ISO, and some 
pretty cool lighting conditions like the photo on the right; taken at 
1/160, f/2.8 and ISO1600.
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Aperture is the first of three combining factors which 
create an exposure, so understanding aperture is a good 
way of getting to grips with taking a well exposed photo. 
There are also negative and creative affects of different 
apertures; this section will teach you what they are and 
how to use them to your advantage.

WHAT EXACTLY IS THE APERTURE?

The best way to understand aperture is to think of the 
way in which the pupil of your eye changes size to let in 
different amounts of light – the wider it gets, the more 
light is let in.

Together, the aperture, shutter speed and ISO produce 
an exposure. The diameter of the aperture changes to 
allow more or less light onto the sensor, depending on 
the situation. Choice of aperture can be used for creative 
effect, but there are also consequences of using different 
apertures which are tackled in a moment, but when 
talking about light and exposure; wider apertures allow 
more light, narrower apertures allow less.

HOW IS APERTURE MEASURED AND CHANGED?

Aperture is measured using something called the f-stop 
scale. On your camera, you’ll see ‘f/’ followed by a 
number. The number denotes how wide the aperture is, 

Section 2

Aperture
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which in turn affects the exposure and depth of field (also tackled 
in a moment); the lower the number, the wider the aperture. This 
may seem confusing; why a low number for a high aperture? The 
answer is simple and mathematical, but first you need to know 
the f-stop scale.

The scale is as follows: f/1.4, f/2, f/2.8, f/4, f/5.6, f/8, f/11, f/16, f/
22.

The most important fact to know about these numbers is that, 
from each number to the next, the aperture decreases to half its 
size allowing 50% less light through the lens. 

This is because the numbers come from the equation used to 
work out the size of the aperture from the focal length. You’ll 
notice that, on more modern cameras, apertures exist between 
those listed above. These are third stops: between f/2.8 and f/4 
for example, you’ll also get f/3.2 and f/3.5. These are just here to 
increase the control that you have over your settings.

Things are about to get a little harder - if you get confused, skip 
this; the most important part has been covered.

Say for example, you have a 50mm lens with the aperture of f2, to 
find the width of the aperture you divide the 50 by the 2, giving 
you a diameter of 25mm. You then have to take the radius (half 
the diameter), times it by itself to create the radius squared and 
times that by pi. The whole equation looks something like this: 
Area = pi * r².

Here are a couple of examples:

A 50mm lens, with the aperture of f/2 = a lens opening 25mm 
wide. Half of this is 12.5mm and using the equation above (pi * 
12.5mm²) we get an area of 490mm². 
A 50mm lens, with the aperture of f/2.8 = a lens opening 17.9mm 
wide. Half of this is 8.95mm and using the equation above (pi * 
8.95mm²) we get an area of 251.6mm².

Now, it doesn’t take a genius to work out that half of 490 is less 
than 251; this is due to rounding error. The area of f/2.8 will still be 
exactly half of f/2.

This is what the aperture scale looks like in reality:

OK, so that’s a little confusing, but like I said, so long as you 
remember the f/stop-scale and know that every time the f/number 
changes by one stop, you’re either halving or doubling the 
exposure, you’ll be fine!
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HOW DOES THE APERTURE AFFECT THE EXPOSURE?

The way in which aperture changes correlates with the exposure: the larger the aperture, the more exposed the photo will be. The best 
way to demonstrate this is by taking a series of photos, keeping everything constant except the aperture.

All the images below were taken at ISO 200, 1/400 of a second and without flash; only aperture changes throughout, starting at f/1.4, all 
the way through to f/22. 

The main creative effect of aperture isn’t exposure however, but depth of field which we will tackle later in this ebook. 
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WHAT ARE THE USES FOR DIFFERENT APERTURES?

The first thing to note is that there are no rules when it comes to 
choosing an aperture; it simply depends on whether you are 
going for artistic effect or accurately reproducing a scene in a 
photo. To best make these decisions, it helps to have a good 
knowledge of traditional uses for the apertures listed below.

f/1.4: This is great for shooting in low light, but be careful of the 
shallow DoF. Best used on shallow subjects or for a soft focus 
effect. 
f/2: This range has much the same uses as f/1.4, but an f/2 can 
be picked up for a third of the price of an f/1.4. 
f/2.8: Still good for low light situations, but allows for more 
definition in facial features as it has a deeper DoF. Good zoom 
lenses usually have this as their widest aperture. 
f/4: This is really the minimum aperture you’d use when taking a 
photo of a person where there is decent lighting, as autofocus 
can be temperamental, so you are risking the face going out of 
focus in wider apertures. 
f/5.6: Good for photos of 2 people, not very good in low light 
conditions though, so best to use a bounce flash. 
f/8: This is a good aperture for large groups as it will ensure that 
everyone in the frame remains in focus. 
f/11: This is often where your lens will be at its sharpest so it’s 
great for portraits. 
f/16: Shooting in the sun requires a small aperture and this is a 

good ‘go to’ point. 
f/22: Best for landscapes where noticeable detail in the 
foreground is required.

As I said before, these are only guidelines. Now that you know 
exactly how the aperture will change a photo, you can experiment 
yourself and have fun with it!
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Shutter speed is perhaps the most obvious of the three 
factors of exposure and arguably has the biggest effect 
on your photos too. 

With a poor knowledge of how the shutter speed will 
effect your photos, you’ll end up with blurred results. 

This section teaches you the right speed to use in 
different situations, as well as how to manipulate shutter 
speed creatively, giving artistic results.

WHAT EXACTLY IS SHUTTER SPEED?

Without going into unnecessary detail as to how shutter 
speed works, it can be summarized as the exact amount 
of time that your camera records an image for. More 
often than not you will be taking a photo within a fraction 
of a second, as any longer results in a blurred image in 
most situations. 

Shutter speed uses ‘stops’ in the same way as aperture, 
but is a lot more straightforward. Working out half of an 
exposure is a lot simpler with shutter speed than 
aperture, as you just take the current speed e.g. 1/200, 
and halve it, which, for this example, would give 1/400. 
All that you need to remember is that the second number 
has to be ‘doubled’ to halve the value as these are 

Section 3

Shutter Speed
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fractions e.g. for 1/200, the ‘200’ is doubled to give half the value.

MOTION BLUR AND FREEZING 

Provided you’re not doing it for creative effect, you will want to 
choose a shutter speed fast enough to prevent motion blur. 

Motion blur is also affected heavily by the focal length of a lens. 
Telephoto lenses require a fast shutter speed to capture an image 
without blur, as even the slightest movement of the camera will be 
magnified by the lens. A wide angle lens requires a slower shutter 
speed as the details in the image are a lot smaller.

As a rule of thumb, the average person can take a sharp, blur-free 
image by setting the speed to a fraction of a focal length. For 
example, to take a photo at 30mm, you would set the shutter 
speed to 1/30 of a second; any slower and motion blur is likely to 
occur. It’s worth noting however, that this rule is only relevant to 
full frame cameras. For a crop sensor, due its magnifying effect, 
you would be better off choosing a speed of 1/45 of a second. 
More on that later.

There are always exceptions to the rule, such as image 
stabilization in your lens which allows use of a slower shutter 
speed. As you become more experienced, you’ll gradually 
improve on vital skills such as holding your camera in the way 
that suits you best, increasing (among other things) your stability.

Here is an example of creative motion blur.

 
Freezing is much less of a worry when taking photos. It occurs 
when a photo is taken at such a high shutter speed (1/500 and 
above) that the exact moment at which the photo is taken is 
captured, without any movement blur. I personally don’t like 
shooting at these speeds as the images produced tend to look 
flat. Instead, when shooting a fast moving object, I like to include 
a small amount of motion (it may as well have been sitting still 
otherwise). This can work, as I have demonstrated in the photo 
on the next page, where the subject is moving through the air.
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THE RIGHT SPEED FOR THE RIGHT SITUATION

Fast speeds to capture a telephoto image  
Because the image below was taken using a telephoto lens, it 
was important to have a fast shutter speed (1/500). 

I avoided camera shake by using a tripod and remote release for 
the camera. This means that I can let the camera sit still without 
moving when taking a photo.

Capturing a fast moving object in a low light situation  
When doing event photography, the artist you’re shooting is likely 
to be moving around on stage, lending the problem of both low 
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light and a fast shutter. This can be counteracted by a wide 
aperture and high ISO, which is a compromise really, but does 
allow you to capture the image without any unsightly blur.

CREATIVE USES FOR DIFFERENT SHUTTER SPEEDS

Creative blur 
With a remote trigger for the camera and a tripod to hold it 
steady, you can play around with speeds to create interesting 
images with the blur being the main point of interest in the photo.

Creative blur with flash  
Adding a flash to a 
photo with blur results 
in the subject being 
frozen in the frame, 
allowing you to then 
move the camera 
around to capture the 
light and blur for artistic 
effect.
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Panning 
Panning is where you move your camera to compliment the 
movements of the subject, resulting in an image where the 
background is blurred, but the subject is not. This shot was taken 
from a car moving at the same speed as the train.

Light painting 
For light painting, all you need is a long exposure and a light 
source. The photo below was taken on a 30 second shutter, 
during which time I set off strobes onto the beach huts. This fills 
in the light exactly where you want it and is great for shooting at 
night.
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Light graffiti 
A long exposure coupled with a moving, constant light source 
allows you to add ‘graffiti’ to the image.

Long exposures for low light situations 
Because this photo (top right) was taken in the evening, I used a 
slow shutter speed to gain an even exposure, which can only be 
made possible with a tripod or somewhere flat to lay the camera.

The second photo (bottom right) requires a long shutter, but for a 
different reason; I had to wait for a passing car to come into the 
frame and the timing can be very difficult..
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ISO is the last of the three factors which determine the 
exposure of a photo, along with aperture and shutter 
speed. 

WHAT EXACTLY IS ISO?

The ISO (International Standards Organization) 
determines the sensitivity of the sensor in your camera, 
which in turn affects the exposure of your photos. The 
ISO scale typically starts at 100, and continues to double 
from this point to the boundary of your camera’s 
capabilities: 100, 200, 400, 800, 1600… The starting and 
ending points of this range and how well the camera 
handles the ISO depends solely on the camera that 
you’re using. Most modern cameras have many more 
points at which you can set the ISO, these fall in between 
those I’ve mentioned, in the same way you will find third 
stops in the aperture and shutter speed. 

The International Standards Organization are responsible 
for setting this widely used standard: all you need to 
know is included in the information that follows.

HOW DOES ISO AFFECT EXPOSURE?

ISO is one of three determining factors which of a 
photo’s exposure, along with aperture and shutter speed. 
These two affect the lens and exposure time respectively, 

Section 4

ISO
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with ISO directly affecting the sensor (or film). To be more specific, the ISO determines how well exposed a photo will be by changing the 
sensitivity.

The ISO scale is similar to shutter speed in the sense that, when doubled, the exposure is also doubled; they are proportional to one 
another e.g. a low ISO number would give a low exposure and a high ISO would give a high exposure; much simpler then aperture. This is 
much easier to demonstrate using actual photos: the images below are displayed in the following order: 100, 200, 400, 800, 1600, 3200. 
The aperture and shutter speed remain constant throughout these photos with only the ISO changing allowing a clear view of it’s effect. 

As you may have noticed by now, nothing affects the exposure in one single way. There are consequences to using different ISO’s.
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HOW DOES ISO AFFECT THE QUALITY OF PHOTOS?

As a general rule, the lower the ISO value, the better the quality of the photo. Doubling ISO effectively doubles the exposure which, in 
turn, doubles the digital noise. This noise reduces the detail of a photo, giving the image a grainy, uneven appearance.

Lower number = Lover sensitivity = Finer quality photos

To best demonstrate how the ISO affects the image quality, I’ve taken another series photos, displayed below. For the purpose of this 
experiment, I have altered the shutter speed and aperture between photos, rather than simply changing the ISO, to give even exposure, 
allowing for easier comparison of the difference in quality. The photos are displayed in the following order: 100, 200, 400, 800, 1600, 
3200.
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As you can see, the higher the number, the stronger the unsightly noise becomes. There is noise reduction software that can help to 
correct this, but you’ll find that it only really smooths out the noise, which can result in an airbrushed effect on faces, reducing the detail in 
a photo, like the one below (cropped to 1% of actual image). Clearly, it has it’s uses but should be used in moderation and with 
consideration to what the photo is being used for.
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Cameras with larger sensors handle noise better as they allow 
more light into a photo, but as technology continues to improve, 
the difference between sensor size and noise is reducing. What 
used to be a big problem is much less of a one in high quality 
cameras.

All cameras are different so I suggest taking yours into low light 
conditions in order to discover the maximum ISO that you’re able 
to use effectively. Enhancing the exposure in post production has 
the same effect as increasing your ISO; simply making sure you 
get the exposure right in the camera the first time round allows 
you to avoid this.

Now that you know what the ISO does, let’s take a look at 
situations where it might be used.

WHICH ISO AND WHEN?

