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“INTENSITIES OF LIGHT”
Joel Tjintjelaar and Julia Anna Gospodarou

Outside of Ansel Adams’ Basic Photo Series, From Basic to Fine Art: 
Black and White Photography – Architecture and Beyond, by Joel 
Tjintjelaar and Julia Anna Gospodarou, is the best book on B&W 
photography written in the last 40 years. It is with delight and privi-
lege that I was asked to write the foreword to a book that appeals 
not only to very advanced B&W photographers, but to beginners as 
well. In Maine, USA, where I live, we have only two ways of express-
ing our opinion of something: it is either “Pretty Good” or “Almost 
There”. This book is Pretty good!

The importance of the book is reached in Julia’s and Joel’s abilities to 
blend the practice of classical form and content in vision and tech-
nique, so that Form is Content. While others claim to have achieved 
this state of aesthetic grace, this is the first time I have seen it ac-
complished with great skill and with a brilliant explanation of how 
to get there.

Forming this elusive aesthetic point where Form becomes Content, 
Real becomes Abstract. It is an act of magic. And, like all great magi-
cians, Julia and Joel make it look easy, until they start to unveil the 
skill and technical tools used to accomplish their photographs.
I am especially drawn to several aspects of the book that stand out 
to me as an old B&W practitioner.

(en)Visionography
Photography Drawing
The Rule of Grays
Long Exposure Photography
Black and White post Processing using iSGM

I consider Julia’s (en)Visionography and Photography Draw-
ing the most important innovation in B&W photography since the 
invention of the Zone System. What she does is combine classical 
drawing with photography and breaks away from the original pho-
tography in terms of light. Through the use of selections and gradi-
ents, she transforms the image into something that glows with more 
of an inner light than an reflective exterior one. A whole section on 
classical drawing and what it can do for your own photography will 
send you back (literally!) to the drawing board to learn drawing, if 
you did not already. Her main goal is to transform the original image 
into something that she envisions, hence (en)Visionography. 

George DeWolfe, Maine,USA, April 2014 
www.georgedewolfe.com

FOREWORD BY GEORGE DEWOLFE

FOREWORD BY GEORGE DEWOLFE

GEORGE DEWOLFE

George DeWolfe is a prestigious B&W fine art photographer, writer and 
teacher who has studied in the past with icons like Ansel Adams and Minor 
White and now he is opening new roads in photography just like his famous 
teachers. He is the author of a series of reference books and essays about B&W 
photography, among which The Master Print and many other well-known 
titles. George has been widely published and recognized internationally and his 
photography work was exhibited in numerous exhibitions and collections. He is 
the creator of  Optipix and Percep Tool, two Adobe Photoshop plugins specific 
to B&W photography and is  also teaching workshops about the art of  B&W 
photography.
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“FROM BASICS TO FINE ART”
Joel Tjintjelaar and Julia Anna Gospodarou

“A great photograph is a full expression of what one feels about what is 
being photographed in the deepest sense, and is, thereby, a true expres-
sion of what one feels about life in its entirety.” – Ansel Adams

I first touched a camera nary three years ago. I have been a black 
and white convert ever since, but black and white photography is 
not a simple plugin conversion, desaturate command or a Photo-
shop Channel mixer action to be taken lightly. I loved the emotions 
black and white conveyed, but without a vision and a drive to cre-
ate images which move and evoke, it is worthless being affection-
ate towards black and white as I was when I set out on my personal 
journey. My initial steps floundered, rudderless and lifeless; then I 
came across this image of the Salk Institute in California by some-
one who, up until then, was relatively unknown. An artist called Joel 
Tjintjelaar, a Dutch-Indonesian fine art photographer… and then all 
was good. The quality of the work on offer communicated directly 
with my soul. The emotions the image conjured shone through. I 
was addicted. I was hooked, and after approaching Joel, I started 
being mentored in his methods and his vision behind the creation of 
his transcendental art. I have followed Joel closely from his humble 
beginnings to today and I can vouch for his immense knowledge, his 
passion, his ingenuity and his creative drive. 

Shortly thereafter, another artist made her presence felt on the long 
exposure fine art scene, an artist of Hellenic & Romanian origin and 
artistic roots, Julia Anna Gospodarou. And thus the most dynamic 
and creative duo in the modern history of black and white photog-
raphy came to fruition. 

What sets Joel and Julia Anna apart though, is their artistic approach 
and holistic background, distilling influences from classic art, engi-
neering, architecture, poetry and philosophy and resulting in a pure 
concentrated milieu in the end-result. 

They will guide you to look at gear as merely a tool of exploration, 
just a conduit to your own very personal inner sanctum, and how to 
find your vision to become an instrument for change in your chosen 
sphere. Their images are proof that vision and art matter today more 
than ever before. Their drive shows a deep hunger for the unknown, 
fused with the courage to be ignorant, but leading to an inherent 
wisdom to recognize that the image is not taken, but given and 
made in the artist’s mind. 

FOREWORD BY CHARLES PAUL AZZOPARDI

FOREWORD BY CHARLES PAUL AZZOPARDI

FEEDING WATER TO THE OCEAN - REDUX 
©  JOEL TJINTJELAAR - LA JOLLA, CALIFORNIA

CHARLES PAUL 
AZZOPARDI
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In today’s humankind ever-increasing urge for homogenization and 
uniformity, Joel and Julia stand out. Joel is the modern equivalent of 
what Ansel Adams did for black & white photography in the film era, 
always exploring new horizons, new techniques, and new frontiers 
to explore. Julia Anna, on the other hand, is the chimera of Imogen 
Cunningham and Vivian Maier, merging one of the sharpest eyes in 
the art world with the artistic flair to make every image canvas come 
alive. 

“When I’m ready to make a photograph, I think I quite obviously see in 
my mind’s eye something that is not literally there in the true meaning 
of the word. I am interested in something which is built up from within, 
rather than just extracted from without.” – Ansel Adams

Their book and stunning images testify to their intellectual curios-
ity and desire to understand where they are coming from, who they 
became and where they are going, together with taking black & 
white art to ever higher dizzying heights. All artists want to connect 
with others, and photography is all about communicating with light, 
tones, shades and ideas. Great photographers are great because 
they speak eloquently from their inner mind, see sharply and pro-
duce consistently, meticulously and passionately. They are masters 
not only of the techniques of photography, but, for at least a brief 
moment, they are masters of the eyes and mind of another human 
being.

Less than 3 years after I started my journey with these two wonder-
ful persons, artists, mentors and co-authors, my art, the art they 
helped bring to the surface and to the fore, achieved international 
recognition. Open the book, sit down, open your mind and start 
your own very personal journey now towards artistic illumination. 
It is your turn now.

Dr Charles Paul Azzopardi, black & white long exposure 
(en)Visionographer - Malta, April 2014

www.charlespaulazzopardi.com

FOREWORD BY CHARLES PAUL AZZOPARDI

PATH TO HUMAN CONSTITUTION 
©  CHARLES PAUL AZZOPARDI 2013 - ATHENS

FOREWORD BY CHARLES PAUL AZZOPARDI

Charles Paul Azzopardi is a B&W fine art photographer and a medical doctor 
with the soul of a poet. His artistic personality and the love he has for beauty 
and art can be seen in the vision he transposes in both his B&W performance 
photography as well as in his fine art work. Charles has won the 1st Prize at the  
Architectural Photography Contest organized by the  Fine  Art Athens Workshops 
and Formatt-Hitech in November 2013 with the image exhibited above. Charles 
has a special richness of artistic feeling which is exactly what an artist needs 
in order to express himself through art and the first quality of a B&W fine art 
photographer and (en)Visionographer. 

CHARLES PAUL 
AZZOPARDI
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In front of you lies a book on photography. Just like so many other 
photography books available, or... is it something else?
Agreed, there are so many books on the market these days that cover 
different topics on photography: books on basic camera handling 
and skills, books on Photoshop and Lightroom, books on Black and 
White photography, long exposure photography, HDR photography, 
strobist portraiture, landscape photography and also beautiful cof-
fee-table photo books with only beautiful  images.

This is not such a book.

First of all, through this book,  we are trying to cover photography 
aspects from both a theoretical and a practical fine-art point of view, 
which is something not really covered yet. Yes, there are books on 
the artistic aspects of photography that are usually very theoretical 
but not many books that also give practical tips for creating fine-art 
photography and how to develop something so abstract as vision. 
What we bring new and original is that we also give you an interesting 
new theoretical point of view on photography in this digital day and 
age with the concept of (en)Visionography and a complete guide on 
how to discover your vision and personal style: The Guide to Vision. 

Furthermore we are introducing some new and interesting concepts 
on how to approach black and white photography and how to pro-
cess photos to black and white: from the method of Photography 
Drawing, to the B&W processing method iSGM. In addition, we also 
give you  a  set of rules for good B&W photography called The Rule of 
Grays, that are more than the usual tips and tricks that can be found 
in any other book on black and white photography. We are also pre-
senting a very comprehensive guide on long exposure photography 
and a practical pricing list to give you practical guidelines on how to 
price your work as a photographer. And all of this revolves around a 
subject matter that can be considered the forte of the writers: fine-art 
architectural photography. 

As you know by now, the subtitle of the book is “Black and White Pho-
tography - Architecture and Beyond”, “beyond” being an important part 
of this title. Why “Beyond”? The answer is simple: although architec-
tural photography is the main subject matter, it is only a pretext, it 
merely serves to illustrate the generic principles behind fine-art, vi-
sion and good black and white processing. The core principles tran-
scend the chosen subject matter in such a way it enables you to utilize 
them in any preferred genre.

We meant this book to be personal and universal at the same time. 
Meant for beginners, intermediate and advanced photographers.  Its 
goal  is to walk next to you,  from the very beginning of your fine art 
journey, by introducing you to the basics of creating photography, like 
vision and composition, to  guide you, step by step, through different 
considerations about shooting conditions and methods, gear choices, 
subject choices, styles and techniques in architectural photography 
or the secrets of a good black and white conversion, then drive you 
towards advanced long exposure techniques,  extensively presented 
black and white processing methods and tips on creating a clear and 
easily understandable by the viewers fine art language. Every step  
along this journey is illustrated and explained using our own award-
winning images which are well-known, but also surprise material con-
sisting in unpublished so far photographs from our archive. 

The book is structured on chapters written by either of us and we 
chose to use the first person in expressing ourselves,  even if  we are in 
fact two persons speaking,  in order to be able to narrate and explain  
more accurately our personal experiences, our beliefs and vision and 
to help you experience them yourselves.  We hope you will enjoy this 
journey  and find  it useful. If so, we would be delighted to hear it per-
sonally from you on our websites: Julia & Joel.

Yours truly,
J&J

Julia Anna Gospodarou & Joel Tjintjelaar - (en)Visionographers

INTRODUCTION

WE MEANT THIS 
BOOK TO BE 
PERSONAL AND 
UNIVERSAL 
AT THE SAME TIME. 
MEANT FOR 
BEGINNERS, 
INTERMEDIATE 
AND ADVANCED 
PHOTOGRAPHERS  

INTRODUCTION

JOEL
TJINTJELAAR

JULIA ANNA
GOSPODAROU
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SHARE OUR KNOWLEDGE AND VISION

SIMPLE PURPOSE
OF THIS BOOK
  To share knowledge.

  To share our vision.

