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Tutorials for creative photography

These tutorials are intended to inform and inspire creative photography both in-camera with techniques and
practical advice and afterwards using Photoshop.

The tutorials are all written by Brian Gaylor who teaches photography skills and runs practical workshops
and who is also an international competition judge. The work is all through practical example and shared
experience. Brian is always pleased to hear from readers with their own suggestions and experiences
which inform future guides.

EachPer spect i hasbeerOaritten for his students and now by popular request, they are available
to download for everyone.
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1 Image and Text
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Image and Text
The connection between image and text is far closer than most photographers realise, both relying on the
viewer/ readerds imagination for interpretation.
visualisation created by the written word. Then from this visualisation find an image that works in

partnership with the writerdéds concept

Many photographers show scant interest to how text shapes the understanding of their photographs.
Equally, they may not think of how images can change the appreciation and meaning of the written word.
Few but the photojournalists take the time to consider that combination of image and text challenges
conventional understanding and forces the viewer/reader to think laterally.

But to begin at the beginning, most photographers see text only in the context of being a title for an image
they have taken or are about to take. A single photographic image can often be ambiguous because of its
analogue nature, it can provide clues but they are not definitive. Some photographers present their images
without text thus freeing the viewerds imaginat:.
of a title or caption can be used to direct or constrain thinking and move the viewer to a conclusion of the

~

photographe r 6 s own maki ng.

For example, this image could have multiple explanations depending on the title added. Listed as Survivors
by Jézef Czapski the renowned Polish painter, viewer would to seek to appreciate and understand the
artistos wor k.

However, with a newspaper caption Ancient Building Defaced the viewer would be outraged at the
behaviour of the perpetrators.

Supplying a title for your image is often as far as most photographs indulge in the intriguing world of image
and text. Even with this limited indulgence, you may give little more than cursory attention to the
consequences of words applied to your image.

Thi

on



Just imagine that you presented this image with the title Morning Light. The viewer would be directed to the
interplay of light and shadows, because you have indicated it was the reason for taking the photograph.
However, if the title was View to Brecon Beacons i t i s it woul d detract t he
aesthetics and composition of the photograph to the place rather than the light.

Imagine instead, that you titled the image Birthplace of Peter Sutcliffe the Yorkshire Ripper. Now, as if by
magic the viewer looks again at the same image but with renewed interest. No longer are they concerned

with the light or aesthetics now they are seeking some indication of what drove the infamous serial killer to
murder thirteen women.

This is a photographic paradox, the coexistence of two or more messages within a single image.
It is not difficult to realise the importance of text in guiding a viewer to decipher what you saw in a subject if
you think the image is not explanatory enough.

You will see and probable agree that most photographers do not utilize the opportunity to add an extra
dimension to their images through well thought out titles.
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2 Into the Light
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Into the Light
In olden days, pointing your camera towards the light source was considered taboo. It would result in lens-
flare, burnt-out highlights and damnation for the foolish photographer who tried it.

The whole scenario since has becomes clouded by the use of photographic terms that appears designed to
confuse rather than educate. Whatds new you may

For example, consider Contre-jour, a French term meaning against daylight. You may query if this is the
same as photographs taken when the camera is pointing directly toward any source of light, even a candle.
You may become more confused when the term Backlighting is brought into the equation. You may wonder
if this only refers to lighting that comes from behind a subject. Then you are confused even more when the
term Rim Lighting is introduced. You ask yourself if this is only an effect that occurs when the light source is
placed behind the subject throwing it into shadow, leaving only a rim of light around the subject, like the
corona in a full eclipse.

Now is the time to put all the wrongs of the photographic world to right. The term Into the Light will be used
to describe any form of photography that relies on a light source coming from any position in front of the
camera. This wide-ranging term means the light can be anywhere from right angles to directly in front of the
camera but not behind.

You may be asking why directing your camera into the light is any different from photographing with the
light behind the lens. Look at the images above and below and try to imagine how they would change if the
light were behind the photographer.

The image below comes with a health warning (for your images), into the light can produce silhouettes of
various densities. This can add drama to the woodland below but would be detrimental to recognising
subjects like portraits.

ask
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Because the viewpoint of this photography requires subtle manipulation of the placement of the scene's
light, you may consider it as more advanced technique to master. You would be correct but you should try
to master and then implement this style as a benchmark method of your photography.

There is much to consider when using into the light technique, if frustration and disappointment are to be
avoided. However, it will be worth the effort and once mastered there is little doubt that it can produce
magical lighting effect that will add diversity, interest, drama and visual impact to your photographs.

This effect usually hides details, causes a stronger contrast between light and dark, creates silhouettes and
emphasizes lines and shapes. The sun, or other light source, is often seen as either a bright spot or as a
strong glare behind the subject. Many photographers are intimidated by this concept and shy away from
potential photographic opportunities.

This of course presupposes that you have the choice of into or behind - far more likely only one choice

viable exists. However, if the opportunity presents itself then into the light should become your default
choice. You should not consider it a luxury to be indulged in only in extreme circumstances.
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3 Abstract Expressionism
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Abstract Expressionism

Youlookatasubject, perhaps children playing in tHegougar
see something that expresses how you feel about the subject, smiles, spray, patterns or colours.

You frame the subject in your camera to abstract the part you like and then capture it as a photographic
image. In that split second, you have stopped time forever, the subject will change, children grow older, the
wave becomes a ripple, and the butterflydés wing is
just as the day you created it.

This image never existed before, you created something completely new and unigue to you. The image has
in fact usurped the subject.

The roughly painted red-cross on a strangely rusted metal door is laden with intrigue but some may think
that the story telling aspect of these images could be considered as a digression as - the subject matter as
such ceased to be of prime importance. The textures and shapes of this subject have a different impact if
you could ignore what the subject actually was. That is almost impossible because you have seen a similar
object before but the faded red paint, the years of exposure to the elements nevertheless combine to create
a story whether you intended it or not just like an Abstract painting.

If you research the term Abstract Expressionism, you will come across the names of the painters Jackson
Pollack and Mark Rothko and others.

These Abstract Expressionist painters were originally inspired by photographs, while photographers in turn
were inspired by the painters, a classic example of cross fertilisation.

Further research will show that this art movement owed much to Aaron Siskind, a lesser-known American
photographer. You will probably consider his work as unremarkable because similar images are seen so
often.

But, photography was not always like this, Siskind changed the way we see things. His photography now
appears ordinary because his style has been copied so often it has become an accepted standard or
criterion.



You may well ask what abstract and expressionism means in the photographic context. You will be fully
aware that an image is abstracted from a subject and all your images are personal expressions of what you
see. However, in this case 2 + 2 does not = 4. Nevertheless, you do not need to be overawed by the artistic
titles as you probable take images that fit these criteria without realising it.

Abstract Expressionistic photography requires you to see the world about you in a very different way. You
have to look for the seemingly unimportant and photograph it in a way that makes a statement and asks a
question of the viewer. This in turn requires the viewer to become involved in your image while attempting
to unravel the mystery you have created.

It is easy to see how a painter like Shelly McGraw below, could be inspired to create an abstract painting
from a simple factual photograph of a cracked and textured felt roof.
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4 Infrared, the Unseen Light

Infrared, the unseen light
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