ISO 100-200: Your photos will have the most detail and the best 
quality; great for shooting in daylight as there is no need to boost 
the ISO any higher. Shooting at 1600 in bright conditions would 
be a waste, resulting in easily avoidable grain.

ISO 200-400: For slightly darker conditions, such as in the shade 
or indoors where it is brightly lit.

ISO 400-800: I like to use this range when shooting with a flash 
indoors as it helps to produce a more even exposure with a 
detailed background.
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ISO 800-1600: Event photographers frequently have no choice 
but to use this range as live events often happen in low light 
conditions where flash is not allowed.

ISO 1600-3200: Again, event photographers will use this range 
for live gigs, but it’s also used in extreme low light conditions 
where using a tripod is not an option. ISO 3200 is the highest I 
tend to push my camera to as I’m not a fan of digital noise (grain).

ISO 3200+: This range is reserved for extra low light conditions 
and artistic effect as, with most cameras, it’s impossible to avoid 
a grainy result in this range. 
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In photography, a ‘stop’ is the measurement of exposure, 
depending on the shutter speed, ISO, or aperture. 
Increasing the exposure by one stop doubles the 
exposure. So for example, your aperture is f/4, shutter 
speed is 1/100 and ISO is 100, then if you keep the 
aperture at f/4, the shutter speed at 1/100, but you 
increased the ISO to 200, you have increased the 
exposure by one stop.

Doubling the ISO makes the exposure twice as sensitive, 
hence the jump in single stops.

It can get a little bit confusing, but it’s really important 
that you learn this, here’s why… As your skills as a 
photographer improve and you start to shoot in manual 
more often, you’re in charge of looking after how the 
camera exposes, so knowing what a stop is for the 
shutter speed, ISO, and most importantly, aperture, will 
affect how you change each one.

Let me make this simple for you. You’re shooting at f/2.8, 
at 1/100 of a second, with an ISO of 200, but you want a 
shallower depth of field. You know that widening your 
aperture to f/2 will produce a shallower depth of field, but 
it will also double the amount of light that’s entering your 
lens. You have jumped one stop with your aperture, and 
made the exposure too bright, so you have to counter-

Section 5

Understanding F/
Stops & Stops in 
Exposure
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act this with shutter speed or ISO. To do this, you can halve the 
ISO to 100, or double the shutter speed to 1/200 of a second.

So you can see, this is quite important to know.

To briefly summarize, increasing the exposure by a stop will 
double the exposure, and decreasing the exposure by a stop will 
halve it.

If only it were that simple though…

ISO STOPS

Lets start with the easiest to understand, which is ISO. One stop 
up from ISO 100 is 200, but one stop up from that is 400. The 

intervals aren’t equal, but they all have one thing in common; 
they’re doubled from the stop before. Easy enough to 
understand, so I’ll leave it at that.

SHUTTER SPEED STOPS

The majority of the time when using your camera, you will be 
shooting at a fraction of a second. If you shoot at a speed of 1 
second or longer, the same principles as above apply: simply 
double the time from 1 second to 2, then from 2 seconds to 4. 
Simple. To achieve the same effect when shooting at a fraction of 
a second, such as 1/200, halve the number after the fraction (200 
in this case). If you’re new to photography, don’t worry, this will 
soon become second nature. 1/100 is twice as long as 1/200, so 
that’s one stop, and the exposure is doubled. 1/50 is twice as 
long as 1/100, and so on.

APERTURE

I’m afraid this is where things get a little bit complicated, and 
somewhat mathematical. If you use the logic that I’ve explained 
above, then you would probably assume that f/2 is half the 
exposure of f/4, but sadly this is not so. f/2 actually allows in four 
times as much light as f/4. You may be scratching your head at 
this, but it will all become clear if you can just stick with it.

The aperture scale does not take on the same principles as 
shutter speed or ISO because of how the measurement is taken. 
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If you’ve read the section on Aperture, you should be familiar with 
how this works, but for everyone else, stick with it.

Aperture is measured using something called the f-stop scale. On 
your camera, you’ll see ‘f/’ or just ‘f’ followed by a number. The 
number denotes how wide the aperture is, which in turn affects 
the exposure and depth of field; the lower the number, the wider 
the aperture. This may seem confusing; why a low number for a 
high aperture? The answer is simple and mathematical, but first 
you need to know the f-stop scale.

The scale is as follows: f/1.4, f/2, f/2.8, f/4, f/5.6, f/8, f/11, f/16, f/
22.

Before we go any further, lets recap on what the aperture is. The 
aperture is the hole in the lens which the light passes through, 
and it will control both the exposure and the depth of field. We’re 
only looking at exposure here though. If you are changing from f/2 
to f/2.8, then you are halving the exposure, but to do so, you’re 
halving the area of the open aperture in the lens.

The most important fact to know about these numbers is that 
from each number to the next, the aperture decreases to half its 
size and allows 50% less light through the lens (1 stop). This is 
because the numbers come from the equation used to work out 
the size of the aperture from the focal length.

The ‘f’ stands for focal length, and the number represents the 
fraction of this, which gives you the size of the aperture. Say for 

example, you have a 50mm lens with the aperture of f2, to find 
the width of the aperture you divide the 50 by the 2, giving you a 
diameter of 25mm. You then have to take the radius (half the 
diameter), times it by itself to create the radius squared and times 
that by pi. The whole equation looks like this: Area = pi * r². This 
isn’t essential for you to know, but it may help you get your head 
around it.

Here are a couple examples:

A 50mm lens, with the aperture of f/2 = a lens opening 25mm 
wide. Half of this is 12.5mm and using the equation above (pi * 
12.5mm²) we get an area of 490mm². 
A 50mm lens, with the aperture of 2/2.8 = a lens opening 17.9mm 
wide. Half of this is 8.95mm and using the equation above (pi * 
8.95mm²) we get an area of 251.6mm².

Now, it doesn’t take a genius to work out that half of 490 is 
smaller than 251, but this is due to rounding error. The area of f/
2.8 will still be exactly half of f/2.

You can see the aperture stop scale on the following page (not to 
scale).

Ok, so that’s stops for you, with all this new information, you 
should have a much better understanding of how to control your 
exposure.
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BUT WAIT, THERE’S MORE!

You will have noticed with your aperture, shutter speed, and ISO, that there are more intervals than just doubling and halving exposures. 
These are third stops, which allow you have more control over your exposure. For example, between f/2.8 and f/4, you will also find f/3.2 
and f/3.5.

This doesn’t have to be complicated at all, and you shouldn’t think too much of it; just knowing what it does will help you work it out in 
time.
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Chapter 2

Your Camera

There’s so many dials, buttons, joysticks and switches on 
a camera, it’s hard to know what to do with them all. And 
then there’s all the information that’s displayed on your 

screen. What do you do? Well, this chapter cover all of that 
and more so that you can start to understand your camera 
today. Throw out your camera manual!



Metering is the process that the camera goes through to 
look at a scene and work out what the exposure should 
be. There’s a variety of different modes that you can use 
to best suit the type of photo you’re taking. In this post 
we’ll be looking at exactly what the modes do and when 
you should be using each one.

What They do & When You Should use Them
Evaluative / Matrix / Pattern / Mutli-zone Metering Modes

This is currently the most complex and modern way of 
metering in cameras. It collects data from across the 
whole frame and even gives priority to the area that 
you’re focusing on. The camera will ‘look’ at a scene and 
see a really bright area e.g. the sun, and take that into 
account when trying to work out the best exposure – this 
will reduce the amount of contrast and silhouettes. This 
has different names for different manufacturers and 
software, but they all basically do the same thing.

Section 1

Metering Modes
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PARTIAL METERING MODE

This collects data from a small circular area in the center of the 
frame coving roughly 10-15% of the scene. This can be useful 
when your subject is in the center of the frame and you want this 
subject to take priority in the exposure.

SPOT METERING MODE

This is similar to partial metering, only the dot in the center is 
smaller, taking up roughly 5% of the frame. This is good for 
smaller subjects and I personally use it over partial because I 
know that any light surrounding the subject won’t be a problem. 
It’s a more advanced way of working out the exposure for your 
camera because as it meters for such a small area; the rest of the 
scene may not be correct; it’s up to you to work that out on your 
own. The 5% will be centered around the point you’re focusing 

on, which is super useful. Be careful when using this mode: it has 
it’s uses, but you don’t want to end up with all of your photos like 
this.

CENTER – WEIGHTED AVERAGE

This is similar to spot and partial metering, only the area in which 
the photo is metered is a lot larger. This is due to 
camera manufacturers realising that most people take 
photographs where people take up the whole of the center of the 
image and that there needed to be an effective way of metering 
this. This mode can be hard to predict and I don’t like using it. 
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AVERAGE METERING MODE

This works in a similar way to evaluative metering in the sense 
that it measures light from the whole scene, although it does this 
in a very unintelligent way; it doesn’t recognise what’s in the 
scene and therefore doesn’t make changes accordingly. What this 
means is that if a scene includes a bright sun, or alternatively a 
dark shade, the mode treats it the same as the rest of the photo, 
often resulting in over and under exposed areas of a photo. This 
mode isn’t usually found on modern cameras.

Which ones You Should use and When
You should now have a pretty good understanding of what 
different modes do and when to use them but I’d like to go into 
more detail about the two I use the most – Evaluative and Spot. 
The reason I use these is because I find Evaluative to be pretty 
reliable at working out what I want in the majority of situations, 
rendering it pointless to switch to partial or center-weighted. The 

other mode I use is Spot, which tends to be in situations 
where evaluative doesn’t deliver too well and I have to take things 
into my own hands.

Here are some photos I’ve taken on evaluative metering mode 
each accompanied by a summary of what made that mode a 
good choice in each circumstance:

EVALUATIVE

This photo was taken well into the evening. There were no bright 
lights in the photo so I didn’t require any special metering modes. 
I leave my camera with evaluative on as a standard for shots like 
this, where the dynamic range of brightness is very small. 
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The majority of this photo is a bright sunny sky; if the camera was 
set to any of the other metering modes, it would likely have taken 
most of the metering sample from the sky causing the subject to 
appear very underexposed and silhouette-like. Because I had the 
camera set to evaluative, you’re able to see a lot more detail in 
the subject then you otherwise would have.

The next photo is ‘opposite’ to the one above in that the majority 
of the photo is dark, but the effect of the evaluative metering 
mode is much the same – it brings out the darker highlights (such 
as along the bridge) while maintaining silhouettes where I wanted 
them. Sometimes, on evaluative, the camera see’s a black and 
think it should be grey. In this case, the camera will try to boost 

the exposure too much – this photo worked out just how I wanted 
it. 

On the following page is an example of where the evaluative 
metering mode has really prevailed. The mode has noticed the 
sun creeping in through the top of the photo and ignored it in 
favour of correctly exposing the rest of the photo. The same 
photo shot on spot metering had much the same effect - now 
let’s have a look at when you might want to use spot.
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SPOT METERING

When you’ve got a sun glaring straight down your lens and a big 
bright sky right next to it, it’s a lot harder for evaluative to get it 
right and you’re going to end up with silhouettes – this is when I 
like to switch to spot metering. Remember that the spot in the 
center of the frame is very small so make sure to have it pointed 
at something important such as skin (as I have in this photo). I 
advise taking some time to experiment with the different modes; 
you’ll be surprised at the difference they can make.
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Camera’s LCD displays are pretty bad 
at accurately representing what the photo looks like, 
which is why you should be using Histograms. 
Histograms give a mathematical representation of how 
well exposed a photo is, which helps you to get the best 
photo possible when out on a shoot.

WHAT IS IT AND WHAT DOES IT TELL YOU?

The histogram shows a scientific review of the exposure 
after you’ve taken the photo. It essentially tells you how 
evenly exposed a photo is. LCD screens aren’t very good 
at telling you this information because their effectiveness 
tends to be largely based on the ambient lighting 
conditions you’re in and the brightness of the screen 
itself. You’ll find an option to view the histogram in all 
cameras, and some compacts that don’t rely on the 
viewfinder to compose a photo will also show you the 
histogram in realtime.

HOW DO I READ THE HISTOGRAM?

A histogram is mapped out by brightness on a grayscale. 
Black is on the left, white is on the right and all they 
different shades of gray lie in between.

In a standard jpg image there are 256 different recorded 
values of brightness; 0 is pure black and 255 is pure 
white. These 256 values are mapped out in a histogram 

Section 2

Histograms
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and each pixel from the image is assigned a value. Now, let’s 
have a look at what that looks like:

This image has been correctly exposed as the majority of pixels 
lie distant from the black and white values in the histogram; what 
may appear to be black in the photo is actually just a very dark 
shade of grey.

When taking a photo at night, your results may be very different, 
but it’s usually best to stay away from the pure black or pure 
white values. Having pixels in these ranges mean that your photo 
has either been over- or under-exposed and needs to be retaken 
as there is detail missing. These details can’t be recovered in 
photoshop because as they are no longer a shade of a color, but 
pure black/white.