  To introduce new innovative concepts, such as (en)Visionography, 
the Rule of Grays, the Guide to Vision, the 5MF8 Rule, 
Photography Drawing, 4 Steps Away From Reality and more. 

  To share our love for black and white photography.

  To share our love for architecture and show its beauty. 

  To share our experience in photographing fine art. 

  To give ideas and to offer examples based on our own work.

  To provide tips & tricks and analyze how we get the results we 
get.

  To invite the readers to come closer to black and white fine art 
photography and start to love and understand it. 

  To analyze the most important aspects of black and white fine 
art  photography, from composition to advanced processing 
techniques and offer practical solutions to those wanting to 
approach and discover this genre.

  To show the differences between classical and fine art 
architectural photography.

  To talk about different types of architectural photography and 
focus on black & white long exposure techniques.

  To unveil the secrets of a good black and white  conversion.

  To talk about light in black and white photography.

  To talk about shapes and volumes and how they react to light.

  To give practical ideas about useful gear and tools for long 
exposure and architectural photography.

  To inspire.

  To teach you how to be able to move yourself and others.

  To start an artistic revolution in photography...
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www.bwvision.com www.juliaannagospodarou.com

WHO WE ARE

WHO WE ARE JOEL TJINTJELAAR  &  JULIA ANNA GOSPODAROU

JOEL
TJINTJELAAR

JULIA ANNA
GOSPODAROU

A photographer in love with architecture and an 
architect in love with photography, we have been 
photographing the world around us from a young 
age, architectural photography being our passion 
and one of the things that defines the relation we 
have with the space we live in and with the world it-
self. Photography is our representation of the world, 
our vision, our (en)Visionography.
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JOEL
TJINTJELAAR

Joel Tjintjelaar is a B&W fine-art photographer from the Netherlands 
who has won several international awards (IPA 2010, IPA 2011 and 
IPA 2012) and is specialized in long exposure and architectural pho-
tography. Joel was featured in the NIK Software/Google Silver Efex 
Pro 2 advertisement campaign as their leading B&W artist and has 
recently released, together with Formatt-Hitech a signature edition 
IRND filter set carrying his name and signature.

At the moment Joel is involved in different projects, like teaching 
long exposure and architectural photography workshops around 
the world, realizing educational video tutorials about the above 
genres and writing fine art photography books. Furthermore Joel 
has developed a unique and personal B&W post-processing meth-
od called iSGM (iterative Selective Gradient Masks) which he uses 
to obtain maximum control over the black and white end result, a 
method that he has shared with his many followers over the world.

ARTIST STATEMENT

As an artist, I consider photography merely as a medium to express my 
personal and artistic view on the world: my camera is just a tool like 
many others. 

When I shoot, I am not capturing an objective reality, if such a thing even 
exists. What I aim to is to express a highly personal creative vision, with 
the camera and the digital darkroom as my tools.

My creative vision is based on the idea that, once the artist is deliberately 
moving away from reality in his artistic expression, the viewer can get 
closer to the essence of the artist himself and to his creative spirit.

The further the artist moves away from reality, the more unique the re-
sult is, the more it represents his personal vision and the closer we get to 
experience the essence of that artist. The use of long exposure and B&W 
are steps to move away from reality.

JULIA ANNA
GOSPODAROU

Architect with a Master degree and International Award-Winning 
B&W Fine Art photographer, with high distinctions in the most 
important photography competitions worldwide (SWPA, IPA, PX3, 
IFPA, B&W Spider Awards), Julia lives in Athens, but considers her-
self a citizen of the world and this molded her art and life philoso-
phy. Julia has an equal passion for architecture and photography, 
practicing both with the same enthusiasm. In her architectural ca-
reer she has worked at the most important constructions realized in 
Greece over the past years and collaborated with famous names of 
Greek and world architecture. Interested in photography from a very 
young age, she is used to thinking in images and considers them 
even more important than words. 

Julia is mostly known for her B&W long exposure architectural pho-
tography, which is her signature style and also the genre that speaks 
most to her artistic sensibility. Her professional activities also include 
writing fine art photography books, teaching fine art architectural 
photography workshops worldwide and working on commissioned 
photography projects. Published internationally in numerous books 
and magazines, her photographic work can also be seen online in 
the most important photography galleries. Adept of the idea that  
processing your photographs is at least as important as capturing 
them, in order to make them express the artist’s unique vision over 
the world, her work goes beyond the boundaries of traditional pho-
tography and enters the fields of imagination and of searching for a 
perfect world. 

She calls her style of photography (en)Visionography, a new name 
for photography and a concept saying that fine art photography has 
to do much more with the vision of the artist than with the subject 
or how the camera captures it, this being what sets free the imagina-
tion and creativity of the photographer. This concept reflects also in 
her personal creative and processing method called Photography 
Drawing (PhtD), method based on how light interacts with volumes 
and how this can be translated in an image in order to provoke emo-
tion, by using the principles of classical B&W drawing applied to 
B&W photography.

WHO WE ARE JOEL TJINTJELAAR  &  JULIA ANNA GOSPODAROU
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CHAPTER 01          AN INTRODUCTIONFINE ART  PHOTOGRAPHY 

WHAT MAKES A GOOD PHOTOGRAPH?

There are many answers to this question: some will say it is the com-
position, for others, it is the subject, a third might say it is the light, a 
fourth will tell you to fill the frame and a fifth to leave as much nega-
tive space as you can, the sixth one will tell you that it is the process-
ing that will bring out your idea, and there are even some that will 
maintain that it is the camera and the lens you use.

WHAT DO WE SAY? 

We say that it is the connection with the subject that will make 
a good photograph, the connection with the building in the case 
of architectural photography and especially in fine art architectural 
photography.

Let the subject  speak to you, give it a chance to explain its story, take 
a moment and do not rush to click, watch it from all angles and dis-
tances, think a while about what you are seeing.

In other words, try to see the soul of your subject. Sometimes it is 
easier, sometimes it takes a while to find a hidden soul, but it is always 
there and this is what will make your image a good photograph: find-
ing this soul and showing it in the image you create. As they used to 
say in the old times of photography: when you photograph a person, 
you capture their soul. This applies to buildings as well as to any other 
subject: find the eyes of a building, take a deep look and you will see 
its soul. You can replace the building with any other subject, the prin-
ciple still applies. Surely, many would expect a recipe here, but the 
truth is that there is no recipe. Everything is in front of you, you just 
have to discover it. There is no recipe for that, because everyone sees 
the world differently and everyone reacts in a personal way to what 
they see. But if you try to see it with your soul and forget about all the 
rest, it will surely be much easier. 

Your SOUL looking into the the soul of your subject... 
this is what makes a good photograph. 

FIND THE EYES 
OF A BUILDING, 
TAKE A DEEP LOOK 
AND YOU WILL SEE 
ITS SOUL

JULIA ANNA
GOSPODAROU
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CHAPTER 01          A DEFINITIONFINE ART  PHOTOGRAPHY 

WHAT IS FINE ART PHOTOGRAPHY?

Probably one of the most difficult questions I was ever asked, the 
difficulty of answering this question comes from the fact that art is 
such a subjective matter, a matter where more than one answer is 
the right one to a given question,  where personal expression is more 
important than  universality, where originality replaces the rules and 
freedom of expression takes over the rigidity and discipline of logic. 

Art is personal and rebellious, art escapes to any interpretation that 
is generally accepted. Art is many times what makes the artist’s life 
worth living and what gives him a purpose and the energy to go on. 
The need and desire to create and to express his inner world in some-
thing that transcends the rational shell of the world is what makes 
possible the “state of trance” many artists refer to as the way they feel 
when they create, or the “state of God” as I would also call it, since 
creating something is what brings us closer to the idea of having the 
power of a God, regardless which God we are thinking about.  

From my experience, this “state of trance” can be translated by “living 
in a perfect world” during those moments when you feel you give 
birth to something very personal and very true, the moments when 
you materialize your soul into something that, albeit personal,  is des-
tined to be seen by others and hopefully understood - the Object 
of Art. 

Creating an object of art, be it a photograph, a painting or other, is 
the most personal act we could possibly imagine in this world. When 
the need to create is true,  its manifestation through the object the 
artist creates consists the highest form of  personal expression and of 
uniqueness. This is the artist’s truth and the materialization of his in-
ner world. Fine art photography is born from this truth, from the art-
ist’s inner world and is the outcome of his “state of trance” that leads 
him to discovering a way of expression, a material form for his soul.  
Fine art photography has no relation with what is in front of the artist 
when he takes a photograph, or very little relation, the scene he sees 
being just a pretext for him finding the expression of self through the 
photograph he creates. 

All these above being said, this is my personal definition of fine art 
photography:

Fine art photography is the expression of the imagination and 
will of the artist, who needs to create an object that will resemble 
his personal inner world, his vision and abstract representation of 
the material world, an object that has a meaning to him and that 
he releases into the world so others can understand him and learn 
his truth.  This object is the fine art photograph.

FINE ART 
PHOTOGRAPHY 
IS THE EXPRESSION 
OF THE 
IMAGINATION 
AND WILL 
OF THE ARTIST

FINE ART PHOTOGRAPHY

A DEFINITION

JULIA ANNA
GOSPODAROU
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WHAT IS THE AIM OF FINE ART PHOTOGRAPHY, 
ARCHITECTURAL AND BEYOND?

“The ultimate aim  of all creative activity is a building. The decoration of 
the building was once the main purpose of all visual arts, and they were 
considered indispensable parts of the great building. Today, they exist in 
complacent isolation, from which they can only be salvaged by the pur-
poseful and cooperative endeavours of all artisans. Architects, painters 
and sculptors must learn a new way of seeing and understanding the 
composite character of the building, both as a totality and in terms of its 
parts. Their work will then re-imbue itself with the spirit of architecture...” 
- Walter Gropius - Bauhaus Manifesto

Architecture is first of all an art. A building is not only meant to be 
a shelter, but to help people live in harmony with the world around 
them and bring beauty into their lives. 

The first thing we should search to see in an architectural object 
is BEAUTY, even before functionality, construction quality or 

anything else. 

The visual aspect of a building is the first one observed and the one  
that impresses and moves the viewer the most. 

A building is an object of art in itself. That is why, in W. Gropius’  Mani-
festo, the architectural photographer should be added to the art-
ists that must learn to see the character of the building, the classical 
architectural photographer but especially the fine art architectural 
photographer, since his work will show in a more personal  way the 
relation he has with the building.

Fine art architectural photography is a genre on its own and it is very 
different from the classical path. It gives the photographer more free-
dom of expression but it is also more demanding, since the resulted 
photograph must be a work of art as well. What does this mean? It 
means the image must have the power to move the viewer, to make 
him think and feel, to make him see in the image something that 
might not be seen in reality, the spirit of the subject and its hidden 
beauty. 

The aim of fine art photography: finding and showing the 
apparent and hidden beauty of an object and the way this beau-

ty moves the artist taking the photograph, making him unveil his 
personal interpretation of the world and of the 

scene he photographs.