Have a look on the next page at an overexposed image and an 
underexposed image with their respective histograms.
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Over: Under:
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It’s also possible to see your histograms in 3 channels of color – 
red, green and blue (also known as RGB). For the correctly 
exposed image that I showed you first, the histogram looks like 

this:

Using this version of the histogram is most important when 
shooting brightly colored objects as it’s possible to blow out 
(overexpose to the extent that information is lost) the 
corresponding channel of color without it appearing in the main 
histogram.

Now that you understand how histograms work, you’ll start to 
find yourself using them more and more when taking photos. 
They’re a great way of making sure that you’re getting it right in 

the camera, and decrease the level of dependence on a computer 
to finish off your photos.
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Shooting modes aren’t often understood by camera 
users, particularly after the purchase of their first SLR, 
which can show in the quality of their work. There’s also 
a lot of misconceptions about which mode you should be 
using when, as well as a lot of bias towards not using 
manual mode. When you understand exactly what each 
mode does, it becomes a lot clearer which one to use.

WHAT THE CAMERA CONTROLS

This may seem like a silly point to talk about, because we 
all know that the camera covers exposure (namely 
aperture, shutter speed and ISO) but it also covers a lot 
more. You have the ability to alter the way your camera 
looks at a scene using the metering modes and focus 
points; how it takes a photo with the burst mode, focus 
points and focus mode; and how much light it lets in with 
the exposure compensation. Different modes give you 
different options, so it’s up to you to decide how much 
control you want.

Section 3

Shooting Modes
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FULL AUTO

What it controls:

	 •	 Shutter Speed
	 •	 Aperture
	 •	 ISO
	 •	 White Balance
	 •	 Focus Mode
	 •	 Exposure Compensation
	 •	 Focus Points
	 •	 Metering Mode
	 •	 Flash Exposure Compensation

What you’re allowed to control:

	 •	 Choose between RAW or JPEG
	 •	 Burst Fire Mode

This mode is most commonly used by people who don’t know 
what they’re doing but simply want to take a photo of a scene as 
they see it through the viewfinder. I can understand the 
frustration, but unless you’ve just taken the camera out of the 
box, you have no excuse - you need to learn how to use your 
camera to produce the best possible results. It’s a common 
misconception that, because it’s intelligent, your camera will 
automatically adjust itself to how you would anyway. This is far 
from true. You’ll end up taking bright photos, with harsh pop-up 
flash, that look like you’ve used your phone to take them.

Full Auto does a pretty lousy job of making your photos look as 
you’d like them to. It’s still much better than using a pocket 
camera on full auto, but won’t produce the best photos. When 
you can’t control the aperture, shutter speed and ISO, the camera 
has to ‘guess’ what you’re doing, and often gets it wrong. 
Exposure is one thing, but there’s a lot more to it than that. Full 
Auto doesn’t allow you to meter the photo, which can result in 
certain areas being darker or brighter than is desirable. I quite 
often use spot metering as the extra direction for where my 
camera should expose can make a huge difference to the end 
result. This is just one of the many negative factors – I strongly 
suggest avoiding this mode.
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PROGRAM MODE

What it controls for you:

	 •	 Shutter Speed
	 •	 Aperture

What you’re allowed to control:

	 •	 ISO
	 •	 White Balance
	 •	 Focus Mode
	 •	 Exposure Compensation
	 •	 Focus Points
	 •	 Metering Mode
	 •	 Flash Exposure Compensation
	 •	 Choose between RAW or JPEG
	 •	 Burst Fire Mode

This is similar to Full Auto in that it takes control over the 
exposure (or most of it here), only it allows the user a lot more 
control at the same time. This is typically used by people who 
know a little bit more about their cameras and want to be able to 
influence a lot more features, such as ISO and WB. All of this 
extra control CAN make for much better photos, so long as you 
know what you’re doing.

As this mode is really only one step away from using a priority 
mode, you’ll often find people who know what they’re doing with 
a camera using it, it’s just that they can’t operate it fast enough. I 

may switch between aperture priority and shutter speed priority at 
a blink of an eye. The same goes for flash and no flash and other 
equivalent switches, but this is because I’m experienced with my 
camera; it’s second nature to me, and I can choose my settings at 
speed. 

The camera can only ever guess at the correct settings, so you 
may find that your photos are coming out blurry or noisy because 
it doesn’t know what to do. To get the best results, you need to 
control the exposure yourself, and tell the camera what it should 
be doing. I used to use this mode when I first started and found 
that when I was taking photos of still life, it worked fine, but as 
soon as I took photos of moving objects, or indoors without a 
flash, it wasn’t so reliable and produced blurred results.
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SHUTTER SPEED PRIORITY

What it controls for you:

	 •	 Aperture

What you’re allowed to control:

	 •	 Shutter Speed
	 •	 ISO
	 •	 White Balance
	 •	 Focus Mode
	 •	 Exposure Compensation
	 •	 Focus Points
	 •	 Metering Mode
	 •	 Flash Exposure Compensation
	 •	 Choose between RAW or JPEG
	 •	 Burst Fire Mode

I use this mode as much as I use aperture priority and manual 
mode because of the type and amount of photography I do. A lot 
of photographers will tell you that they only ever shoot on manual 
mode, but I personally disagree. When shooting in good light on a 
priority mode, you’re simply relieving yourself of the extra effort to 
set the other parameters (such as aperture when you’re shooting 
on shutter speed priority) which are determined by exposure 
compensation. You can fix an under exposed photo in post 
production, but there’s nothing you can do about a blurry one, so 
when I’m shooting a fast moving object, I switch to shutter speed 
priority.

However, when there’s plenty of light and no fast moving objects, 
shutter speed becomes somewhat irrelevant; you’re much better 
off setting the camera to aperture priority and choosing a setting 
which would effect your depth of field or sharpness. Shooting fast 
moving objects or long exposures are really the only real reason I 
use shutter speed priority.
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APERTURE PRIORITY

What it controls for you:

	 •	 Shutter Speed

What you’re allowed to control:

	 •	 Aperture
	 •	 ISO
	 •	 White Balance
	 •	 Focus Mode
	 •	 Exposure Compensation
	 •	 Focus Points
	 •	 Metering Mode
	 •	 Flash Exposure Compensation
	 •	 Choose between RAW or JPEG
	 •	 Burst Fire Mode

When you have lots of available light you can choose an aperture 
which will allow you to effect the depth of field with creative 
effect, and produce more interesting results. You can also set 
your lens to it’s sweet spot, usually around f/8 to f/11, which is 
where it will be at it’s sharpest. If I’ve got lots of light available 
and I’m not trying to creatively control my DoF, I tend to set the 
aperture to around f/8 – I’ll even increase the ISO if I have to, so 
long as it’s not producing too much noise.

You wouldn’t want to use this mode if the shutter speed priority 
mode appeals more to your shooting. Also, if the lighting is dark 

or inconsistent, you’ll want to use manual so that you can 
constantly adjust your exposure to best suit what you’re shooting 
and where.
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MANUAL

What it controls for you:

	 •	 Exposure Compensation

What you’re allowed to control:

	 •	 Shutter Speed
	 •	 Aperture
	 •	 ISO
	 •	 White Balance
	 •	 Focus Mode
	 •	 Exposure Compensation
	 •	 Focus Points
	 •	 Metering Mode
	 •	 Flash Exposure Compensation
	 •	 Choose between RAW or JPEG
	 •	 Burst Fire Mode

Manual gives you all the control you could possibly want out of 
your camera as it leaves everything up to you, which is great... so 
long as you know what you’re doing. More often then not, if I’m 
using a flash, I’ll set my camera to manual as I like to be able to 
control the amount of ambient light in my photos. Also, when it’s 
dark out and I’m using longer exposures on a tripod, the added 
control on manual allows you to decide exactly how you want 
your photos to expose. The same is true for when you’re shooting 
landscapes and you’ve got plenty of time to take the photo 
exactly how you want it. There are many uses for manual mode, 

perhaps more than any other mode, and when you can learn to 
master it, you’ll be able to see how much it can improve your 
photos.

Why you wouldn’t want to use it:

There’s not many reasons why you wouldn’t want to use it, but 
there are reasons why other modes would work just as well. If 
you’re shooting in sunny daylight, you know that your aperture is 
going to take priority over your shutter speed and can set it 
accordingly, and if you’re using manual mode, you then set the 
shutter speed so that the exposure compensation meets in the 
middle. This is basically doing exactly the same as aperture 
priority, so in my opinion, you may as well use that instead.
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Understanding focus modes is key to getting the photo 
that you want in a hurry – it’s the difference between the 
photo being in and out of focus. 

You’ve probably struggled to focus in the past and not 
been entirely sure why it just won’t lock on exactly what 
you want it to, but don’t fear, this section will tell you 
everything you need to ensure you never lose focus 
again.

ONE SHOT / AF-S

This is the simplest of all of the focus modes and 
does exactly what it says on the tin – it focuses for one 
shot. You would typically shoot on this mode when 
shooting a subject that isn’t moving, as the camera will 
only focus once when you depress the shutter button 
halfway. 

This is the mode that you would use if you wanted to use 
the focal lock of the camera, to focus on the subject and 
then move the camera to recompose the frame. 

The camera will not refocus in this mode until you lift up 
the shutter button and depress it again.

Picture on following page.

Section 4

Focus Modes
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AI SERVO / AF-C

This is often referred to as continuous focus because it will focus 
when you partially depress the shutter, but will monitor movement 
in the frame and make any necessary adjustments in focus 
between the shots, without the need for removing your finger 
from the shutter button. 

This mode is useful when shooting a moving subject, at sporting 
events for example. You will not be able to use the camera’s focal 
lock to recompose a shot in this mode, you’ll find that the camera 
will continually try to focus.
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AI FOCUS / AF-A

This is probably the least understood mode and it’s actually a 
mixture of the 2 modes previously described. 

When the camera detects only slight movement it will act as 
though it’s on One Shot / AF-S mode and will allow you to use the 
focal lock feature. 

When the camera detects more movement, the focus mode will 
start acting like AI Servo / AF-C mode instead and track the 
subject. 

This may sound like the best focus mode to use, but I typically 
like to set to one of the other modes as I usually know what I’m 
shooting and therefore how much movement to expect. This 
mode does come in handy when you’re shooting still objects that 
are likely to move without much notice, such as a bird on a 
perch. 
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This section goes hand in hand with the section on 
Aperture as Depth of Field is controlled by the Aperture. 
Please read that section first. 

 Depth of Field has positive and negative effects on your 
photos; knowing exactly what it does and how to control 
it is essential to taking the best possible photos. This 
section teaches you all about how to use Depth of Field 
(DoF) to your advantage and how much is right for 
different situations.

WHAT IS DEPTH OF FIELD?

DoF is the distance between the closest objects in focus 
and the furthest point of focus. The distance can be 
increased or decreased by changing the aperture of the 
lens. You’ll often see shallow DoF used creatively in 
photos as it can force focus onto a certain part of the 
photo.

HOW DOES IT WORK?

DoF is controlled by the width of the aperture in the lens. 
For those of you that don’t understand aperture, I 
strongly suggest you go back and read that section first. 
The wider the aperture is, the shallower the depth of field 
and vice versa. Have a look at the diagram on the 
following page that explains this.

Section 5

Depth of Field
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To really get a strong sense of why this is, have a look at the diagram I made below. The wide aperture, which spans the full width of the 
lens, takes in light at a much wider angle, which in turn means that the light has less distance to travel before going out of focus. A narrow 
aperture, on the other hand, stays in focus for much longer as the light has further to travel to go out of focus.
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That’s not all that affects DoF though, there’s also the focal length 
and distance from subject.

DISTANCE FROM SUBJECT

The best way to demonstrate this is not with a diagram, but with 
your own hand. Take your arm and stretch it out in front of your 
face with your hand as far as you can reach. Looking at your 
hand you’ll notice that you can still work out a lot of detail behind 
it without moving your eyes away. Now, gradually move your 
hand closer to your face all the time focusing on it and you’ll 
notice that your peripheral vision will get more and more out of 
focus. The same effect is present when using a camera lens.

CREATIVE USES OF DOF

Shallow DoF is often used to create a point of focus on one single 
subject in a photo. This can be hugely effective and has become 
quite common with the increased availability of cheap wide 
aperture lenses. I recommend playing around with shallow DoF’s, 
but be careful not to overdo it as your photos will start to become 
boring and similar. It’s an easy effect to achieve, but this means a 
lot of people will be doing it. It can be very effective, but try to go 
further than this to put yourself above the rest.

Extremely shallow DoF shot at f/1.4

Using an aperture this wide creates really nice, soft photos and, 
when shooting in the evening sun, makes them look a lot warmer. 
Notice how the face is sharp, but the neck and shoulders are 

quite soft. It’s also fun to play around with the focal plane when 
the DoF is this shallow; in this photo I placed the flower to the 
right of her face so that it was also in focus. I was able to achieve 
this easily as I wasn’t too close to the subject, and the lens I used 
was only about 50mm.

Medium DoF shot at f/5.6

With an aperture of f/5.6, you can clearly make out the detail of 
the whole body, as well as some of the background. In situations 
like this where there is depth to the photo, it’s important to 
consider the aperture before shooting as you’ll want to keep as 
much of the subject in focus as possible. 
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Deep DoF shot at f/22

For many ‘scene’ shots, you’re going to want to keep as much of 
the scene in focus as possible. This means using a narrow 
aperture and a deep DoF, allowing the viewer to explore details 
throughout the entire photo. I chose this image as an example as 
you can clearly see that there’s a lot of depth to it and plenty of 
aspects over which your eyes can wander.
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If you’ve ever taken photos indoors, without a flash, and 
wondered why everyone looks so orange, then this 
section will definitely help you. White balance can be 
hard to master at first, but once you understand it a little 
more, it can become quite intuitive, and understanding 
white balance is absolutely key to making your photos 
look good.

WHAT IS WHITE BALANCE?

The White Balance (WB) determines how accurately the 
colors in your photos come out. Specifically, it 
determines how ‘hot’ or ‘cold’ an image feels. Setting 
your WB accurately will prevent nasty color cast which 
can give your image an unnatural appearance. Different 
color casts come from ‘white’ not being a true white in 
different lighting situations; this section will teach you 
how to deal with that.

HOW DO I CONTROL THE WHITE BALANCE?

Modern digital cameras give you the option to change 
the WB manually as well as giving you an auto white 
balance (AWB). AWB is often suitable for daylight 
situations, but in most others doesn’t perform well. The 
most common example for this is when shooting indoors 
in tungsten light. Canon in particular are notoriously bad 

Section 6

White Balance
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at getting the color right on Auto mode, often resulting in the 
color coming out far too warm.

In a typical digital SLR (and some advanced compacts) you will 
have this kind of scale of white balance to choose from:

Auto: Good if you don’t know what you’re doing. Works well in 
sunlight, but in most situations is not suitable. 
Daylight: Auto mode can been good in daylight, but not perfect. I 
would typically use this balance in daylight, but most people tend 
to stick to auto because they’re worried about forgetting to 
change the WB when they go back indoors (we’ve all done it). 
Shade: Auto mode makes photos look a little cold in the shade 
so using this preset will be a lot more accurate. 
Cloudy: Again, this is pretty self explanatory as to when you’d 
use it. 
Tungsten: This light comes from incandescent bulbs found in 
your home and if left on auto instead, your photos will come out 
very warm with an almost orange color cast. 
Fluorescent: This comes from tube lighting found in offices and 
hospitals. It’s a very cold light and can make your photos appear 
blue. This also explains why offices have that nasty sterile feel. 
Flash: This compensates for the somewhat cool light of the 
camera’s flash. 
Custom: This is used for setting the white balance accurately 
using a grey card – more about this in a moment. 

Temperature: This is for experienced professional photographers 
– more about this in a moment.

All of these modes simply define the extent and direction to which 
your camera adjusts the colour of the photo it’s taking.

To demonstrate how these modes affect the temperature of a 
photo, i’ve taken a photo of a model with the sun setting behind 
her, with no sun shining directly onto her face. You’ll see that the 
‘Shade’ setting is most accurate for that situation.

Auto – Photo comes quite cool looking.
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Cloud – Very good, but still a little colder than the environment 
actually was.

Daylight – Not bad, but the camera is trying to compensate for a 
much brighter environment so has overcompensated.

Flash – Worked surprisingly well, it’s a more accurate auto mode 
for this sort of lighting.

Fluorescent – Far too cold looking, this setting is intended for 
much warmer light and has cooled the photo accordingly.
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Shade – Very accurate, it captures the spring evening perfectly.

Tungsten – Again, this setting is intended for much warmer light.

HOW TO GET PERFECT COLOUR REPRODUCTION

The last 2 settings listed on page 51 are used to create the most 
accurate white balance. Firstly though, you need to learn about 
grey cards.

Grey cards are used to determine which white balance should be 
used by your camera as they are a made from 18% grey which is 
a neutral hue. They work by taking a photo of the card that fills 
the whole frame of your camera and then setting this as the white 
balance inside your camera. The camera sees a difference 
between the result and the neutral hue and determines the 
balance from that. A grey card is used over white is because, if 
you overexpose any color enough, it’ll eventually come out as 
white and WB is all about color, not brightness. As the grey photo 
was taken in the same lighting environment as the rest of your 
photos will be, the camera knows exactly how much to adjust the 
balance.

Custom: This is where you would take the photo of the grey card 
and set it as your white balance. This is the most accurate way 
possible to capture color on the cheap and I fully recommend it.

Color Temperature / Kelvin: This is for professional 
photographers who are used to using expensive color 
temperature meters in studio conditions and setting the WB value 
manually. The value is set in Kelvin’s – named after the man who 
created the scale. For example sunlight is approximately 5200K 
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and tungsten is approximately 3200K. After extensive experience 
with WB, you’ll be able to start judging it for yourself.

WHICH SETTING IS BEST FOR ME?

You basically have 5 options:

1: You can spend all your time shooting on auto mode and hope 
for the best. This is alright if you’re still trying to get to grips with 
exposure, but after that I recommend you move on.

2: You can try and use the preset modes inside your camera to 
get accurate results. This is certainly a step in the right direction, 
but they’re still just ballpark figures and won’t always produce 
100% correct results.

3: You can shoot in custom mode. This is the most popular 
choice by professional photographers, but will take some time to 
get used to and requires carrying around a grey card.

4: You could use a light temperature meter. This is very accurate, 
but can cost a lot of money so is not really an option for most.

5: You can shoot in RAW. For those of you that don’t know, RAW 
is an uncompressed file format that allows you to change things 
on a computer after the photo has been taken. One of the 
changeable aspects is white balance.

With the information above you should be well on your way to 
capturing the perfect colours every time.
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Knowing what the focal length means, especially in 
relation to your camera, is very important when it comes 
to buying lenses. This section will leave you well 
informed as to what the different lenses do, which ones 
are right for you, how to use them creatively, and all the 
technical speak you’ll need.

WHAT DOES IT ACTUALLY MEAN?

The focal length of your lens essentially determines how 
‘zoomed in’ your photos are; the higher the number, the 
more zoomed your lens will be.

It is often misunderstood that the focal length is 
measured from the front or rear of the lens - in reality it 
describes the distance between the point of convergence 
in your lens to the sensor or film in your camera. Take a 
look at the diagram below that explains this.

Section 7

Focal Length
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DIFFERENT FOCAL RANGES AND WHAT THEY’RE USED FOR

Ultra Wide Angle 14-24mm

These lenses are often considered specialty items and the range 
is not often included as part of a kit lens. They create such a wide 
angle of view that they can look distorted as our eyes aren’t used 
to seeing that sort of range. They’re often used in event and 
architectural photography for cramming a lot into a photo when 
shooting in a confined space. Wide and ultra wide lenses are 
about ‘putting yourself in the middle of it all’, not just about 
getting the whole of a scene in. These lenses are not particularly 
suitable for portraits as they enhance the perspective so much 
that facial features are often given an unnatural appearance.

Wide Angle 24-35mm

This is where you’ll find most kit lenses for full frame cameras will 
start. 24mm is roughly the point at which the distortion that 
appears to stretch the side of the image stops appearing 
unnatural. They are used widely by photojournalists for 
documenting situations as they are wide enough to include a lot 
of the context, yet still look realistic.

Standard 35mm-70mm

It’s in this range at about 45-50mm that the lens will reproduce 
what our eyes see (excluding peripheral vision). I personally like to 
use this range when shooting on the street or in situations with 

friends in a close setting such as at a dinner table or the pub. A 
standard lens such as a 50mm f1.8 is an excellent, inexpensive 
addition for a camera and will provide excellent results. Prime 
lenses (lenses with a fixed focal length – they can’t zoom) will 
always provide better results than your kit lens as the lens is built 
with a single purpose in mind. It does one job well rather than 
multiple jobs poorly.

Mild Telephoto 70-105mm

This range is often where kit lenses will stop and you’ll start to get 
into the range of telephoto lenses and portrait primes (around 
85mm). This is a good range for portrait lenses as the natural 
perspective of the lens will separate the face from the 
background without completely isolating it.

Telephoto 105-300mm

Lenses in this range are often used for distant scenes such as 
buildings or mountains. They’re not suitable for landscapes 
because of the way they will flatten the perspective of a scene. 
Lenses in higher ranges than this are used predominantly for 
sport and animal photography.
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HOW DOES THE FOCAL LENGTH AFFECT PERSPECTIVE ?

To give you a better idea of how the focal length affects the 
perspective of a photo, I’ve taken 4 photos of the same subject at 
different focal lengths and compared them below. The subjects (3 
soup cans) are kept in the same position (about 10 inches apart 
from one another) in every photo. It’s worth noting that these 
photos are shot with a crop sensor so the actual focal length will 
be higher than listed – something I explain further in a moment.

To say that the focal length changes the perspective is, however, 
quite misleading. You see, it’s actually the distance from the 
subject. The focal length is an indicator of the distance from the 
subject, so they stay framed mostly the same. The difference 
arises because the focal length is getting longer (zooming in), as 
the camera moves further away. Remember, it’s the distance from 

the subject, and the focal length is just used to compensate for 
this.

WHAT ABOUT MY CROP SENSOR?

Shooting on a crop sensor has what’s known as the ‘crop factor’. 
This essentially means that any full frame lenses (EF, FX, etc.) that 
you put onto a crop sensor body will have a cropping effect. The 
actual factor is approximately 1.6. In real terms, this means that if 
you to shoot at 35mm, the actual result you’ll get will be close to 
a 50mm image.
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The way this works is demonstrated in the diagrams below. What 

you’re effectively doing is zooming in on an image, avoiding the 
widest parts of the scene.

Even lenses built for crop cameras such as the EF-S and DX 
ranges will still give this effect because lenses are listed by their 
actual length, not their field of view. 

These lenses will not work on a full frame body without a heavy 
vignetting effect as the image will not project onto the whole of 
the sensor.

That’s it! Now, here’s two example shots on the right, taken at 
very different focal lengths. The first is shot at 24mm and the 
second at 300mm (both on a crop sensor).
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A friend of mine was asking me advice on which lens she 
should buy the other day and my standard reply was ‘get 
a 50mm 1.8, unless you’re shooting on Nikon, in which 
case you should get a 35mm as the angle will work 
better on your crop sensor’, to which she replied, ‘what’s 
a crop sensor?’ The lack of knowledge about the type of 
camera she was using surprised me, but looking back, I 
remember a time when I didn’t know either. So this 
section is about setting it straight and helping you to 
make the right choice when it comes to buying a lens.

WHAT IS THE CROP FACTOR?

The crop factor is something which is common to most 
digital SLR cameras these days as they use smaller 
sensors than more expensive cameras. 

Professional cameras have a sensor the same size as a 
35mm piece of film, so any old lenses used on film 
bodies, using the same mount, still work on digital SLRs. 

The problem with this is that the technology proved big 
and expensive and put the price of cameras up. To fix 
this, camera manufacturers started building new cameras 
with smaller sensors, which would take the old lenses as 
well as new lenses, designed to mimic the same focal 
length. When you put a lens meant for a full frame 

Section 8

Crop Factor
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camera onto a body with a crop sensor, the crop factor is produced.

It’s called the crop factor because you’re effectively cropping the image. Imagine you’ve printed a photo out, but suddenly the paper is 
half the size, you have to cut parts out, which would crop the image. This isn’t the best analogy, so have a look at the diagram below. In 
both images, the lens is meant for a full frame camera, and on the left, you can see the projection of that image as if it were projected 
onto a crop sensor – a lot of the image is missed at the sides. The image on the right shows you what this is effectively doing – it’s taking 
a regular full frame sensor and bringing it closer to the lens, cropping out part of the image.
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As you can see, a lot of the image is lost when you use a full 
frame lens. Let’s look at it from another angle: in the image above 
a circular lens produces a circular image, which the sensor crops 
in a size-dependent manner. Full frame sensors are all the same 
size, whereas crop sensor sizes tend to vary 
between manufacturers, but for the sake of this diagram, know 
that it’s not to scale. 

HOW MUCH DOES IT CROP?

There are two main sizes from crop (APS-C) sensors; those used 
by Nikon, Sony and Pentax, and that used by Canon. The main 
difference is that Canon’s is slightly smaller and magnifies the 
image by 1.6, rather then 1.5. This means that, if you put a 50mm 
lens designed for full frame cameras onto a crop sensor body, the 
focal length would effectively be 80mm, whereas it would be 
75mm on the other sensor. These magnification differences don’t 
make a big difference at this end of the scale, as the lenses are 
designed accordingly. All you need to know is which sensor 
you’re using so that you can work out the crop factor when you 
want to buy a full frame lens.

HOW DO I KNOW IF I’M USING A CROP SENSOR?