FINE ART 
ARCHITECTURAL 
PHOTOGRAPHY IS 
A GENRE ON ITS 
OWN AND IT IS 
VERY DIFFERENT 
FROM THE 
CLASSICAL PATH

FINE ART PHOTOGRAPHY

AN AIM

CHAPTER 01          AN AIMFINE ART  PHOTOGRAPHY 

JULIA ANNA
GOSPODAROU

CONTENTSCONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 19

When we take a photograph we are converting a three-dimensional 
space into two dimensions. From a physical point of view, we want 
to capture a sense of size, space, structure, texture, contrast, light 
and shadows. But, at the same time, we intend to say something 
about the architectural concept of its design, about its function, 
context, history, and also about how all these are influencing us and 
how they mark our artistic sensibility. The emotional impact of this 
information on our mind and soul is the essence of the photograph 
we will take. Because in fine art photography any space, from a cer-
tain moment on, has no relation  with its physical dimension any-
more, but only with the impression that it left on our inner world. 

Fine art architectural photography, 
as well as any kind of fine art photography, as art in general, 

is more a question of how the artist interprets the object
 than about the object itself. 

In essence, fine art photography is no different from art, the term 
“fine” in its name could be easily omitted and is more used to delimit 
photography from the other more “conventional” and older kind of 
art (like painting or sculpture) and not because fine art is any differ-
ent from art. 

THE EMOTIONAL 
IMPRINT OF THIS 
INFORMATION 
ON OUR MIND 
AND SOUL IS THE 
ESSENCE OF THE 
PHOTOGRAPH WE 
WILL TAKE

FINE
ART ART SOUL==

AS A CONCLUSION
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ARCHITECTURE AND PHOTOGRAPHY ARE BOTH ART 
AND SCIENCE

Neither of them is purely functional or purely aesthetic, but also nei-
ther of them could exist without the technical base that supports it 
and makes it possible; without the artistic vision that is the spark giv-
ing birth to the creative idea which starts everything they are noth-
ing. Sometimes they may lean more towards art or towards science 
but they will always touch both aspects, and this is how we should 
look at architecture and photography and try to understand them. 
The art involved in the act of building, as well as in that of making 
a photograph come to life, emerges from the imagination and soul 
of the creator and the science is the base and the frame on which 
imagination relies in order for it to give shape to an idea.

The idea can be thought of as art and the means needed for it to be 
transformed in an object can be thought of as science.

In the process of conceiving a building an architect has to often act 
like a photographer, imagining his work in frames, before even hav-
ing set the foundation stone, because he has to know how the final 
product, the building, will be perceived by its users, while the archi-
tectural photographer, when photographing a building, has to put 
himself in the shoes of an architect in order to feel and understand 
the volumes, the space and the relationship between its elements, 
the idea that hides behind the built environment, all of which put 
together is what defines a building, and is the very soul of it. 
The soul of the building, that intuitive aspect which defines a build-
ing, is exactly what a photographer has to capture in order to reach 
out to the viewer and make his photograph speak for itself.

When the two of them, architect and photographer, manage to go 
through this process of cross-visualization and do it right, photo-
graph and building will be one as for the impact they have on the 
viewer and the message they convey.

THE 
ARCHITECTURAL 
PHOTOGRAPHER, 
WHEN 
PHOTOGRAPHING 
A BUILDING, HAS 
TO PUT HIMSELF IN 
THE SHOES OF AN 
ARCHITECT

ARCHITECTURE AND PHOTOGRAPHY - SIMILARITIES AND DIFFERENCES

ART AND SCIENCE

CHAPTER 02          ART AND SCIENCEARCHITECTURE AND PHOTOGRAPHY 
- SIMILARITIES AND DIFFERENCES

JULIA ANNA
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The goal of fine art architectural photography = To capture the SOUL of the building
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UNDERSTANDING THE FUNCTION OF A 
BUILDING AND THE PROCESS OF CREATING IT IS 
INSTRUMENTAL WHEN PHOTOGRAPHING IT

When photographing a building, one would greatly benefit from a 
good understanding of the work an architect does and the process 
that ends when the building becomes a real object. In essence, what 
an architect does is designing the building and then supervising its 
construction on site. That means having both creation skills, in or-
der to design the building up to the smallest detail, as well as good 
communication and coordinating skills, in order to work with and 
provide guidance to the team of constructors. In addition to that, 
he needs a very good understanding of the elements that take part 
in giving shape to a building: history (land history and history of ar-
chitecture), culture, habits of the local population, climate, particu-
larities of an area, quality and consistence of the ground, shape and 
limitations on the building site, building regulations, functionality, 
materials, textures, colors, light, shapes, dimensions, as well as all the 
auxiliary elements that have to be added to a building in order for it 
to become a fully functional organism: lighting, heating, ventilation, 
air conditioning, electricity, water, drainage, sewage and others. 

As a result, creating a building is a complex process and most times 
the final shape, size and disposition of the building are largely influ-
enced by all these factors. Therefore, if the photographer can take 
into consideration these factors when he photographs an architec-
tural object, in an intuitive manner or by previously studying the ob-
ject he will photograph, it is very likely that the final image will really 
be what he meant it to be - a faithful representation of the essence 
of the built object.

But first and foremost, for an architectural photographer it is es-
sential that he understands the FUNCTION behind the volumes he 
is seeing and the role of the structural elements that support the 
building.

I believe that, unless we are talking about purely abstract architectural 
photography, where the function can be overlooked, to the benefit 
of the form, understanding the function of a building, the intentions 
of the architect and the way the supporting structure of the building 
works, at least in principle, can greatly help the architectural pho-
tographer to make powerful images and to communicate clearly his 
ideas.

ARCHITECTURE AND PHOTOGRAPHY - SIMILARITIES AND DIFFERENCES

THE BIRTH OF A BUILDING

CHAPTER 02          THE BIRTH OF A BUILDINGARCHITECTURE AND PHOTOGRAPHY 
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FLUID TIME II - AN (EN)VISIONOGRAPHIC 
CHICAGO STORY © JULIA ANNA 
GOSPODAROU 2014- CHICAGO

CHAPTER 02          THE BIRTH OF A BUILDINGARCHITECTURE AND PHOTOGRAPHY 
- SIMILARITIES AND DIFFERENCES
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The function of the building is evident 
in this example showing the skyscrap-
ers of Chicago. This is a straight-for-
ward example but the principle stands 
for any architectural image: try to 
understand the function of the build-
ing you are photographing and do 
not hide it in your image, it is one of 
the ways you can find the soul of the 
building that we were talking about in 
the introduction.
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ARCHITECTURE AND PHOTOGRAPHY 
ARE BOTH ABOUT IMAGE

The first thing you see when you come in contact with a building is 
an image. The photograph, on the other hand, is the same, an im-
age. They both play with light and shadow, with line and surface, 
with texture and perspective. In essence, they are both about lines 
and light. The world itself, as we perceive it around us, is made of 
lines and light. This is vital to be understood in both architecture and 
photography. Once you know how to manipulate them, you will be 
able to reach and express any idea you might have in mind and turn 
it into either a building or a photograph.

Line means composition

Composition is the first and most important thing to master in both 
architecture and photography, and in any kind of art as well.

Light means filling the composition with surface

The surface gives us the volumes, which in turn gives us the building 
as we see it and the image that makes the photograph.
Composition and light, and the way we choose to use them, are di-
rectly related to the shape of the object, the scale of the environ-
ment, the angle and distance from which the object will be seen, the 
amount of detail we want the viewer to perceive, and the emotional 
response we want to receive from the viewer, be it a viewer of archi-
tecture or one of photography.

The composition is what draws us to the architectural object or to 
the image and the light is what keeps us interested in it

Light is what makes us want go past the surface and either enter 
the space to explore it, or keep looking at the image to decipher it. 
This happens because composition outlines the volumes and light 
shapes them and makes them real.

THE WORLD
ITSELF, AS WE
PERCEIVE IT
AROUND US, IS
MADE OF LINES
AND LIGHT
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In order to master both composition and light, one has to first un-
derstand them. In architecture, composition is related to the way the 
final three-dimensional volume is created and behaves as a whole, 
consisting in different parts, having different functions most of the 
times, hosted in different spaces (“sub-volumes”), that after being 
united, work together as a living organism. In photography, on the 
other hand, composition is related to the way we choose to fill the 
frame, the amount of elements comprised in it and the relationship 
between them, the hierarchy that we create inside the borders of 
the photograph, with the subject being the leader in this hierarchy. 
In both architecture and photography composition is about how the 
different parts that make the whole work together, creating an im-
age that aims to be pleasant to the eye and that tells a story.

Once the composition is decided, light is what makes both the 
object, in the case of architecture, and the reflection of it, in the 

case of the photograph, come to life.

To be able to use light in a right way in order to obtain the intended 
outcome, one has to first understand how light behaves when hit-
ting a surface. The same source of light can create dramatically dif-
ferent images according to its position and light is never reflected 
the same by all surfaces and colors, and not even by all the points 
that create a surface. In this respect, there is no such a thing as flat 
light on a surface in real life. 

Any surface lit by a source of light will reflect it in a increasing-
decreasing way, related to the distance between the source of light 

and a certain point on the surface and also to the reflected light 
that the surface receives from the surrounding environment. 

In other words, when hit by a source of light, a surface becomes alive 
and each of its points behaves differently. This behavior remains the 
same, even in the case where the source of light is the sun, and in 
architecture the sun is the source of light that interests us primar-
ily. Since most of architectural photography deals with the exterior 
of the building, natural light is what the architectural photographer 
works with most of the time. Natural light is not controllable. Its as-
pect will change with season, weather and time of day. Thus, the 
appearance of a building will change accordingly.

Here we find another point where the architect designing the build-
ing has to visualize these transformations and include them in his 
design. The photographer, on the other hand, has the freedom to 
choose to photograph or not the building under certain light condi-
tions. A good exercise to study how light behaves according to the 
different types of natural light (sun, clouds, rain, morning, evening, 
spring or winter) is to choose a building easily accessible and shoot 
it under as many natural light conditions as possible. The things one 
can observe and learn about light by studying how the same object 
behaves under different types and intensities of natural light are 
endless.

TO BE ABLE TO USE 
LIGHT IN A RIGHT 
WAY IN ORDER
TO OBTAIN 
THE INTENDED 
OUTCOME, ONE 
HAS TO FIRST 
UNDERSTAND HOW
LIGHT BEHAVES 
WHEN HITTING
A SURFACE
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ARCHITECT AND PHOTOGRAPHER HAVE TO PAY 
GREAT ATTENTION TO THE BACKGROUND OF THEIR 
SUBJECT

When an architect imagines a building he “draws” photographs of 
it. He will spend a great amount of time scanning the building site, 
trying to imagine his future creation in relation to the existing en-
vironment. He will then go back to the drawing board and try to 
sketch a few ideas and, if he is like me, these first sketches will be 
volumes put together and connected to other existing elements, 
either other buildings or the natural environment that will host the 
future architectural object. He will try to find the best way of filling 
the negative space that remains among the existing elements on 
the site. Just like a photographer, an architect has to pay great at-
tention to the background of his subject, with the only difference 
that in the case of architecture the background the viewer per-
ceives is three-dimensional, while in the case of photography 
it is two-dimensional. The most beautiful architectural object can 
be overlooked, or even worse, rejected, if it does not integrate with 
the existing space, with its background. When I am referring to the 
integration in the environment, this does not necessarily mean fol-
lowing the style of the existing space. The contrast with the existing 
architectural context can create very powerful images and experi-
ences, but it has to be done in the form of a dialog with the area and 
not in a nihilistic way.

This stands also in the case of photography - subject and background 
must be connected, must have a real dialog with each other, must 
sustain each other and not compete with one another. The photog-
rapher will always create more powerful images if he takes into ac-
count the surrounding space around a subject and will be able to 
dramatically change the mood, style or idea behind the photograph 
by just changing the background, or by looking at it in a different 
way. But he is apparently in a better position than the architect here, 
because it is much easier for a photographer to manipulate back-
ground, by changing position, using shallow depth of field or props 
to hide disturbances and draw the attention to the subject. On the 
contrary, he might choose to increase depth of field and include the 
background in the photograph, if the subject benefits from the in-
teraction with it or simply cannot exist as a subject without being 
sustained by the background. 

Background and composition are two elements that must be 
thought of together and the reason is because the first thing that 
will influence a composition will be the way the subject interacts 
with its background, its position in relation to it and the visible or 
invisible but present “strings” that tie the two together. 

WHEN AN 
ARCHITECT
IMAGINES 
A BUILDING
HE “DRAWS”
PHOTOGRAPHS 
OF IT
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ARCHITECTURE IS ABOUT THE WHOLE, 
PHOTOGRAPHY IS ABOUT ISOLATING

While architecture is about the whole and how to make the spaces 
flow into each other, photography is more about isolating the ele-
ments that have the power to make a frame and combining them 
so as to convey an idea. This gives photography more freedom but 
also more responsibility in choosing those elements that will make 
a good frame, to show us a good idea. Combining shapes, materi-
als, textures, colors, dealing with composition and the light falling 
on the surfaces, choosing the right camera viewpoint, the right lens, 
depth of field, or format, all together and each one separately are 
actions that can make or break a photograph.

An architect will have to think about his building in its totality, be 
it only because he cannot hide anything, he will have to know that 
connections will be made between the most remote parts of the 
building and that the viewer and the user will have access to every-
thing that physically exists on site. He will have to think about the 
building as an object whose facets might be different in their way of 
expression (shape, color, material etc.) but that all convey the same 
idea and can be regarded as belonging to the same “family”. Espe-
cially in the case of large buildings and complexes of buildings, this 
is one of the first principles that should guide the designing process 
and it is what makes the architectural object recognizable and ac-
cepted by the viewer.

In the case of the photographer, things are at the same time easier 
and more complicated. Easier because he is able to choose what to 
show, more complicated for the same reason.

Choosing what to show might be just as difficult as turning your 
idea of a building into reality. 

When I take a series of photographs of the same object I like to 
choose only one of them to show my opinion and my vision about 
a certain architectural object. This means I  have to be very careful 
to first define my opinion about what I see, then find and take the 
shot that expresses my view of things, afterwards choose the one 
that best embodies my vision and finally decide in which manner I 
will process the image in order for it to match my opinion about the 
object I saw and express my vision. Most of the times this process of 
choosing “how to and what” is intuitive and comes without me look-
ing for it, and I will know right away what draws me to a building 
and what embodies my distilled idea of it, but there are times when 
I need to mentalize my choices and concretize them in order to be 
able to choose. The same holds true in my way of designing. 

WHEN I TAKE 
A SERIES OF 
PHOTOGRAPHS OF
THE SAME OBJECT I
LIKE TO CHOOSE 
ONLY ONE OF 
THEM TO SHOW MY 
OPINION AND MY
VISION ABOUT 
A CERTAIN 
ARCHITECTURAL
OBJECT
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How to use light and shadow, besides 
composition, to isolate the subject, 
or part of, it in the frame.  This is one 
of the most effective ways of driving 
the eye of the viewer where we want 
it to be. 
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If a subject does not yet “speak” to the photographer, this might 
be either because he does not know enough about it, or he can-

not interpret what he sees.

In these cases the best thing one can do is to take a step back and 
watch the whole, understand how the parts interact with each other 
and, in the case of architectural photography, understand the func-
tion of the spaces, which is generally the thing that generates the 
need for a space, thus the shape and other characteristics of the 
volume. Even for the nihilists in architecture, the ones that disagree 
with the fact that form should follow function, there are not too 
many ways in which one can “hide” function in such an effective way 
so it does not show in the form of the designed object, at least to 

the trained eye. As a conclusion, one needs experience to be able 
to shoot architecture in a correct and interesting way, maybe even 
more than he needs a good “eye”, but this experience does not mean 
only shooting as many buildings as possible, but keeping one’s eyes 
open to observe the built environment and interpret it.

In both architecture and photography the way to study your subject 
is going from the whole towards the detail. This will, in both cases, 
provide a deeper understanding of the space and will make it easier 
to show the due respect to it and follow its rules, which comes al-
ways with a reward: the ability of using space as a tool to express 
yourself in either volumes, as an architect, or in images, as a pho-
tographer.

IN BOTH 
ARCHITECTURE
AND PHOTOGRAPHY
THE WAY TO
STUDY YOUR
SUBJECT IS
GOING FROM
THE WHOLE
TOWARDS THE
DETAIL
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LONG EXPOSURE ARCHITECTURAL PHOTOGRAPHY 
- A PERFECTIONIST’S ART FORM AND HOW TO
IDENTIFY WITH IT

The world’s first photograph, “View from the Window at Le Gras” by 
Nicéphore Niépce, was an architectural photograph. It was taken 
from Niépce’s window by exposing for several hours a bitumen-
coated plate and it was showing his house and the surroundings. 
This was happening almost 200 years ago, in 1826, and that makes 
architectural photography the genre with the longest history 
among all styles of photography. Just a trivia or not, fact is that ar-
chitecture was always one of the most fascinating and challenging 
subjects in photography. To reveal the beauty and complexity of a 
building in an image is a challenge for the photographer; to appreci-
ate it is a source of fascination for the viewer. Architectural photog-
raphy  can be seen as a perfectionist’s art form, since it requires both 
a precision unnecessary in other areas of photography, and a subtle 
aesthetic understanding of natural light and its interaction with vol-
umes and surfaces. It also requires a thorough understanding of the 
theory and practice of photography and a good eye for geometry. 

Giving a two-dimensional life to a three-dimensional object that is 
not very recognizable to the human eye (no building ever will be 
as familiar to our eyes as a tree or a flower)  and managing to pres-
ent it in such a way as to make the eye overcome the estrangement 
and want to come closer, requires a deep understanding of space, 
an ease in recognizing the sculptural qualities of a building, and the 
knowledge of how to present them with the most simplicity so the 
viewer’s eye will not feel overloaded and uneasy. Making the viewer 
identify himself with an unfamiliar object, as for instance a modern 
building, requires far more object study, precision and subtlety in 
composition, care for proportions and light rendering and also cour-
age to attempt it.

THE WORLD’S FIRST
PHOTOGRAPH, 
“VIEW FROM 
THE WINDOW  
AT LE GRAS” BY 
NICÉPHORE NIÉPCE,
WAS AN
ARCHITECTURAL
PHOTOGRAPH
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Long Exposure Architectural Photog-
raphy - A Perfectionist’s Art Form
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This holds even truer in the case of long exposure and abstract ar-
chitectural photography, which are perhaps the styles that bring out 
the most in a modern building, but where the result is something 
completely different from what the viewer is used to see around 
him in his day-to-day life, thus far harder to identify with. I like to 
compare the effect that a long exposure abstract architectural 
photograph has on the viewer with the effect a deconstructivist 
building has when seen for the first time. The first reaction of the 
viewer will be surprise, then curiosity and in the end the word he 
will use to describe it will most probably be “interesting”. The casual 
viewer will rarely utter the word “beautiful” when talking about ab-
stract art, architecture, photography. This happens because the less 
trained viewer cannot identify with a subject he is not familiar with. 
This is not happening though with classical architecture and even 
in the case of classical modern architecture this is a phenomenon 
far less likely to occur than in the case of more recent architectural 
objects. The reason for this is because modern and contemporary 
architecture has not been here long enough to be able to pass into 
the collective conscience, into the basic vocabulary and the typical 
and general imagery of society. In other words it is too new and like 
all new things it finds resistance in being accepted and loved.

This is exactly the role of the photographer dealing with subjects 
from the area of modern architecture: to educate the viewer and 
help him identify with a new subject and with an abstract way of 
presenting it. Not an easy task, but someone has to do it. There was 
always someone doing the first steps in every phase in the history of 
art. And it was never easy to make a new art form be accepted, with 
examples of resistance that sometimes go beyond any stretch of 
imagination and we can even talk about cases of destroying objects 
of art that were considered too radical. Not exactly the case with fine 
art architectural photography, but interesting to know where not 
being accustomed to a new form of art can lead.

Long exposure abstract architectural photography is an art form, 
and is indeed a fairly new art form, just like long exposure fine art 
photography in general. That means its place in the world of art and 
in the mind of the common viewer is still fragile and its statute is not 
yet established, and if one takes a look around, it will be evident that 
the large public (the public outside the photographic circles) is still 
not aware about what exactly long exposure fine art photography is, 
and even less aware about the architectural side of it.

Most of the times this kind of photography is very personal and 
many times the final image has little to do with the real object seen 
in its original environment, from which it just keeps the main idea  
and tries to convey it by using volumes, light and time. Long expo-
sure architectural photography is not a traditional form of photogra-
phy, it bears much more inside it from the artist’s mind and soul and 
less from the reality he is capturing.

But of course there are also the trained viewers of long exposure 
abstract architectural photography. These trained viewers will un-
derstand that abstract is the first expression of life and nature and 
that techniques like long exposure aim not to estrange us from the 
object and its surroundings, but on the contrary to connect us with 
it through the invisible dimension that is time and which long expo-
sure photography transforms into a visible component. It also aims 
to connect us with the unseen part of our minds, the part that is 
controlling us without us being able to control it.

For those who pass the line of estrangement and step out of their 
comfort zone without fear it will come much easier to understand 
more in depth the magic of showing such a stable and immovable 
subject as a building on a background that represents just the oppo-
site: the movement of the world and the passing of time. For those 
viewers the real beauty of this extreme art form will be evident and 
overwhelming. 

THIS KIND OF
PHOTOGRAPHY IS 
VERY PERSONAL 
AND MANY
TIMES THE FINAL 
IMAGE HAS LITTLE 
TO DO WITH THE
REAL OBJECT SEEN 
IN ITS ORIGINAL 
ENVIRONMENT
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The world is our vision of the world. What Schopenhauer means in 
his famous phrase is that the world is a dream, the world is an image. 
Also that the world is unique for each of us, our interpretation of it 
being based on our personal experiences and beliefs, our personal 
feelings and sensibility. This applies particularly to artists since they 
use this image they have of the world to recreate the material world 
in their images aiming to present not so much the material side of 
it, but mostly the immaterial one, the side that relates to how they 
perceive the world when they come in contact with it, the side that 
will provoke emotion and response from the viewers.

WHY DO WE CREATE 

We create so we can put our representation of the world in a form 
that can be first recognized by us  so it can help us “explain” the 
world, but also a form that can be recognized by others and make 
them resonate.  

What is the first ingredient we need to accomplish this? It is that 
sparkle of genius and divinity called VISION.

WHY DO YOU NEED VISION

You need a vision to communicate through art. 
Fine art photography and vision are synonym terms. 

Creating fine art means creating something very personal and 
unique. Not unique in the sense that you are the first or the only one 
touching the subject or using a certain technique, but you are the 
first one that presents the subject in a way that suits yourself and 
no one else. 