This is pretty easy to answer – if you look for your camera body 
brand new at the moment, can you buy it for less that $2000? If 
so, the chances are you’re using a crop sensor. Full frame 
cameras are expensive and aren’t that common in relation to the 
number of crop cameras, so if you walked into a store and paid 
less than $2000 for it, then you’re likely shooting on a crop 
sensor.

Another great way of telling is by looking at the kit lens that came 
with your camera. These lenses are designed to work with your 
camera body providing a smaller lens projection, resulting in a 
focal length shorter than a full frame camera – starting at 18mm, 
rather than 24mm. There will also be your camera brand’s 
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marking on the camera to indicate which body it was made for. 
Here are the most popular markings for crop sensors:

	 •	 Canon — EF-S
	 •	 Nikon — DX
	 •	 Sony — DT
	 •	 Pentax — DA
	 •	 Sigma — DC
	 •	 Tamron — Di-II

If one day you decide to upgrade to a full frame camera, these 
lenses will no longer work, so buy carefully.

WHY BUY FULL FRAME LENSES?

If you only ever bought a prime lens, you’ll know why. Lenses 
made for professional, full frame cameras are usually much better 
quality. You can still buy high quality lenses for crop sensor 
cameras, but if you want to be using the best lenses out there, full 
frame lenses are the way to go. These lenses have been around 
since well before digital cameras become popular, providing the 
speed and accuracy you’d expect for the price.

Prime lenses in particular are only really made for full frame 
cameras. 50mm is a great focal length to use with a full frame 
camera, but doesn’t work so well on a crop sensor because it’s 
unnaturally zoomed. If you’re a Nikon user and want to buy a f/1.8 
lens, I would recommend the 35mm over the 50mm as the 
images produced will appear much more natural.

You may have concerns about the perspective appearing 
compressed at longer focal lengths but this isn’t something you 
need to worry about as it’s not the lens that compresses the 
image, but the distance from the subject. That being said, when 
you start using much wider angles, the barrel distortion at the 
edges becomes much more significant - cropping this out won’t 
change the perspective, but you will notice the difference initially.

BUYING THE RIGHT LENS FOR YOU

The first thing that’s worth mentioning here is a realistic warning; 
if you’re going to replace your kit lens but you’re not planning to 
upgrade your body for a few years, buy a crop sensor lens. 

The field of view that you lose in the shorter focal lengths is quite 
big; have a look at the photos on the following page for 
comparison. 

The first photo was taken at 18mm and the second at 24mm, 
both on a crop sensor. If you shoot wide often, or even at all, 
you’re going to want to keep the extra few millimeters.

Notice the position of the balconies on the left hand side of the 
image. 
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I would thoroughly recommend prime lenses, no matter which body you’re using. They’re sharper and better quality for the price than 
alternatives, such as an all-in-one wide angle to telephoto. 

The best advice I could give is to carefully consider what you want to do with your photography, whether you’re going to be upgrading the 
body soon, or shoot really wide angles, and then choose the lens that’s right for you.
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Polarizing filters are great for shooting in direct sunlight 
as they remove glare from non metallic objects, in turn 
creating more naturally saturated colours. The effect 
created by a polarizing filter is one of the only effects that 
can’t be replicated in post production; this section 
teaches you how to use them properly.

WHAT DO POLARIZING FILTERS DO?

There are 2 types of polarizing filters; linear and circular. 
Linear are traditionally used in film photography, whereas 
circular is used in digital, as these are designed not to 
confuse the camera’s autofocus. When you attach the 
circular filter to the end of your lens, you’ll find that you 
can still rotate the filter, which affects the direction in 
which the light is polarized.

When shooting in direct sunlight, you’ll often find that 
your images come out harsh and feel overexposed. Think 
of it as being in the sun with no sunglasses on; it can be 
hard to see. Polarizers work by allowing in light from a 
certain direction only, removing glare from photos.

Have a look at the photos on the next page, the first one 
was taken without a filter and you can see the sun 
reflected strongly off the road, which has overexposed 
the whites. This has made the finer details less clear, 
weakening the overall quality of the photo.

Section 9

Polarizing Filters
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Now have a look at a similar photo below, taken with a polarizing 
filter. The glare from the road has been removed and you can 
make out the whites a lot better. The left shoulder of the subject is  
much more detailed as the difference in colour between it and the 
road has become more distinct. Overall, the polarized photo is 
much easier to look at.

Polarizing filters also remove haze from photos, which has the 
greatest effect when a photo is taken of a distant subject or 
scene. This makes the sky look much more blue; all colours are 
more vibrant and saturated. Have a look at the 2 photos below – 
only the second one is polarized.
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HOW TO USE POLARIZING FILTERS

Polarizing filters produce their best results when they’re 
orientated 90° from the sun. This is a great way to get the best 
out of your filter, however, you’ll need to be careful when taking a 
photo of a wide angle scene, as the sky’s polarization isn’t even 
and you’ll start to see a change in the blue colour as it gets 
further from the sun.

The filter proves least effective when the sun is behind the lens, 
so it’s not always going to be useful on a bright, sunny day.

Polarizing filters are usually quite thick and darken your image, so 
when you’re using them make sure your shutter speed is still high 
enough to take the photo handheld. They work best in direct 
sunlight, so this shouldn’t really be a problem, but if it is, I 
recommend increasing you’re ISO from 100 to 200.

Be careful that the sky doesn’t come out too dark, which is an 
easy mistake to make with a polarizer. Have a look at the 
following photo: the result of using a polarizer is quite extreme 
and makes the photo look unnatural. This can create a pretty cool 
effect, but in some cases it can be better not to use a filter. 

It’s not always appropriate to use a polarizing filter, like in the 
image on the right. The image on the left is not polarized and the 
reflections from the ground actually add detail to the photo, 
whereas the photo on the right, which is polarized, is darker and 
harder to make out fine detail. 
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Polarizing filters can be used to remove reflections from glass and water. They are incredibly effective at this and are often used when 
taking photos of lakes, as it allows you to see much further in. 
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Finally, it’s important when using a circular filter to have it rotated 
correctly. Have a look at the 2 images below, the one on the left 
has been rotated incorrectly and you can see an obvious fade in 
the sky, where as the photo on the right, which has been rotated 
correctly and looks much more natural.

WHAT TO LOOK FOR WHEN BUYING POLARIZING FILTERS

	 1.	 Make sure you have the right size – have a look on the 
end of your lens or on the inside of your lens cap.

	 2.	 If you’ve got a digital camera, make sure it’s circular 
polarizing.

	 3.	 Go for the best quality you can afford. There’s no point 
buying a $1500 lens and then putting a cheap piece of glass in 
front of it, I personally use high-end Hoya filters.

	 4.	 A case - buy a case to put it in when you’re not using it 
to save it from dust and scratches.
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Taking sharper photos is easy when you know how, and 
these ten timeless tips will help you in your efforts. All 
very simple, and no photoshop involved.

1 – FAST SHUTTER SPEED

When trying to take a sharp photo, the last thing you 
want is motion blur. This is the most important step, so 
make sure you get it right. 

I mentioned previously about shutter speed; as a rule of 
thumb, a sharp, blur-free image can be taken by setting 
the speed to a fraction of a focal length. For example, if 
you want to take photo at 30mm, you would set the 
shutter speed to 1/30 of a second - any slower and 
you’re likely to get motion blur. 

It’s worth noting however that this rule is only relevant to 
full frame cameras. For a crop sensor, due to the 
magnification effect, you would be better off choosing a 
speed of 1/45 of a second.

If you’re having trouble holding your camera steady and 
taking sharper photos, I suggest shooting in burst mode 
and picking an image from the middle with the least 
camera shake.

Section 10

Take Sharper Photos 
With These Ten tips
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2 – USE A TRIPOD

When a fast shutter speed isn’t an option and your subject is 
stationary, it’s best to use a tripod. This holds the camera steady 
and the various spirit levels on a good tripod will ensure that your 
photo will still be level on uneven ground.

3 – FOCUS CORRECTLY

There are a few ways to fix dodgy focus; the first is to take the 
camera off auto selection and manually select the points at which 
you want to focus on. Alternatively, you can use your camera’s 
focal lock, which will also help when you want a shallow depth of 
field. 

When taking a photo of a person, I recommend focusing on their 
eyes; that’s where our eyes are naturally drawn to - in focus eyes 
will generally produce an acceptable photo like the one below. 
This photo has an incredibly shallow DoF, with an aperture of f/
1.4, but the photo appears to be in good focus. 

When using a camera on a tripod, I like to switch my camera to 
live view mode and digitally zoom in 10X to where I want to focus, 
then focus manually. This way I know that the focus will be 
exactly as I want it. That’s how I focused on the milky way on the 
left. 
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4 – USE A GOOD LENS

Your image quality will only ever be as good as the lens it passes 
through.

 When buying your first camera, I recommend upgrading to an 
inexpensive prime (can’t zoom) lens as soon as you can. You’ll 
notice a vast improvement in quality, as prime lenses are 
designed with only one job in mind – they don’t have to 
compromise to cover a range of focal lengths. I recommend a 
50mm or 35mm 1.8, which can be picked up for less than $150. 

5 – KEEP YOUR LENS CLEAN

A good lens is no good if it’s covered in dirt. Clean it at the 
beginning of every day that you use it and put a filter on to keep it 
safe. Dirty lenses have a noticeable effect on your photos.

6 – IMAGE STABILIZATION

If you’re lucky enough to have stabilization in your lens, turn it on. 
This will allow you to shoot at slower shutter speeds and narrower 
apertures. If you use a tripod, remember to turn image 
stabilization back off as it will have a negative effect trying to 
stabilize when it doesn’t need to.

7 – USE YOUR BASE ISO

Set your camera ISO to as low as it will go – usually between 
100-200 – where you will get the sharpest photos. As I mentioned 
in my lesson on ISO, the higher the value, the more noise there 
will be. If you want really clear, crisp photos, you’ll need as little 
noise as possible.

8 – FIND YOUR LENS’ SWEET SPOT

The sharpest point in your lens is likely to fall between f/8-f/11. If 
you don’t understand aperture, I suggest you go back and read 
that section again. Using a wide aperture gives you a shallow 
depth of field, which produces a lot of blur. When you get to 
about f/8, you’ll find that your images are much crisper as the 
majority of what you’re shooting will be clearly focused.
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9 – USE THE LIGHT

The more light the better really – you don’t have to use it all. 
When I can’t use daylight and still want a really sharp photo, I use 
an off camera flash and bounce it off a wall or ceiling to give the 
photo a feel of good natural lighting. Lighting is key to taking a 
sharp photo. In the photo below, the sun was behind the berries, 
so I used a flash to fill in with light areas that would have 
otherwise been silhouettes. 

10 – SHOOT IN RAW

Shooting in RAW has many advantages; it still allows you to 
adjust a lot of settings after you’ve taken the photo, one of which 
is  sharpness. When done properly, this can add fantastic final 

detail to a photo, just be careful not to overdo it, as photos that 
are too sharp are a strain to look at.
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Chapter 3

Composition

So once you understand exposure and your camera, it’s 
time to move onto the art of taking great photos, and for 
that, we need to learn all about composition. This is 

undoubtedly the most important section of this book, so I 
hope you enjoy it!



This is one of the most common composition techniques, 
and for a reason; it works. Photos that are correctly 
composed using the rule of thirds create depth and 
interest in a photo, adding an interesting balance 
between your subject(s) and the background.

 Once you start playing around with this rule, you’ll start 
to see it more naturally and your photos will begin to 
improve.

WHAT IS THE RULE OF THIRDS?

This basic composition rule is used by photographers, 
artists and designers to create better composition. 

The rule basically dictates that photos should be split 
into 9 equal segments created by 2 equally-spaced 
horizontal lines and 2 equally-spaced vertical lines. 
Important features within the frame should intersect with 
these lines at some point.

Now, before we go any further, I’d like to say that the 
term ‘rule’ in photography is used very loosely and you 
should never follow a rule if it doesn’t work for your 
photo. 

In photography, rules are made to be broken, but it’s 
always best to know the rule you’re going to break before 
breaking it.

Section 1

The Rule of Thirds
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This is what the rule of thirds looks like:

HOW TO USE IT

The rule of thirds is a great way to make your average day-to-day 
photos look a little more interesting. Consider this comparison on 
the right; by moving the subject off center, the image gains 
depth. 
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Knowing about the rule of thirds will help you see potential photos in different ways. In the following photos, instead of merely taking 
a symmetrical photo, which would have been easy (and boring), I decided to intersect the horizon with the top ‘third line’ in the frame. 
This change in perspective again adds depth to the photo, grabbing your attention with an interesting foreground. 

When you’re taking a photo of someone and trying to observe the rule of thirds, I find it best to place the subject to the side of the frame 
so that they’re facing into the photo, not out. There are exceptions where the background might be particularly interesting with a nice 
bokeh or depth of field, but in general, it’s best to have them looking into the frame. I also tend to line up the eyes with one of the guide 
lines, as it creates good balance in the photo. 