There is no one else in the world who thinks and feels exactly the 
way you do and your uniqueness as artist will give authenticity and 
originality to your work and will create an object of art. What you 
create following your vision is an object that cannot be reproduced 
because it represents yourself and it bears your personal style. 

A vision is what gives authenticity to an image, as long as it is well 
translated in the photograph. Therefore you need a vision to be able 
to create in the first place, and then to create something that will ex-
press your idiosyncrasy and your idea about the  world in a way that 
can be understood by the viewer and can stir emotion. 

There is no other purpose of art than to express 
the inner world of an artist. 

It helps him give a shape to his representation of the world, so that 
he understands it in the first place and he then communicates his 
conclusions to the world. 
Therefore...

“The world is my representation” - Arthur Schopenhauer

THERE IS NO ONE 
ELSE IN THE WORLD 
WHO THINKS
AND FEELS EXACTLY 
THE WAY YOU DO
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If we extrapolate Schopenhauer’s idea we can say that nothing is 
real except for what is in our mind. Reality might have a thousand 
faces, one for each person that looks at it, a theory which was for the 
first time formulated a long ago by the philosopher  Democritus in 
Ancient Greece. His affirmation regarding this subject is classic: 

“We know nothing in reality; for truth lies in an abyss” 

The meaning of this affirmation is that there are as many truths and 
realities in the world as there are eyes watching them and this very 

lack of objective reality makes vision become possible and so impor-
tant. This representation of the world and of truth, which is highly 
personal and subjective,  is what determines our vision and defines 
how we will communicate it. 

The lack of objectivity when interpreting the world is one of the 
reasons why we can identify in each great artist a personal style, 
because he has a personal and unique representation/vision of the 
world that is reflected in his work and that makes his work unique.
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Vision is our response to reality, our personal reality, our ver-
sion of truth.

We need it in order to communicate, in order to help us relate to and 
understand the world we come in contact with. Vision is the first step 
in a process of expressing ourselves through art, of  understanding 
ourselves through the eyes of those who experience our creations. 
We are all a mystery for everyone around us and even more for our-
selves. Some do not care to solve the mystery, some others do not 
even know that there is a mystery to be solved, but there are some 
who cannot live without trying to solve it and they use art to search 
for an answer, they create a persona for that mystery. I am talking 
here about a “persona” in a sense close to the meaning the Jung-
ian  psychology gives to the word, where “persona” is defined as the 
projection of the “self” into the world through an image meant to 
present the person to others. With a difference though, while Jung 
considers  the persona to be a mask meant to hide the true self, the 
persona I’m talking about here is a projection of the self meant to 
rather reveal it and not conceal it, meant to “un-mask” rather than 
mask the inner world of the artist. 

This “un-masking” is thought not a direct and straight-forward pro-
cess, but an indirect one achieved through the symbolism of art.  We 
may say that the artist is un-hiding or is revealing his “self” through 
hiding or encoding it in his own artistic symbols.

The persona created to embody the mystery an artist sees in the 
world is the object of art and the driving force behind creating it 

is what we call vision.

Vision is at the same time based on INTENTION. 

It is what differentiates the fact of creating images  just with the pur-
pose of showing to others what we see, from the fact of creating 
images (art in general) with the purpose of showing how we feel 
about what we see, and sometimes even about what we do not see. 
Intention is an  essential ingredient of creating art. 

Art does not just happen, art is not possible if we do not intend to 
communicate something through our vision by using the tools we 
have at hand, one of them being fine art photography. 

To summarize: 

World = Self = Intention = Vision = ART
Therefore, what is vision? 

Ultimately and in essence vision is ART

JULIA ANNA
GOSPODAROU

VISION IN FINE ART PHOTOGRAPHY

VISION AND CREATING ART
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Vision is the unique interpretation of the world as a representa-
tion. Vision is the most elementary part of creating art, in any form.

Many artists have written about vision and they are all more or less 
right. I am not pretending to have the ultimate view on vision, just 
my personal view that is shared by many photographers I admire. 
My co-author Julia Anna Gospodarou has a very beautiful descrip-
tion of vision in the previous chapter and she refers to the German 
philosopher Arthur Schopenhauer to make her point. Arthur Scho-
penhauer’s most important concept and also the title of a book of 
his is “The World as will and representation”. In fact this title is very 
much the essence of vision. We, as individuals, see the world with 
our own eyes, mind and personal experience. Even if you look at the 
same object as I do, we will never see exactly the same object. Be-
cause the world is a representation. If you succeed in isolating your 
unique view on the world and express it in a way that can be recog-
nized by the viewer but true to your own view, true to your vision, 
then you have created art. 

Vision therefore is nothing more than the creative expression of our 
internal world using objects from the external world as symbols in 
a way that can be recognized by the viewer. A view on the external 
world through the eyes and heart of an individual. Vision is what 
we really see, what we really experience, not something that others 
want us to see or experience. Closely related to the concept of vision, 
or maybe it is all one and the same, is the concept of art, or fine-art. 
I am not trying to discuss what art or fine-art is, but I would like to 
invite you to read Minor White’s essay on Alfred Stieglitz’ concept of 

Equivalences, “The perennial trend by Minor White”. It is not an easy 
read but I am very much influenced by it, it is a must-read. Stieglitz 
says that the artist is trying to express his inner world by using ob-
jects from the outside world as symbols. It is not what you capture 
that matters, it is how you interpret it that matters and will elevate it 
from a snapshot to a work of art.

MOVING AWAY FROM OBJECTIVE REALITY 
AS A WAY TO DISCOVERING MY VISION

So how do we find our unique vision? How do we know what 
our vision is?

As for finding my unique vision I have this notion that the more you 
move away from objective reality, the closer you come to your own 
unique interpretation of the world as a representation. I have de-
fined my own steps of moving away from reality in photography:

1. First step is using black and white in a personal and creative way 
(as opposed to using it via a pre-programmed way by either using 
the black and white in-camera setting or a preset in Photoshop): the 
world is in color, by stripping away the colors we take the first step 
away from reality.

2. Second step away from reality is using long exposure techniques 
to capture what the eye cannot see: water frozen by time, blurred 
clouds or people.

THE MORE YOU 
MOVE AWAY FROM 
OBJECTIVE REALITY, 
THE MORE YOU 
COME CLOSER TO 
YOUR OWN UNIQUE 
INTERPRETATION OF 
THE WORLD AS A 
REPRESENTATION

MOVING AWAY FROM OBJECTIVE REALITY TO DISCOVER A PERSONAL VISION

ABOUT VISION
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3. My personal third step away from reality is creating presence
by altering tonal relationships and creating luminosity. I will go into
more detail on the concept of creating presence in a section of this
book called “The Rule of Grays”. But basically it is about the differ-
ence between luminance (what we see) and luminosity (what we
perceive) or between depth and volume and lack of that.

4. I have added a fourth personal step recently by altering light and 
shadows in a way that reflects my mood and aesthetic preference.
For example: what do I see or feel inside when I look at an architec-
tural object without trying to explain why I see and feel that? For
some reason I always envision an architectural object coming out of 
the darkness, as if it is floating in emptiness surrounded and silenced 
by shadows. 

LUMINANCE VS LUMINOSITY - THE CONCEPT TRANSLATED INTO AN IMAGE

PRESENCE IS ABOUT 
THE DIFFERENCE 
BETWEEN
LUMINANCE (WHAT 
WE SEE) AND 
LUMINOSITY
(WHAT WE 
PERCEIVE) OR
BETWEEN DEPTH 
AND VOLUME AND 
LACK OF THAT
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Like an astronaut who sees the earth partly covered in complete 
darkness, partly lit, emerging out of seemingly nothing. It is an im-
age that intrigues me: emerging from the dark, out of nothing. It is a 
dramatic and intriguing image that says something about me. Light 
and shadows, but especially shadows and darkness have always in-
trigued me, they define forms, depth, create mystery, create silence.
Moving as many steps away from reality as possible is my way to 
reveal my unique vision: it is a road that leads to my unique vision. If 
I had stopped at step 2 then I do not think my images would look dif-
ferent from the masses. I think my personal signature style is reflect-
ed in step 3 but even more so in step 4. What if I would find a step 5?
You could try this too: see how you would move away from reality 
and how far you can move away from it and then find out if what 
you have “found” resembles what you wanted to express. Maybe 
you could try different steps instead after the first two steps that are 
more commonly used.

RECOMMENDED APPROACH TO FINDING VISION

A few thoughts and a recommended approach to finding vision:
Vision is a much used word in the world of photography and prob-
ably also, in my view, a word that represents an element in photog-
raphy that is not used correctly or not understood correctly.

When I listen to people talk about their photographs or when I look 
at photos on photo sharing sites on the Internet I see photos with a 
description that sounds like this: “…my vision for this photograph is 
to darken the sky, and accentuate the clouds…”, or “…my vision is to 
have this building stand out from the rest by removing, etc…”.

What you see here is often a description of a vision, the “HOW” we 
express our vision. It is about describing what we want the world to 
see, which is of course what we intend to do with visual arts. But is it 

interesting or is it insightful, when talking about vision, to describe 
how we have done it? It can be interesting and insightful. But is it not 
more interesting to know WHY we visualize it the way we do? That is 
the true meaning of vision in art.

The point here is that I often miss why we have this specific vision 
and not another one. Why we create this dramatic low-key image 
of a landscape with a lone bench in it for example and not a high 
key version of it. What drives you to create this image in this specific 
way? If you know what drives you and what you want to express, 
then your vision will emerge in your photo. You do not have to de-
scribe it anymore.

Go out and shoot something that has your interest. And ask 
yourself why it has your interest. Then process it to black and 
white in a way that you think will express what you have really 
seen when shooting the object. Then include the following with 
your photo:

A. Try to describe for yourself why you have decided to process 
it like you have done. Why did you create that look and feel?

B. Why did you choose this subject?

C. What method did you use on your way to finding your vision? 
Did you move away from reality? Or did you do something else 
to find that thing that characterizes you and that you wanted to 
express in the photo?

Whatever you do when you shoot or process photos, try at some 
point to move from the HOW to the WHY. That is when you start 
creating with vision and the fine-art approach. 

MOVING AWAY FROM OBJECTIVE REALITY TO DISCOVER A PERSONAL VISION
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JULIA ANNA
GOSPODAROU

(en)Visionography
[ (en)viZHəəˈnägrəəfē ]

noun

The process of using reality as a tool for
translating one’s inner self and representation
of the world into an art object that can make

others react and feel emotion.

www.envisionography.com
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(EN)VISIONOGRAPHY 
IS THE NEW 
PHOTOGRAPHY,
IT IS PHOTOGRAPHY 
THE WAY WE DO IT IN 
THE DIGITAL ERA

JULIA ANNA
GOSPODAROU

(EN)VISIONOGRAPHY

(en)Visionography, which has a designated space at 
www.envisionography.com,  is a new name I gave to photography, 
or more precisely to fine art photography. 

(en)Visionography is the New Photography,  It is photography the 
way we do it in the digital era, which is something almost totally dif-
ferent from what we used to call photography in the film days. 

Fine art photography and photography in general are almost totally 
different in the digital era from what they were in the time when 
only the analog cameras existed. The difference is so big that they 
could be given different names and could be considered two differ-
ent arts if they were not both dealing with light and image.

WHAT CHANGED IN PHOTOGRAPHY 
IN THE DIGITAL ERA

What changed in photography in the digital era, that makes it so dif-
ferent from the traditional analog period? What made photography 
transform so dramatically in a couple of decades after functioning 
more or less by the same rules for almost two centuries?

Many things changed, much more than we acknowledge and even 
realize. The first big difference between analog and digital, the main 
change photography had to undergo, is a difference that changed 
the way we do photography. This was the replacement of the base 
where we capture the image. Instead of a film sensitive to light, as in 
the past, the new cameras are equipped with an electronic sensor, 
still sensitive to light but in a different way and with different results. 
The second fundamental thing that changed is the tools we use to 
process the RAW image (the equivalent to film in the digital era) in 
order to  create the final result. 

In this case we went from using manual methods and chemical so-
lutions to develop and process the film to using electronic means 
(software) to do the same thing  in a totally  different way. These 
two changes are so important that the process a photograph goes 
through before it reaches the final image is an entirely different one 
in the digital era and needs an entirely new way of approach and 
realization. Therefore a new name would be needed in order to dif-
ferentiate the two.

If we try to think objectively and not assume that digital and analog 
photography are the same only because they have the same name, 
we will see that from even more points of view,  and not only the 
two mentioned above, the differences between what we used to do 
in the analog era and what we do in the digital era are so important 
that it’s safe to say we are talking about two different things, two dif-
ferent kinds of art, with different tools, different ways of approach-
ing and even different ways of presenting it. 

While in the case of traditional photography we rely on the outer 
world to take the photograph and we are very limited in how we can 
transform it through editing, since we can only use classical devel-
oping techniques, in the case of digital photography we have much 
more freedom in interpreting and transforming the image to suit 
our vision, since we can rely much more on processing and on using 
processing software to create the image we envision.  

What the software introduces in photography is a much greater 
freedom of expression, since now there are practically no limits to 
how much one can transform an image from the point of view of 
light and volume shaping. This freedom leads to vision having a 
much greater role in the process of the creation of photographs.

In a way, we can say that vision and software have become more 
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CHAPTER 05          WHAT CHANGED IN THE DIGITAL ERA(EN)VISIONOGRAPHY - THE NEW PHOTOGRAPHY
- A NEW NAME FOR PHOTOGRAPHY IN THE DIGITAL ERA 

important in the digital era than what we capture in the camera, 
something I am experiencing every day in my work. The most impor-
tant is that we have much more freedom now than we had with film 
cameras and with developing the photos in the traditional darkroom. 
And freedom means vision, it means what we think can be more easily 
put in practice, we can more easily realize the images our imagination 
creates. That is why now it is more about who we are and what we 
envision than about what we see. 

We are slowly becoming like painters, building our frames the 

way we imagine, not necessarily the way they are in the outside 
world. An example and a comparison between a film photograph 
taken in 2003 in Paris, when I was still shooting film and a digital image 
taken in 2012 in Patras and  processed with the method of Photogra-
phy Drawing. In other words, a comparison between creating a pho-
tograph based on the light we can capture in the scene, thus being 
dependent on this light,  and creating a photograph by manipulating 
light and shadows in such a way so to embody our personal vision and 
not be dependent on what the light in the scene allows us to capture 
but only on our vision about the scene we see and interpret.

(EN)VISIONOGRAPHY- THE NEW PHOTOGRAPHY

WHAT CHANGED IN THE DIGITAL ERA

EXUBERANCE OF STRINGS © JULIA ANNA GOSPODAROU 2014 - PATRAS,
GREECE - DIGITAL PHOTOGRAPH

ARC-EN-CIEL © JULIA ANNA GOSPODAROU 2003 - PARIS
FILM PHOTOGRAPH
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IN THE DIGITAL ERA
“VISION” REPLACES
“LIGHT” IN 
CREATING
THE PHOTOGRAPH

JULIA ANNA
GOSPODAROU

The two radical  changes I am mentioning above totally transformed 
the way we create photography nowadays, in the digital era, even if 
not many truly realize it. The process of creating  images by using a 
camera and software and not a camera and film that is developed 
afterwards,  changed photography and transformed its essence. In 
only a few years photography went   from using light as a principal 
ingredient in creating images to using vision as principal ingredient 
in doing so. Etymologically,  “photography” comes from the Greek 
“ΦΩΤΟΓΡΑΦΊΑ” which was created from two words: ΦΩΣ (light) 
+ ΓΡΑΦΩ (write), therefore photography is the way light writes
on film creating the image, the way the photographer “writes with 
light”. But in the digital era, even if the light is still what “writes” on 
the sensor creating an image, the final image can be so much more
than just that, it can be so deeply  transformed comparing to the
initial image, to a much greater extent than this could be done in the 
analog era. As a conclusion of this, we can say that: 

In the digital era “vision”  replaces “light” in writing, or rather in 
re-writing the image in order for it to reach a point where it matches  
the idea the photographer started with, his VISION.  The final image 
can now be so much closer to what the artist envisions, therefore 
“(en)Visionography” is a much more suited name for creating pho-
tographs in the digital era than it is “photography”.  

To come back to Greek, we can now say that:

 (en)Visionography = (en) + Vision +  ΓΡΑΦΩ (write),
meaning 

(en)Visionography is  “write  with Vision” instead of 
“write with light”. 

THE MEANING OF THE PREFIX “(EN)” 
IN (EN)VISIONOGRAPHY

What is the role of the “(en)” in front of “Visionography”?
Many asked me what is the role of “(en)”  in (en)Visionography and 
I think this is the best moment to explain it. There is a subtle dif-
ference in sense between “Vision” and “(en)Vision” and the dif-
ference has to do with the inner depth where these two concepts 
have thier starting point. In short “(en)Visioning” was there before 
“Visioning”, thus (en)Visioning and (en)Visionography go even 
deeper inside of us, in our personal interior world, in our personal 
reality and our representation of the world. Therefore the product of 
(en)Visioning, the creation that comes from it, is truer to our artistic 
self and personal reality than something that would come from only 
“Visioning”. It is a subtle  delimitation but I think, if you see it like this, 
the difference in nuance and sense is clear.

(en)Visionography goes deeper in ourselves than “Visionography” 
would go, thus we can say it was there before “Visionography”,  and 
this is explained by the word itself if we look at it. The prefix “en” in 
English means “within” and what I meant when I added this prefix 
to “Visionography” (this is how this notion was born when I was try-
ing to find a word to express what I do in photography, which was 
something different than traditional photography),  was to go even 
deeper in myself to find a way of expressing my personal vision and 
representation of the world.  Thus, when I am  (en)Visioning I reach 
deeper in myself in search for a way of expression and the vision that 
is born there, the “(en)Vision”,  is the essence of my personal artistic 
self and the source that feeds my personal artistic style, making  it 
unique.   Even if I am talking about myself now, because this is a very 
personal process, I know I speak for many, I speak for all the (en)Vi-
sionographers in the world, either they know they are such, or they 
will find out in the future. I hope the fact that I am writing about this 
will help others  to reach that level of (en)Visioning too and feel the 
magic of touching their real self.

(EN)VISIONOGRAPHY- THE NEW PHOTOGRAPHY
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IN 
(EN)VISIONOGRAPHY
EVERYTHING CAN
FREELY BLEND 
TOGETHER TO
CREATE OUR 
PERSONAL REALITY, 
THE ARTISTIC WORLD 
WITHIN US
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The fact that the prefix “(en)” is so important for the concept of (en)
Visionography explains why it is so important how (en)Visionog-
raphy is written and why it may lose its sense if it is not written in 
the right way. The parentheses accentuate the prefix “en” (“within”) 
and protect it, creating a shell around it, just like art creates a shell 
around the artist, providing him a separate special world where he 
can feel secure and create freely, his personal reality, his (en)Vision-
world. A place where he can create (en)Visionography. This is why 
the  word “Visionography” is written with capitals,  because  what is 
more important for an artist than his vision? Nothing. Which trans-
forms (en)Visionography in a  very important word and notion. 

The way (en)Visionography is written is a continuation of the above 
mentioned, it is a visual statement just as much as a linguistic and 
conceptual one. Just think about DaDa, MoMa and other move-
ments or art institutions that communicate something not only with 
what their name says but also with what it shows visually. It is hap-
pening the same with (en)Visionography. 

The way (en)Visionography is written is a declaration, 
a manifest. The way (en)Visionography is written is the 

Manifest of (en)Visionography, as new way of seeing 
and showing  the world through photography.

IN CONCLUSION

When you write (en)Visionography do not forget the parentheses 
around the prefix “en” if you want to express the true meaning of 
this word. Yes, language principles combined with visual represen-
tations, this is what (en)Visionography means: a new artistic world 
where nothing is forbidden or impossible, where everything can 
freely blend together to create our personal reality, the artistic world 
within us.

(EN)VISIONOGRAPHY- THE NEW PHOTOGRAPHY
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The photographer creating in this manner, creating (en)Visionogra-
phy and not only photography  becomes an (en)Visionographer and 
he is less and less dependent on the camera or on the reality he sees 
to create his images, his art.  Eventually he only depends in creating 
his (en)Visionography on the representation he gives to the scene in 
front of him and is only guided  by his imagination and creative skills. 

I am an (en)Visionographer myself and I find that this term is much 
more suited for what I do than photographer because it describes 

much more accurately the process I am going through when I am 
creating, the principles of what I do and the way I am using the tools 
I have at my disposal when transforming my vision into image.  The 
result of the process I and other (en)Visionographers are  going 
through when creating, the result of (en)Visionography, is a fusion 
of reality and imagination, where the image starts by being a white 
board where I design and build my photograph by using from real-
ity only those elements that help me convey my vision and the idea 
I want to present in the final image.
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(EN)VISIONOGRAPHY 
IS THE WAY I GET 
FROM NOTHING TO 
SOMETHING
MEANINGFUL

JULIA ANNA
GOSPODAROU

(en)Visionography is a name I gave to what I and other fine artists 
do, which is not photography in the traditional sense of the word, it 
is a name that describes the whole process I go through when cre-
ating. It is the way I get from nothing to something meaningful, to 
something that will express me as a person and artist and present 
my vision about the world. It is the way I take things from the world 
and use them as base for my creations, the way I transform them ac-
cording to how they make me feel and give them back to the world 
in a different and unique form, in the form of my vision.

This process usually starts with a thought, an idea, an impression or 
a feeling and this triggers every step that I will make till transforming 
it into an image that (re)presents it.  The thought leads to finding an 
image that is suited to my vision and capturing it in the camera, but 
from then to the final result the image still has to go through dif-
ferent phases of transformation to finally match my inner world, to 
become a visual representation of it.

This process is more a need than a conscious decision and leads me 
to creating the things I create. Making art releases my emotional and 
intellectual tensions and gives an answer to my existentialist quests. 

THIS IS WHY I DO IT

My opinion is that art is a selfish act, we do not do it for anyone 
else than ourselves, we do not try to please anyone else than 

ourselves when doing it. 

The process I go through is similar to other visual artists working in 
the field of photography, therefore I will generalize by saying that: 

(en)Visionography is the way one can transform his vision into 
image by using a camera and a processing software. 