Finally, when you’re framing a photo, look for natural lines in the frame and try to line these up with third lines. The photo below has the 
subject looking inwards, creating depth and interest, as well as vertical lines that line up with one third of the photo. This helps to maintain 
a good balance in the photo and ensure that the space to the right of the subject is not wasted. 
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Visual weight incorporates a lot more than just the size of 
an object in a scene. Visual weight is determined by the 
way in which we look at the photo, specifically the 
aspect we see first and spend the most time looking at. If 
you understand the visual weight of different objects in a 
scene, you’ll be able to use your knowledge effectively to 
encourage the viewer to see your photo in a certain way.

WHICH OBJECTS PROVIDE THE MOST WEIGHT?

Eyes

The single most effective way of adding visual weight to 
a photo is to include eyes. The first thing the viewers will 
see in a photo is the eyes and then, if they’re looking 
away from the camera, where the eyes are looking, which 
is a great method of forcing the viewer to look at certain 
aspects of a photo in a desired order. 

Consider the photo on the following page as an example; 
notice how your eyes briefly glance over the game before 
alternating between the spectators at the top of the 
frame.

Section 2

Visual Weight
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Now look at the photo again, only this time with the spectators 
cropped out; the majority of your time spent looking at the photo 
is looking at the toppling tower to the left of the frame and the 
players reaction to it. 

This is vitally important to remember when composing your shots 
as a subject can be completely changed by the addition of a few 
sets of eyes. Without the eyes, there’s a lot less to look at; the 
viewer spends less time looking at your photo. Of course that 
doesn’t mean that you have to include eyes to make a photo 
interesting, it just works well in this example.

Size, Colour & Contrast

Of course, size and colour play a large part in drawing your 
viewers attention to a certain aspect of the frame, as they can be 
manipulated to stand out from a distance. When an 
object occupies a large proportion of the frame, it becomes 
difficult to ignore, but is a lot less subtle than the addition of a 
pair of eyes. When this large object is also bright or contrasting in 
colour, the tendency to stand out is greater as it can appear out 
of place. Consider the next photo for example, the size of the 
container on the right stands out greatly, and actually weighs out 
to be roughly the same visual weight as the dog and her eyes. 
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This in turn balances out the photo, which makes a relatively dull 
photo more interesting as more time is spent looking at it.

Writing

Writing in photos holds a great amount of weight as the viewer 
immediately becomes suspicious of what the photographer wants 
them to see. This can be very useful but, at the same time, a bit 
obvious. If you were to use writing purely for it’s shape and 
colours, it’s best to use a foreign language. The photo below is a 
good example of this; when you compare ‘SOLD OUT’ with ‘JE 
RASPRODAN’, it’s easy to see which holds the most interest with 
the viewer.

I also recommend you don’t caption your photos. Text in (or in 
this case, alongside) photos conveys visual weight that 
encourages your viewer to think in a certain way, and while this is 
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useful inside a photo, when you add a caption, you’re take away 
from the viewers imagination. The photo below is actually a lot 
stronger because the writing was included inside the photo rather  
than existing alongside it.

Cuteness, Horror, Erotic, Novelty

We’ve covered what I consider to be the three top weighing 
objects to include in a photo but there’s plenty more that will 
attract the viewer to certain parts of your photo. Everyone loves 
looking at photos, and there’s billions of them out there, each 
serving an individual purpose. Some good photography may have 
you engrossed for hours, spotting new parts that you’d missed 
before, whereas others are designed to produce a few seconds of 

entertainment, which is often where you’ll find these sorts of 
weights.

That’s not to say that the points covered in the subheading can’t 
be used for other purposes; they can prove very effective when 
used properly but also happen to be found in the majority of 
image sites offering light hearted entertainment. Have a look at 
the photo below and before you scroll down to the text below, 
ask yourself what stands out?

For most, it’s the couple about to kiss in the top right hand 
corner. This is because I observed the rule of thirds and 
contrasted the movement with the man’s relatively still positioning 
as well as being due to the slightly erotic nature of what was 
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going on. As always, these techniques are to be used in 
moderation.

MULTIPLE POINTS OF INTEREST (RIGHT)

I’ve used the photo below many times on this blog as it’s one of 
my favourites because of the colouring, texture, eyesight and 
visual weight. Had I cropped the photo to the girl’s face then 
there would be a single point of interest carrying all of the visual 
weight but, because I was further away, I was able to add multiple 
points. The first thing we notice is the girls face, and her eyesight 
brings you over to the man sitting on the right, with his eyesight 
bringing you back to the girl. Because we’ve already looked at 
her, you start to notice the large arm of the sofa which seems to 
be almost intruding on the photo. The size and colour of this sofa 
arm, and the effect it’s having on the primary subject, causes it to 
carry a lot of visual weight.

A NOTE TO FINISH

What I mean to say is that the more subjects or objects you 
include in the photo, the more complicated the composition can 
become which, in turn, can make the photo more interesting. The 
biggest thing to take away from this section is that size doesn’t 
matter, it’s the actual content that makes the biggest difference; 
the more subtle you make your photographic composition, the 
more interesting the results can become. I hope this has helped 
to clear things up for any of you who were wondering.
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Balance is at the base of every composition; it 
determines whether the photo is pleasing and 
harmonious to look at, or uncomfortable and unresolved. 
If you look at balance in a literal sense, the basic analogy 
of weighing scales comes to mind.

If you divide the photo in half with a fulcrum in the 
middle, you can place objects in different parts of the 
scene to make the photo appear either balanced or 
unbalanced. When a photo is largely symmetrical, it’s 
balance becomes obvious, but obvious balance tends to 
be somewhat boring. I like the following photos, but if it 
relied purely on the image’s balance, they would be 
boring.

Section 3

Balance
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Along with placement, we have size and visual weight, which can 
balance the photo, depending on the positioning. For example, 
you may have a small and a large object, which would be 
impossible to balance at equal distances from the center of the 
photo, but if you place the smaller object to the far edge of the 
frame and the larger object slightly off center, the balance 
becomes a lot better resolved – just like it would be in real life 
with actual weights on a scale.

If you compare the visual weights of the 2 primary subjects in the 
photo below from reader Timothy Sax, you’ll see that the slightly 
off-center subject is counter balanced by it’s smaller shadow at 

the edge of the photo. You also have the use of converging 
and horizontal lines which help to provide a solid base for the 
photo, in turn providing stability and balance.

Balance is useful for some photos but, to make your images a 
little more interesting, unbalancing a photo can help attract the 
viewers attention. Unusual placement of a single object, dynamic 
tension, and single leading lines all help to unbalance a photo, 
producing a feeling of unresolved tension, shown in the next 
photo.
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Balance is of course much more complicated then just weighing 
out a couple of objects in a photo, as it’s uncommon for you to 
actually see two objects sitting on a solid base (outside 
of architecture, symmetry and reflections). The weighing scale 
analogy is good for explaining the basics but, when it comes to 
the majority of photography, it becomes much more complicated 
and there are a lot less rules.

I would consider the image below mostly unbalanced, with the 
main visual weight of the subject to the right of the frame. The 
vertical lines imply a solid base and the multiple horizontal lines 
create a zig-zag of natural tension. These act as a weight for the 
left side of the photo but not enough to make it feel completely 
balanced.
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BALANCED OR UNBALANCED?

Balanced or unbalanced photos are determined by the eyes of 
the viewer; it’s up to the photographer to decide how they want a 
viewer to perceive their photograph. Simply put, deciding 
between balance and unbalance is the same as deciding between 
tension and harmony; each degree of choice has different effects 
and applications. Lets have a look at some unbalanced photos 
and their uses.

If you’re looking to add dynamic tension to your photos, you’re 
going to immediately find that the tension itself acts as a 
technique for unbalancing a photo. In the photo below it would be 
hard to find the center of gravity as the image extends outwards 
from the frame of the photo in so many contrasting directions, 

with the small detail in the top lefthand corner providing further 
distraction. Horizons help with a sense of balance, which this 
photo is missing.

You may also want to unbalance a photo in order to direct the 
viewers attention to a certain feature of the photo, but this should 
be approached with caution. If you chose a position for your 
subject that proves too unusual, the unbalancing technique 
becomes too obvious and, consequentially, much less effective.

If you have a look at my photo below, you’ll notice the balance 
leaning towards the left of the photo, which leads your eyes to 
wonder what’s in the rest of the photo. Your interest is drawn 
towards the pier and the people on the beach, making my photo 
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more interesting and increasing the time someone will spend 
looking at it.

If you take the same effect and exaggerate it a little bit more with 
the use of a shallow depth of field and less possible subjects, it 
can be hard to tell whether (in the example below) the BBQ is 
the subject, or potentially the tyre swing in the background. This 
unbalanced technique can change the subject from the obvious 
to the seemingly insignificant by sparking the curiosity of the 
viewer, making them want to look at something they think they’re 
not supposed to be looking at.

Lastly, you should consider the positioning of your subjects in 
terms of height within the frame. In the photo below, the fireworks 
balance out the weight of the stage. Even though the stage is 
clearly a lot wider, the overall size of the fireworks coupled with 
their vertical positioning creates a downforce on the left side of 
the image. Different composition techniques have different effects 
on the visual weighting of objects in your scene, so the better you 
understand them, the better your balance will be.
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A NOTE TO FINISH

As photographers, we spend a great deal of time 
creating awesome images, using different compositional 
techniques that the viewer is unlikely to pick up on. At times it 
can prove frustrating when a viewer appreciate the hard work you 
had to employ to produce your perfect image, but that’s not 
what’s important. The creation of a photo that you and your peers 
can identify as ‘good’ is the main thing.

The more aware you are of the potential effects of balance on 
your photos, the better your photography will be; it pays to think 
about how you want to portray your image before picking up your 
camera. The degrees of balance are at the heart of every photo 
and can’t be ignored, so use balance wisely and remember that 
any technique used to excess loses its worth.
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When photos of people, you’re taking photos with eye 
lines. It is therefore of vital importance to understand the 
effect that these can have on the way your photo is 
viewed. 

Eye-lines have the capacity to focus our attention on 
another part of the photo, as well as producing tension 
alongside other photographic elements.

When we say ‘eye-lines’, we’re talking about the implied 
lines produced when we follow a persons line of sight. 
These lines are similar to horizontal, vertical and diagonal 
lines and can be used to make up other elements such 
as dynamic tension and triangles. 

Section 4

Eye Lines
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Our eyes are naturally drawn to faces, eyes in particular due to 
the equivalent way in which we interact with people in life. A face 
is about the strongest visual weight that can be included in a 
photo, so our eyes tend to be drawn there first, after which our 
attention is directed by the eye-lines of these eyes.

Natural curiosity is the source of our desire to follow eye-lines 
because, as a viewer, we want to know whether we share the 
same interest in whatever has taken the subject’s attention. This 
allows us to relate to the subject allow conveying greater 
understanding of the photo. 

Eye-lines are therefore an important element of the structure of an 
image. They can be used to great effect but, when used poorly or 
left unused, can prove detrimental to a photo.

The effects of eye-lines vary depending on where the eyes are 
looking, with one of the strongest being eyes that are looking 
straight into the camera. When an image like this is viewed, we’re 
forced to focus on the eyes, and we’re not directed to explore the 
photo as much. Have a look at the photo below where the man is 
looking straight into the lens of the camera; his eyes look quite 
dramatic, and carry a great deal of emotion. Human faces are 
very expressive with the eyes being one of the strongest ways of 
displaying emotion – this is one of the reasons that we’re so 
attracted to them.
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When the subject is looking elsewhere in the frame, you’ll notice 
that you spend less time looking at them because they tell you 
less about the subject. What’s more important here is the point at 
which the subject is looking, directing us to explore that area too. 
It’s up to you to decide whether you want the model to be the 
subject, or where they’re looking as the true point of interest.

This photo below doesn’t use the eye-line to make up a 
photographic element, nor does it point you towards anything 
particularly interesting, resulting in a feeling of unresolved tension 
and ambiguity, which is another great technique at your disposal.

I’ve mentioned it a few times already, but not actually shown you 
how to do it, and that’s using the eye-lines as a photographic 
element. In my photo below, I’ve used the eye-line of the model 
to reach the end of the breakwater, which extends back down to 
the end of her arm, which leads back up to her face. This has 
created a triangle, focussing your direction to the model’s body 
because of the order in which you followed the lines. The great 
thing about using an eye-line as one of the lines, is that you can 
choose where you want your triangle to start and, in the same 
vain, you’re choosing where you want it to end as well.
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When there’s conflicting eye-lines in a photo, you can use 
selective focus to choose it’s true subject. This works in two 
ways; you’re making it clear who you want the attention to be on 
as well as encouraging the viewer to explore the areas they find 
less important. Here I have used the eye-line and look 
of disapproval of the girl on the left to focus the viewers attention 
onto the girl on the right.

When you have more than one set of eyes in a photo, and they’re 
looking at one other, linear back and forth motion is created 
between the two subjects. The more interesting the facial 
expression is on each subject, the better this works, as seen in 

the photo below. This creates an equal balance of importance 
between the two subjects, and you can then use other elements 
to manipulate the focus of the viewers attention. The lighting and 
facial expression on the right, leads me to spend more time 
looking at that subject.