It is not only photography, it is much more. It is not only photogra-
phy because it is not only based on a camera and a sensitive base for 
capturing the image, but also and even more on a means of trans-
forming the image that was captured in the camera so it becomes 
something else, namely the idea from which the artist started.

(EN)VISIONOGRAPHY- THE NEW PHOTOGRAPHY
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In essence, I do not take anything  from the outside world for 
granted: color, shape, volumes, light …reality …they are all there to 
serve me as tools to create something new, they are just a base, just 
an outline, a sketch on which I will draw my own world. The color 
is there to be transformed in black, white and the gray shades that 
unite them, the shapes and volumes are there to be transformed and 
adapted to my idea of perfection and the light is there to draw my 
idea on paper.  I do use light in (en)Visionography, just like in the 
case of photography, but I do not depend on the light as in the case 
of traditional photography, I create my own light instead and use it 
exactly where and how I need it in order for the image I am creating 
to resemble not the reality I see in front of me and that I captured in 
the camera, but to resemble myself and how I feel about this reality.

The steps I go through in my mental artistic creation and then in pro-
cessing my images are the ones you can see in the “before/after & in-
between” phases of creating my image:

ODE TO BLACK | BLACK HOPE I - SELF BLACK 

This photo is the leading image of the multiple-awarded series Ode to
Black | Black Hope that I will present on te next page.
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ODE TO BLACK | BLACK HOPE

This series exemplifies in the best way how I use Vision to create my 
(en)Visionography and is a  series  that won multiple international 
awards over time. Let me tell you a few words about my vision for 
this series and how this translated to (en)Visionography. 

Ode to Black | Black Hope started as a light and volume study in 
2012,  long before the decision I made to create a series with this 
subject. It started with the intention of studying  the extremes of 
light but mostly the extremes of  shadow and it became a series on 
the subconscious exploration of the dark tones and how far shadow 
can be extended before photography isn’t possible anymore. It is an 
exploration based on architectural visual elements, elements used 
to express my inner world, to communicate my feelings to the outer 
world and to translate them so the viewer can understand them. In-
tended as symbols, the images in this series  have the same mean-
ing and goal as Stieglitz’ Equivalents: to use the subject in order to 
create an equivalence between the inner world of the artist and the 
meaning the resulted images has for the viewer.
The motif of the bright light, even if it covers an infinitesimal area 
of the image and is surrounded by darkness, being the last light be-
fore total darkness, is intended as the most important element in 
the story: light as hope, black as driven force that guides me towards 

the light. Together with the architectural object used as subject they 
form a language to communicate with the viewer, the same artistic 
language that I mentioned in the chapter about Vision in Fine Art 
Photography.
The images of the series follow a sequence from I to V  and they 
took their names from the main Archetypes of Jung, that will be dis-
cussed in a following chapter. The artistic intention was to give them 
the same role Jung gave to his archetypes and archetypal events – 
to express my subconscious world and tell a story. 

The names of the images are, in order:  I - Self Black, II - Anima 
Black, III - Animus Black, IV - Shadow Black, V - Persona Black.  

VIDEO TUTORIAL
To learn more about (en)Visionography you can watch my video 
tutorial Creating (en)Visionography where I explain how you can 
create based on your own vision, how you can be authentic while 
creating fine art photography, with details on long exposure and 
architecture photography and tips on how to make award-winning 
images. The video comes with an eBook demonstrating my process-
ing method Photography Drawing (PhtD) on one of the images in 
the Ode to Black series. 
http://sites.fastspring.com/juliaannagospodarou/product/creatingen-
visionography
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ABOUT THE GUIDE TO VISION

In this chapter I will move from the theoretical side of explaining vi-
sion to the practical side and announce a set of rules and pieces of 
advice that can help the aspiring fine art photographer to get clos-
er to his vision and discover what is that element that is so unique 
about his art that it can lead to creating a style, his personal style. 
These rules come from my experience as a photographer and visual 
artist, from studying the work of other artists (photographers but 
not only)  and from understanding what helped me (and others) to 
reach the point where I can say that I can express my own vision in 
the art I am making. 

As I mentioned before, each one of us travels a different path, since 
each one has a different vision and sees the world in a unique way, 
this is what gives us the freedom to create and to have a voice of our 
own. What we need to do first is to find that voice (and I will explain 
here how we can do this) and then follow it and transform it into 
images. 

It may seem like a mystery how one can do this, but there are a few 
simple steps that can help a latent vision emerge and create a per-
sonal style. 
There are two things an artist has to remember before anything else: 
first, be honest and brave so as to be able to  create from your heart 
and second,  have faith in your vision no matter the difficulties you 
might have to express it sometimes. 

PRACTICAL GUIDE ON DISCOVERING VISION 
AND PERSONAL STYLE 

I will present you in the following pages the 35 rules that constitute 
my Guide to Vision, accompanied by some examples that show 
what expressing my vision in an image meant and how I trans-
formed the photos I captured from the RAW state to the final image, 
sometimes changing radically what the eye and the camera saw, just 
to express what the mind and soul saw.

WHAT WE NEED TO 
DO FIRST IS TO FIND 
THAT VOICE AND 
THEN FOLLOW
IT AND TRANSFORM 
IT INTO IMAGES

THE GUIDE TO VISION

PRACTICAL GUIDE ON DISCOVERING VISION AND PERSONAL STYLE
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THE GUIDE TO VISION - 35 RULES TO DISCOVER ARTISTIC VISION 
AND CREATE A PERSONAL STYLE

1   CONNECT WITH YOUR IDEA ABOUT THE WORLD. 
Spend time to discover what is your idea about the world around 
you, about what reality means to you and how you would like to 
transform it to suit your idea about a perfect world. Use this in your 
creative process aiming to transform the reality you capture with 
your camera the same way you would transform it in the real world 
if you had the power. Use the tools you have to match what you see 
in the outer world with what you see in your inner world.

2   CONNECT WITH THE SUBJECT ON A DEEPER LEVEL THAN
JUST OBSERVING IT. 
Study your subject from aesthetical, historical, social and even philo-
sophical point of view so you can be as familiar as you can with it and 
the context in which it exists.

3   EDUCATE YOUR EYE AND MIND. 
Read books on art (art history, art theory), photography, aesthetics. 
Even literature and philosophy can give you part of the aesthetic 
education you need.

4   CREATE WITH INTENTION.
Do not just produce photographs to accumulate images. Find the 
reason you want to do it by answering to the question: “I need to 
create this photograph because...”. Fill in the blanks every time you 
start creating an image and do not start if you cannot give an answer 
to why you do it or till you find that answer. The words/ideas you will 
use to fill in those blanks will contain inside them your vision.

5   PHOTOGRAPH WHAT YOU LOVE, NOT WHAT IS TRENDY. 
Landscape photography, portraits or architecture  may be at times 
trendy subjects that everyone likes to see. This is not enough reason 
for you to embrace that particular style though, if it is not what you 
love to do, if you do not have a real passion for it.  
You will only manage to find and express your vision in a photo-
graphic genre you really love and feel close to your personality.

6   DO NOT LOSE FOCUS. 
Once you realize that you have to find your artistic vision, concen-
trate on it. Do not get distracted by the ease to create in a style that
“sells” or by the myth that better gear will make you better art. A 
better camera for a photographer is like a better paintbrush for a 
painter, it will only make a difference when you consider the details,
it will never replace INTENTION, VISION and PERSONAL STYLE. You 
may even want to make a promise to yourself to not upgrade your 
gear until you find your true vision, this will help you concentrate on 
the theoretical part of the artistic process and make you reflect more 
than try out new lenses.

7   BE DIFFERENT, BE ORIGINAL, BE PERSONAL. 
Jonathan Swift says somewhere “Vision is the art of seeing what is
invisible to others”. You are the only one that sees the world in your
own way. Search for that unicity, let it be your guide and express
it in your work. Show your true personality in your art and this will
become your own style and the best way to express your ideas. No
one can express what you feel better than yourself, you are the most
appropriate person to create your art, use that.

THE GUIDE TO VISION - 35 RULES TO DISCOVER ARTISTIC VISION 
AND CREATE A PERSONAL STYLE
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8   RECREATE YOUR WORLD IN YOUR IMAGES. 
You have a unique chance to create a perfect world in your images, 
your perfect world; to show not what you SEE out there, but what 
you would WANT to see. There is only one way we can do this and be 
real enough but also close to what we consider in our mind to be a 
perfect world: by using our imagination and create an object of art. 
Art is the only field that is allowed to present a world that does not 
exist elsewhere than in our mind.  This is why we are called artists 
and not mad people. Even if some see these two terms as equiva-
lents and not only when they joke about it. This is also the reason 
why it takes an artist’s mind to understand another artist’s mind.

9   TRY TO CREATE UNCONVENTIONAL YET MEANINGFUL 
IMAGES OF A KNOWN AND CONVENTIONAL SUBJECT, 
OR OF A FAMOUS PLACE/BUILDING. 
This is one of the best ways of expressing yourself through your im-
ages. Be unconventional and photograph your subjects like that 
even if some will not identify with them, because they are not what 
one would expect from that particular subject. 

10   LEARN THE RULES OF ART AND COMPOSITION BEFORE
THINKING OF BREAKING THEM. 
They will give you a frame which has to do with common sense and
is the result of the long experience that those who created them (art-
ists and art theoreticians) have in studying art. You can modify this 
frame in time to suit your own system of values but having this base
makes it easier for the mind to concentrate on INTENTION and 
VISION and not have to reinvent a world that has already been in-
vented.

11   BE AN EXPERT IN YOUR STYLE OF PROCESSING. 
No need to know Photoshop by heart, no one does, but you have to 
be very confident about your processing style and be able to repro-
duce anything you imagine using your processing skills. Craftsman-
ship is instrumental in transforming your vision from idea to final 
image. It is the most important step after having a vision and having 
captured an image to be the base for your creation. A painter needs 
to know his colors and brushes, a photographer needs to know his 
camera and software. These are your tools and there is no excuse for 
not knowing how to use them well other than not being interested 
enough in communicating your vision.

12   HONE YOUR SKILLS INCESSANTLY. 
Read materials about new techniques and tools, read or watch tuto-
rials concerning your genre and generally. You do not need to take 
anything new for granted, but do not reject it either without having 
tried it.

13   EXPERIMENT WITH NEW STYLES, SUBJECTS, PROCESSING
METHODS. 
Then choose a style and concentrate on it.  You will need to concen-
trate on the style you choose until you learn everything there is to 
learn about it, theoretically and practically too.

14   DO NOT DO ANYTHING AND EVERYTHING. 
Affiliate to a style, a genre, an artistic movement and use the general 
frame of that movement to guide your quest for vision. Having ready 
the visual tools that a genre can offer will remove the stress of find-
ing them and  you can be free to concentrate on expressing yourself 
by using those tools. Then, when you are sure of yourself and have 
found something unique, you can go on by yourself and even create 
new ways of thinking, new currents, genres etc.
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15   CHOOSE A SUBJECT AND FOLLOW IT UNTIL YOU THINK
YOU DO NOT HAVE ANYTHING ELSE TO SAY ABOUT IT. 
Chances are that you will eventually find a way to express exactly 
what you feel and think about it if you become familiar enough with 
it to be able to reach its essence and show its soul in your image. This 
is usually the easiest way to be original when presenting a subject, 
because you will develop a tight relationship with it,  thus be able to 
go beyond its usual representations and find that unique view you 
are looking for. 