When the eyes are covered in a photo, like with a pair of 
sunglasses, then it’s up to us to decide where we think the eyes 
are looking. The affect of the eye-lines is lessened but still 
present, as we can take a lot of information from the body 
language of the subject. 
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In my photo below, you can still tell which direction the subject is 
looking in, but it’s less important because it’s out of the frame and 
covered up by his glasses.

Where multiple eye-lines exist in a photo, and they’re looking all 
over frame, we’ll tend to look at this photo for longer in an 
attempt to decide what everyone is finding so important. No one 
in the photo below is looking in the same direction, which is 
unusual for a group of people who aren’t moving, so your eyes 
move around the frame, starting with the eyes that you can see 
best, on the girl on the right. All of these lines extend in a different 

direction, introducing an element of dynamic tension alongside an 
unresolved appearance.

When it comes to taking good photos of people, a lot comes 
down to anticipation and knowing how you want the photo to 
come out. When I took this last photo, I wanted the subject to be 
the main focus because I was shooting at a very wide aperture, 
which I knew would blur the background. At the same time, I 
didn’t want the photo to appear posed, as my style is much more 
candid, so I simply raised the camera and focused, which made 
my subject notice and turn towards me. The end result was a very 
natural looking photo with the visual weight in all the right places. 
It’s just a case of being prepared and having a rough idea of the 
end result you’re looking for in your head.
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Working with a single point of interest in a photo is one of 
the most basic forms of composition available, so quite a 
common occurrence and it pays to know how to 
approach it

A single point can provide interest to an otherwise plain 
photo; they’re usually fairly small and contrasting to the 
rest of the photo. A photo doesn’t need to have any 
points of interest to be successful though, just have a 
look at the most expensive photo in the world as an 
example.

The decision you have to make when working with a 
single point is where you want it to lie within the frame, 
the justification it has to be there, and the effect it has on 
your photo. When you place a single point in the center 
of a frame, such as a person’s face, it needs no 
justification for being there but is by no means 
interesting.

Have a look at the following photo as an example. This is 
the reason that the rule of thirds is so popular when it 
comes to taking photos of people because, when the 
subject is slightly off center, you can experiment with 
what’s in the rest of the frame, allowing you to make the 
photo as a whole more interesting.

Section 5

Single Point
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If you’re going to have your single point of interest in the center, it 
helps to make sure that the surrounding area is still interesting to 
look at. Positioning like this is often seen as ‘boring’, but it 
doesn’t have to be. A strong sense of balance exists in the photo, 
with equal weight on either side. 

Here’s a similar photo, again of a person, but this time with 
surrounding detail to make the photo interesting.

Placing your point of interest slightly off center creates a more 
dynamic photo with varying degrees of interest that are 
dependent on what you do with the rest of the frame. In an ideal 
world we’d be able to move the subject around the frame as we 
wish, allowing for the addition of more interesting elements, but 
often constraints are enforced by where we’re shooting, 
preventing this. Simply putting someone slightly off center is 
going to make a massive difference when you have justification 
for doing so, such as a more interesting background.
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The closer to the edge of the frame your single point lies, the 
more careful you’ll need to be about the placement because the 
further out you go, the more unusual it will appear. It helps if the 
rest of the frame is interesting, but for different reasons. These are 
generally much more powerful photos and can evoke thoughts 
and feelings better than centrally positioned photos but, again, 
are to be used with caution. Over-doing this effect will leave your 
photos feeling boring and uninspired - less is more. Have a look 
at the next photo, I wanted to evoke the feeling of aloneness in a 
great expanse, so I included a large amount of water and a single 
boat way off to the edge of the photo. It conveys the feeling 
exactly as I desired, and turns a boring photo into an interesting 
one.
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When you’re trying to decide exactly where to place the point in a 
frame, you’ll usually find that your natural instinct will tell you 
which position makes it feel the most natural; some areas will feel 
boring, others unbalanced. You can use this feeling of unbalance 
to your advantage though - it’s an additional feeling that can be 
evoked with photography. If this works for the sort of photo 
you’re looking for, that’s a good thing.

I wanted the photo on the right to be unbalanced, due to 
the precarious nature of the rocks that I was standing on. The 
model’s position at the bottom of the frame draw our eyes all the 
way down the frame, which is already less balanced by its vertical 
rotation. This photo is also purposefully not straight, as this is less 
noticeable without a horizon and I didn’t want the viewer to 
realise why they found it to be so unbalanced.
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For something to be considered a point of interest, it must 
contrast with the rest of the frame in some way, whether that’s in 
size, colour, tone or shape. 

There is no greater contrast in colour than that found between 
black and white, displayed to be true in the next photo. This 
photo hasn’t been cropped or photoshopped to add a large 
amount of black area, but represents the true nature of the 
lighting in the club when I took it. The implied presence of a 
crowd gives the feeling of depth, and the lighting is dramatic. 
Here we’re just as drawn to the blank space as we are to the 
white detail as our curiosity leads us to explore this region of the 
photo.

Where you choose to place a single point in a frame is entirely up 
to you but hopefully now you will be aware of the implications of 
such placement. 

Just remember, there are no rules to photography, only guides, so 
take any education on composition with a pinch of salt.
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Triangles are present in almost everything we see in one 
way or another, it’s just a case of distinguishing them and 
knowing what to do with them. They make great 
compositional tools as they’re easy to make and 
manipulate and are remarkably common.

Triangles are a great way of combining different 
compositional techniques such as lines and paths, which 
can be used to create a more interesting photo. The best 
part about triangles though, is their ability to make a 
photo feel stable or unstable (as desired).

WHY USE TRIANGLES

It’s not so much a case of why you should be using 
triangles in your composition, as you’ll come to realise 
that their inclusion is inevitable, but more about how to 
use them properly.

Triangles offer a reliable method of grouping together 
three points in a photograph and allow you to organise 
these to portray a certain feeling such as stability, 
aggression, instability, etc. 

When you understand this, you can use them as 
‘invisible’ features of a photo capable of evoking a strong 
feeling to the viewer.

Section 6

Triangles
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HOW TO CREATE A TRIANGLE

So long as you have 3 points of vague interest in a photo that 
aren’t on the same line, you can easily create a triangle. It’s not 
about having 3 clear lines that join up (that would be too obvious) 
but about grouping points of interest.

If you take a look back through some of your photos, you’ll 
probably realise that a lot of the photos you’ve taken contain 
triangles but whether you’ve used them to their maximum 
potential is another thing.

IMPLIED TRIANGLES

One of the most common types of triangle that you’ll come 
across is the implied triangle. As you’ll rarely see physical 
triangles in photography, the shape is almost always implied, 
which is usually incorporated without the viewer noticing. The 
more you know about composition, the easier it is to 
start deconstructing what makes a photo good which you can 
use to make your own photos better.

The photo below for example has only 1 physical line, but the 
shape of the roof and the angle of the building’s sides and stairs 
make us see a full triangle.
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Orientating a triangle so that it’s base lies at the bottom of the 
frame and the apex at the top makes the triangle appear very 
stable, much like a pyramid, which is often observed in 
architectural photography. 

When you start to change the angles inside a triangle, as well as 
it’s orientation, your photo will appear less stable. Extreme 
examples will have the apex at the bottom of the photo but we’ll 
get to that in a moment. 

Have a look at the photo below as an example of a less stable 
triangle – notice how I used the submerged breakwater as one of 
the edges of the triangle.

CONVERGING TRIANGLES

Whether they’re straight or diagonal lines, when they go far 
enough into the distance, you’ll start to notice convergence - this 
is where you’ll begin to see a lot of triangles. These triangles can 
appear in the frame or outside of the frame, dependent on the 
distance you have to work with. The wider the angle of the lens, 
the more likely you’ll be to have the lines converge inside of the 
frame.

Photos often converge outside of the frame when you’re shooting 
photos of buildings and their height makes the lines converge 
towards the top, but it wouldn’t make sense to include the space 
that the lines may have converged in if they had carried on.
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When lines converge within the frame it’s much easier to see and 
often you’ll find this occurring more than once. Notice how we 
were only working with 2 actual lines in the previous photo? This 
is because you can use the frame of the photo as one of the sides 
of your triangle as I’ve demonstrated below.

UNSTABLE TRIANGLES

If you want to create an unstable feeling in a photograph, a quick 
and easy way to do this is to include an upside down triangle, or 
at least a triangle with a weird orientation.

Not only have I used a triangle with its apex at the bottom of the 
photo, but the ground of my photo isn’t level either, adding to the 
feeling of instability as well as creating new triangles where they 
wouldn’t otherwise have been present.

Triangles like this are excellent at drawing the attention to 
something seemingly insignificant or bland, making the photo 
more interesting.
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3 FIGURE SHOTS

You’ll often see triangles without even realising it in 3 figure shots 
containing multiple subjects. Take the photo below for example; 
there are 3 subjects, each with the same visual weight, initially 
leading you to look at each subject for the same amount of time, 
before going back to whatever drew you in the most. This sort of 
shot works well, but be careful about trying to force this effect - 
when you have 3 subjects who are the same height and heads 
appear in a line, for example, it won’t work as well. 

FOCUS ATTENTION

Triangles act in a similar way to arrows when their apexes 
converge at a certain point; your eyes are drawn down their 
edges onto the subject in question. This is arguably quite a similar 
effect to diagonal lines, only this involves 2 or more physical lines 
and 1 implied line. Have a look a the photo below and notice that 
your attention is drawn to the subject’s sunglasses as that is 
where the apexes of the triangles converge.

Multiple triangles can be used to create this effect, you just need 
to be careful with where you point them. Here I used 
the triangular shape of the rock edges to direct the attention onto 
my models legs, but I feel that this ultimately takes away from her 
face.
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INTERESTING BACKGROUND

I wanted to include this extra little section at the bottom in an 
attempt to analyze what I like about the photo below. I really like 
this photo but it’s hard to know exactly why without delving a little 
deeper. 

The lighting is good, the colour and grain is spectacular but, most 
importantly, I feel it was the inclusion of so many diagonal lines, 
creating a large number of triangles in the frame (in the 
background in particular), that made it so good. I count at least 
seven triangles which kept me staring at the photo for ages. 
Subtle differences in angle and viewpoint can make a huge 
difference to your photos.
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Chapter 4

The Next Step

To finish up the book, we’re going to have a look at some 
of my top advice for buying lenses for your camera, as well 

as a beginner’s guide to making money from photography. 
A couple of really valuable sections



Whether you shoot with Canon, Nikon or Sony, or 
use solely third party gear, this post is designed to give 
you the best available information to help guide your lens 
buying decisions. To make sure you know what you’re 
doing the time comes to replace that old kit lens, I’m 
going to walk you through focal length, aperture and 
what all those little letters on your lens mean.

FOCAL LENGTH

Different focal lengths have different uses in different 
situations but it’s all about choosing the right lens for 
you. Ask yourself which lens you currently use the most 
and what you like to take photos of - this will give you a 
good idea of what sort of lens you’ll want. Below I have 
compiled a list of focal length ranges taken from my 
section on focal length.

Ultra Wide Angle 14-24mm

These lenses are often considered specialty items and 
the range is not often included as part of a kit lens. They 
create such a wide angle of view that they tend to appear 
distorted due to our eyes’ natural range being much less. 
They’re often used in event and architectural 
photography to fit a lot into a photo when shooting in a 
confined space. Wide and ultra wide lenses are about 
putting yourself in the middle of it all, not just about 

Section 1

Lens Buying Guide
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getting the whole of a scene in. These lenses are not particularly 
suitable for portraits as they enhance the perspective so much 
that the facial features can appear unnatural.

Wide Angle 24-35mm

This is where you’ll find that most kit lenses for full frame cameras 
start. 24mm is roughly the point at which the distortion that 
appears to stretch the side of the image stops appearing 
unnatural. They are used widely by photojournalists documenting 
situations as they are wide enough to include a lot of the context 
but maintain a realistic ‘look’.

Standard 35mm-70mm

It’s in this range at about 45-50mm that a lens will reproduce 
what our eyes actually see (excluding peripheral vision). I 
personally like to use this range when shooting on the street or in 
situations with friends in a close setting such as at a dinner table 
or the pub. A standard lens such as a 50mm f1.8 is an excellent, 
inexpensive addition to a camera which provides excellent 
results. Prime lenses (lenses with a fixed focal length – they can’t 
zoom) will always provide better results than your kit lens as the 
lens is built with a single purpose in mind - it does one job well 
rather than multiple jobs poorly.

Mild Telephoto 70-105mm

This range is often where kit lenses stop and you’ll start to enter 
the range of telephoto lenses and portrait primes (around 85mm). 
This is a good range for portrait lenses as the natural perspective 
of the lens will separate the face from the background without 
completely isolating the face.

Telephoto 105-300mm

Lenses in this range are often used for distant scenes such as 
buildings or mountains. They’re not suitable for landscapes 
because of the way in which they flatten the perspective. Lenses 
in ranges higher than this are used mainly for sport and animal 
photography.

These lengths vary depending on what type of camera you’re 
using and it’s worth noting that the majority of camera users are 
using a crop sensor camera. This decreases the size of the 
sensor, cropping the image. What this effectively means is that a 
photo you’ve taken on a crop sensor at 50mm is going to look 
more like 75mm (more zoomed).

Kit lenses typically range from around 18-55mm on a crop sensor 
lens - these won’t fit on a full frame camera. If you’re looking to 
upgrade to professional quality gear, you’ll still want to find a focal 
length as close to that as you can because if you step your lens 
up to 24mm, you’re going to be losing a lot of the wider angles. If 
it’s unlikely that you’re going to be upgrading to a full frame, 
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professional camera in the near future, I would strongly suggest 
that you upgrade to a better quality crop sensor lens.

THE RIGHT APERTURE

When buying a lens, you should try to find one with as wide an 
aperture as you can afford it to go without sacrificing the focal 
length that you want. They’re not cheap. For example, I spent 
over £1,000 on my 35mm f/1.4. The lens I use the most is my 
24-70mm f/2.8 as it allows a good zoom range and a very wide 
maximum aperture; I can let loads of light into the lens and 
achieve a shallow depth of field. My lens is an f/2.8 meaning that, 
no matter where I’m focusing, I can still set my aperture to f/2.8, 
which isn’t something that you can do with every lens.

A typical Canon kit lens will have the marking f/3.5-5.6, which 
means that the maximum aperture will change throughout the 
zoom range. The aperture will stop at f/3.5 at 18mm, narrow to f/4 
at 24mm, then f/5 at 39mm and finally f/5.6 at 47mm. These 
stops progressively allow less light into the lens, with a total 
difference of 1 1/3 stops, meaning that f/5.6 allows less than half 
the amount of light into the lens as f/3.5 does.

As you can see, this will really hold you back when shooting in 
low light, so I thoroughly recommend that the first upgrade you 
think about when looking for a new lens is one that allows a wider 
maximum aperture that doesn’t change throughout the focal 
length.
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WHAT DO ALL THOSE LETTERS MEAN?

Well they’re acronyms and they vary between cameras, but they 
all essentially mean the same thing. The table above 
demonstrates what these letter mean by brand. 

With the exception of the crop sensor marking, addition of letters 
tends to give a more expensive and better quality lens.

For those that don’t understand what the terms above mean, 
here’s some definitions for you, along with some extras that aren’t 
listed above.

MF

Manual focus only. This is typically only found on very cheap l, or 
much older lenses. The acronym is the same throughout brands.

II

This is the version of the lens that you’re using. Lenses that have 
been around for a long time and have become very popular aren’t 
usually replaced completely - the lens designer will take the lens 
and find ways to improve it, re-releasing it under the marking of II 
– version 2. The higher the number, the newer the lens.

Full Frame

These lenses will still fit crop sensor cameras, but you’ll end up 
with the crop factor that I mentioned earlier on in this book. These 
lenses are specifically designed for full frame cameras and project 
a larger image onto the larger sensor present inside the full frame 
camera.

Crop Sensor

These markings tell you that they’re built for a smaller camera 
with a smaller sensor - you’ll find that the focal length has also 
been adjusted accordingly. It also means that the projection from 
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the lens is much smaller and will not work on a full frame camera; 
if you were to put it on a full frame camera, very heavy vignetting 
effect would be observed.

Image Stabilistaion

We all know what this is, it’s a way of stabilising the camera or 
lens so that you’re able to take a photo at slower shutter speeds. 
Different cameras have different techniques and locations for this 
but they all do essentially the same thing.

Silent Wave Motor

This is a much faster focus motor with clear advantages. It’s also 
fairly silent and the end of the lens doesn’t tend to move when 
focusing. This presents the added advantage of being able to put 
a filter on the end of your camera without having to worry about it 
rotating as you focus.

Pro Lens

Most lens manufacturers produce lenses to a price, so your kit 
lens won’t usually be very good quality - I have found this to 
stand especially true in my experience of Canon kit lenses. 
Stepping up to pro lenses, you’ll find a difference in quality and, 
usually, a wider maximum aperture which is very useful for low 
light situations.

Low Dispersion Glass

This is used to reduce nasty chromatic aberration that is 
produced by cheap glass. You’ve probably seen it before, but 
may not have known what exactly it was called, but here’s 

an exaggerated example of it – notice the blue on the face:

A NOTE TO FINISH ON

If you’re looking to improve the physical quality of your images, 
the best way to do this is to replace your kit lens (or don’t buy 
one to begin with) as soon as possible. Prime lenses are always 
going to provide better quality images at low cost and are 
therefore excellent cheap alternatives to kit lenses.
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Buy the best lens that you can afford for the focal length range 
that you use the most and you won’t have too many complaints. 
Don’t worry if you’re using a crop sensor camera and you’re 
buying a full frame lens, just work with what you’ve got. If you’re a 

good photographer, these obstacles won’t be a hurdle in taking 
great photos.
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With help from this post you should be able to start 
earning money from your photography as soon as 
today... if everything goes to plan. I hope to reveal a few 
lesser known ways for a photographer to make money 
and find work. Whether you’re finally getting around to 
setting up a portfolio or struggling to find the work you’re 
ready for, this post should help you out.

1 - SELL PRINTS

If you’re any good at photography (which I’m sure you 
are after following this book) and you take a lot of 
photos, there’s a good chance that you’ve taken some 
really good ones by now - so good that people are going 
to want to buy them? So why not sell them? This can be 
easy and inexpensive, or more difficult, depending on 
which method you choose. 

Obviously, the easiest way for anyone to sell prints is to 
sell them online through a third-party seller who will do all 
of the legwork: processing the order, printing and 
sending out the photos and providing you with a 
commission. There’s no reason why you can’t go through 
all your best photos right now and upload them to a site 
such as ImageKind and start earning money from the 
prints you sell.

Section 2

Make Money from 
Photography
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Another way, which is a little harder, is to print them yourself and 
sell them through shops and restaurants. Say, for example, 
you’ve taken plenty of nice photos from your area, you could 
approach a cafe or a restaurant and come to an arrangement 
where they display and sell your photos - all you have to do is 
print them and give them a commission, they get artwork, you get 
money. At the very least, you will have your photos displayed to 
thousands of people. Have you ever been to a restaurant and 
seen artwork hanging up with a price on it? That’s what that is all 
about.

The third option is to sell your own prints and digital files through 
your website. I can set one of these up for you in just a few days, 
Check it out here. 

2 – LICENSE THROUGH FLICKR & GETTY IMAGES

A little while back, something very interesting happened on Flickr 
which has helped thousands of people to start earning money 
from their photos. If you have a Flickr account, you can 
now license your photos through Getty images so that when 
people see them they can pay to use them, earning you money.

Flickr members can turn on a “Request to License” link on their 
photo pages. The link will show right next to the licensing 
information. When a request is made, Getty Images reviews the 
photographer’s work. If it’s suitable for the program, they’ll 
contact the Flickr member and help handle details like 
permissions, releases and pricing. I would recommend only 
showing your best photos on Flickr, rather than full albums, in 
order to impress the nice people at Getty Images.

This is something that everyone here should be doing, and you 
can learn more about how it’s done here. 

3 – LOCAL PAPER

I’ve had a few friends who have started out like this, contacting 
their local paper and working with them to earn money from their 
photography. There are two main ways that you can go about 
this. Firstly, if you have a strong portfolio of images and an 
established relationship, you’ll find yourself in a position where 
they will be contacting you when they need a photographer (and 
they will need one). From here, so long as you have the 
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aspiration, you can expand your portfolio and move onto bigger 
and better things.

The second way you can work with them is to go out yourself and 
capture local events or new stories. You’d be surprised how easy 
it is to get a press pass for local events - I’ve done it before and 
people haven’t even asked to see a portfolio or who I work for. 
You can then take these photos to local papers and start to earn 
money (always charge them, they have a budget for this sort of 
thing) and get published. Pick up the phone and call your local 
paper today. In my experience, a phone call is a lot harder to 
ignore than an email.

4 – STOCK PHOTOGRAPHY

We’ve all heard of stock photography before, and it’s similar to 
what Getty is doing with Flickr, only you go about it in a slightly 
different way. Instead of waiting for your photos to be found, you 
can submit them to a whole variety of stock photography 
websites where you add keywords to ensure that people will find 
them. If you have something that someone is looking for, they will 
buy them. When I say buy, I really mean license, because you can 
continue to sell photos time and time again, making a good living 
if you have a large portfolio. Commissions vary depending on the 
site you use but here are a few to consider: iStock, BigStock, and 
ShutterStock.
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5 – CLUB PHOTOGRAPHY

This is a very specific type of photography that’s listed here for a 
reason rather than just a generic ‘find work’, and that reason is 
because it’s easy to get into. Seriously. If you ever go to a 
nightclub, and I mean a proper one, not some bland chain club 
where they charge you an arm and a leg to get in, I’m talking 
about local clubs with well established promoters. These 
promoters all want photos from their club nights and you can be 
the one to provide them. It’s worth the promoter paying for a 
photographer to come along and take photos because these 
photos end up on Facebook and are used to promote their 
clubnight.

If you go to many clubs you’ll probably notice that the majority of 
the photographers are in their early 20′s and living locally - 
students perhaps - so you don’t have to have the greatest 
experience in the world to get work. 

If you want to expand your photography before you start looking 
for work, go down to a clubnight with your camera anyway. I have 
NEVER been stopped from going into a club with my camera 
because the bouncers just don’t care, and neither do the 
promoters. As a little added bonus if you enjoy this sort of thing, 
you can start going to gigs for free. 

6 – SELL YOUR PHOTOGRAPHY GEAR

There’s a bit of an ongoing joke with photographers that the best 
way to make money from photography is to sell your camera. And 
yes, earning money from photography can be hard, but I think 
I’ve shown you enough possibilities in this section that hopefully 
you don’t do that. That said, I’m sure there is plenty of 
photography gear you have lying around that you’re don’t use 
anymore. 

I’ve got old film cameras that I don’t use simply because I have 
so many and at least three lenses that haven’t been using in the 
past six months (I’ve upgraded). There’s no point in having these 
lying around, collecting dust - you might as well sell them to 
make some money or, if you’re feeling really generous, you could 
give them to a friend who’s starting out.

Another great way to make money is to go to flea markets and 
look for old cameras, then take these to shops or sites like eBay 
and earn a profit. It helps to know what you’re talking about to 
make money this way.

7 – ASSIST

Assisting a photographer is one of the best ways to find work and 
start making money fast. You will need a strong portfolio if you’re 
expecting to go and work at events like weddings with a camera, 
but high end work such as fashion exists where you won’t get 
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behind the camera, but still have the opportunity gain experience 
and money. 

Photographers often need assistants on jobs and you should 
expect to be compensated for your time. The biggest advantage 
of all is that you don’t have to look for the work; it comes to you.

The hardest part about getting started in photography, is finding 
people who are willing to pay you the money you want for the 
work you’re good at. If you’re assisting a photographer instead, 
they have all of this set up and you will start to learn how it’s 
done. Take some time now and find local working photographers 
in your area. Contact them, asking if they would like an assistant. 
Offer to do the first time for free if you like; if you’re any good they 
will want you back.

8 – TEACH / BLOG

Starting a blog is a great way to get your photos seen. With the 
exception of about 2 posts, all the photos on my website are my 
own. Not only that, but I make money from this website. 

As I mentioned before, it’s easy to get set up and I can do it for 
you. 

I would also suggest teaching. Not everyone can learn from the 
internet and if you have the ability to teach, you can reach out to 
those people and show them how it’s done one-on-one. A good 

teacher can make a good living, whether it’s from group classes, 
or one-on-one sessions.

9 – COMPETITIONS

I think this is one that most people seem to forget about, probably 
because they think that they’re not good enough - I assure you, 
you are. I went to the house of one of my models and up on the 
wall was a pretty terrible photo of her when she was younger. It 
looked like it had been taken by a friend in a playground. It turns 
out that some photographer won $2500 for it in Canada. My jaw 
dropped. I couldn’t take my eyes off the thing, it was just so… 
average.
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It doesn’t take long to enter a competition at all and, if you’re 
stuck for which to enter, I suggest this website. At the very least, 
it will get your work out there and maybe even critiqued if you’re 
lucky.
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Do you prefer video training to ebooks? copy

                                                                          

If you love photography but sometimes struggle to find the 
motivation to sit down for hours and read through an ebook, I 
have the perfect solution for you: 

My online video course for beginner photographers:  
‘The Simplified System for Perfect Photography’.

The course covers everything in this ebook and more in easy-to-
understand videos with quizzes and comments so that you’ll be 
taking better photos in just a few short hours.

Gain instant access to the course today and take advantage of 
my free bonus course too. Click here now. 
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