16   SLOW DOWN WHEN PHOTOGRAPHING A PLACE. 
Do not start shooting right away when you reached your subject. 
Take your time to first “feel” the place, observe its behavior, learn 
its angles, understand light and see what it does to the subject  at 
that moment, how it shapes volumes, how it influences colors and 
textures. Look at the subject with and without the camera. Look 
through the viewfinder without clicking the shutter, just to discover 
angles and try out compositions, snap some test shots of the best 
angles and compositions afterwards, study them to see how they 
can be improved and when you know exactly what you want, just 
then take the final photograph  that will be much closer to your vi-
sion than the one you would have taken without having studied the 
subject. 

17   CHANGE YOUR APPROACH  TOWARDS THE PROCESS OF 
CREATION.  
Combine photography with writing, drawing, music, painting or 
any other art. You can do this either by practicing more than one 
kind of art, but mostly in the indirect sense of combining them on a 
more basic level, in the sense of drawing inspiration from other arts 
or by combining the principles of different arts to create a new form 
of expression. One of the best examples of this kind of approach is 

Photography Drawing, about which we will talk in a future chapter, 
a method of conceiving and processing your photographs by using 
a technique I created and that is based on the principles of classical 
drawing in black pencil.

18   EXERCISE, EXERCISE AND AGAIN EXERCISE OR IN OTHER
WORDS: WORK, WORK AND AGAIN WORK. 
There is no other way to learn your tools and discover a way of ex-
pression than by doing what you do constantly, by practicing until 
you become one with your art and can easily express yourself using 
specific tools:  images in the case of photography. From experience 
I can tell you that nothing good comes without a lot of work and on 
the other hand, with a lot of work there will always be something 
good coming. There is no exception to this rule, believe me. If you 
dedicate yourself body and soul to what you do and if you do what 
you love, there is only one way the things can unfold eventually: you 
WILL get there! This stands  with life in general but especially with 
art. Always have this in mind in times of doubt. You will go through  
times like this in art, expect them to come, otherwise you are not an 
artist. This happens because art is so subjective that sometimes you 
will be the only one believing in what you do and understanding it. 
Stick to it and you will convince everyone if you try hard enough. 

19   PRINT YOUR WORK AND STUDY IT. 
Try to make a connection between what you think when you imag-
ine a new photograph, what you do when processing and what you 
see as a printed result. Always conceive and work on your images 
having in mind that they will be printed on paper and not seen on 
a monitor. It gives you a totally different perspective that can deter-
mine the way you will create from then on.
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20   LOOK AT THE WORK OF OTHERS NOT ONLY TO GET
INSPIRATION, BUT ALSO TO SEE WHAT HAS BEEN ALREADY
DONE SO YOU CAN DO SOMETHING NEW. 
This is a very effective way of finding originality, when you try to 
have a different voice than the ones you hear around you. Even 
when you do find something in the work of others that you could 
use in your own, use it only after adapting it to your style, and only if 
it expresses what you feel and not only because you like it. We may 
like a different artistic expression but this does not mean it suits our 
personal style.

21   TRY TO BE UNCONVENTIONAL EVEN IF YOU ARE NOT 
ACCEPTED. 
Nothing new is accepted from the beginning. The aesthetic inertia 
should never stop you put your ideas into practice.  You do not need 
the approval of anyone else than yourself to create what you need to 
create, as unconventional as it may be. Do it for you!

22   ACCEPT GENERAL CRITICISM FOR WHAT IT IS, A MERE 
OPINION.  
Do not get discouraged by random criticism and choose very care-
fully the ones you will accept criticism from, they have to be on the 
same wavelength and artists that you admire and could consider as 
mentors. Do not try to please everyone, just try to please yourself 
and make yourself feel happy with what you do. As they say you are 
your worst critic, so if you really please yourself then it means that 
you achieved your goal.

23   BE SELF-CRITICAL AND TRY TO SEE IN EACH IMAGE YOU
PRODUCE IF YOU CREATED WHAT YOU INTENDED TO CREATE. 
Be honest to yourself and always try to understand after you fin-
ished working on an image if you gave to your vision the shape you 
intended, through the way you  captured and  processed your pho-
tograph. Here be merciless and do not let anything leave your hands 
to get out into the world unless you are sure that what you are pre-
senting is 100% “you” and  your vision.

24   SHOW TO THE WORLD ONLY THE IMAGES YOU CAN 
TOTALLY IDENTIFY WITH AND SEE IF YOUR “MESSAGE” WAS 
UNDERSTOOD BY OTHERS.  
If you see that your message didn’t reach the  viewer, go back to the 
beginning of the process and try to see if maybe you were not clear 
enough. If you discover that the image is what you intended it to be, 
then you are right, if you have doubts, go back to the previous point 
and do not show images that are not 100% you.

25   BE PATIENT AND DO NOT LOSE HOPE, FINDING VISION
AND  DEFINING A STYLE DOES NOT COME OVERNIGHT. 
Some work for years to find what they are looking for in art. There 
is a common saying that speaks about one needing 10,000 hours 
of study and practice to get to the level of really mastering his field. 
While there are ways to speed this process up, this rule is generally 
true in the case of fine art photography, if you think that, besides 
the practical skills, one needs to cultivate his eye through study and 
acquire theoretical knowledge too. It is often experience and rather 
many artistic experiences combined that will get you to the point 
where you can say you found your vision and this process needs 
some time to be accomplished.
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26   ONCE YOU HAVE FOUND YOUR VISION, DO NOT LOSE 
FAITH IN IT JUST BECAUSE IT HAPPENS TO BE ONLY YOURS AND 
“NO ONE ELSE UNDERSTANDS”. 
You may have to defend your vision, your methods and approach in 
front of many naysayers or in front of those who cannot see it and 
try to replace it with what they understand. Art history is full of ex-
amples of artists that were not understood, this is a risk you have to 
take and many times this is more likely to happen than being under-
stood, especially in the beginning, if you come up with something 
new. Stand by your vision and you will eventually attain your goal 
and make yourself understood.

27   DO NOT SEARCH FOR THE ABSOLUTE TRUTH. 
To be precise, you never find the absolute truth, you just find ver-
sions of it and then you start searching again. This is art, a constant 
quest. But the manner you will search for this truth and the results 
of this search will show in your work and will reflect in and be deter-
mined by your vision. 

28   DEFINE YOUR SPACE. DECIDE THE DIRECTION YOU WANT
TO GO WITH YOUR ART AND STICK TO IT ONCE YOU FOUND IT. 
Deciding to use a certain visual space (architectural or landscape 
photography, black & white or color, realistic or surrealistic subjects 
etc) will help you create a visual language you will use in your im-
ages and this visual language will slowly become your style, your 
personal way of communicating, your vision. 

29   WORK IN SERIES. ESSENTIAL! GIVE ROOM TO YOUR 
IMAGINATION TO TELL THE WHOLE STORY. 
Follow a subject for a longer time, at least a few months, in which to 
try to create meaningful relations between the pieces of the puzzle, 
your photographs. Try to keep the same rules for the whole project: 

subject matter, frame choice, composition, tonalities, contrasts, ti-
tles etc. This framework will give you a safe space where your vision 
can unfold all its potential. It will be a space where you can be free 
but not living in anarchy. The rules of the series create enough order 
for you to feel safe and free to search for and express your vision.

30   DO NOT RELY ON YOUR GEAR OR SOFTWARE TO DO MORE
THAN IT IS SUPPOSED TO DO: BE A TOOL. 
More, bigger, newer, fancier cameras and lenses, smarter software 
will not bring more imagination or emotion in your work.  Learn your 
gear very well so you know what you require from it to create the 
kind of art that you imagine, but  try to rather limit it in order to rely 
more on yourself and less on your gear to create. This way you will 
focus more on being creative than on counting pixels and compar-
ing lens distortions. The same approach applies to software, learn it 
very well but do not expect it to create in your place.

31   NO NEED TO INVENT A NEW TECHNIQUE, YOU CAN VERY
WELL CREATE ORIGINAL ART USING AN EXISTING TECHNIQUE. 
But do try different techniques to discover which one suits your ar-
tistic goals better, finding the right tool that you can handle with 
ease will allow you to concentrate on expressing your vision and 
style and not on searching for a way to express it.

32   AIM TO CREATE ART FROM THE BEGINNING AND DO NOT
WAIT FOR WHEN YOU WILL BECOME A “PROFESSIONAL” 
PHOTOGRAPHER.  
Do not wait to become proficient in Photoshop first. Both discover-
ing a vision and a personal style as well as becoming better in pro-
cessing have to be pursued in parallel. Why? Because this is how you 
will learn the skills faster. If you need them to express yourself and 
to create what you have in mind, you will work harder to acquire 
processing skills than if your only goal was to learn a new technique. 

THE GUIDE TO VISION - 35 RULES TO DISCOVER ARTISTIC VISION 
AND CREATE A PERSONAL STYLE
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33   SLOW DOWN! PRODUCE LESS, BUT BETTER. SPEND MORE
TIME ON EACH IMAGE, EVEN IF YOU WILL CREATE LESS. 
It is more likely that you will find your vision if you spend more time 
searching for it than if you rush to finish your work before it becomes 
perfect. You are creating art, art needs time to be created. How long 
do you think a painter spends on a single painting? 
Could be months. Aim to spend just as much as you need and you 
will give yourself time to discover your vision and express it.

Imagine that you are creating your Mona Lisa every time you 
work on an image.  It is that important!

34   BE “SELFISH”! CREATE FOR YOURSELF AND FOR NO ONE
ELSE. 
Try to first please yourself with your art and do not bother about 
what others will believe. As long as you are not working on paid as-
signments, you have total freedom of expression, from choosing the 
subject to the manner you will present it. 

Use this to your advantage and leave yourself free to express your 
inner world. As a consequence you will start being in love with your 
own work and find inspiration in it.

35   CREATE FROM YOUR HEART, NOT FROM YOUR MIND.
Your vision might be a product of your mind and imagination, but 
everything starts in your heart. We need our mind to process and in-
terpret emotion so we are able to communicate it, but this emotion 
is triggered by what is happening in our heart and it aims to being 
understood by another heart not necessarily by another mind. So it 
is very important to understand what is happening at the base when 
the emotion is being born, and to allow for the process of creation to 
start from our heart.

LAST BUT NOT LEAST
DO NOT FORGET TO HAVE FUN WHILE CREATING.

Feeling good about what you do and the results of your work will 
make you unleash your creativity much easier and in a more power-
ful way. 

THE GUIDE TO VISION - 35 RULES TO DISCOVER ARTISTIC VISION 
AND CREATE A PERSONAL STYLE
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How do you translate your vision into the image while being true to 
its essence? How can you use processing to accomplish it? How do 
you talk to the world outside, to your audience about how you feel 
about the scenes you photograph, how do you transmit the repre-
sentation you have about the world to the world itself? A few ques-
tions I will try to answer to in this chapter.

How do you do all these? Not by using words, that is for sure. If you 
used words you would be a writer, but you are a photographer. So 
you need images, this is your expression tool. But how do you do so 
that these images make the viewer respond to the message, to the 
sensation and the impression you had while producing the image, 
from the idea till the final print?  You need to invent a language, a 
visual language that will convey to the outer world what you feel 
in your inner world. A language that will help you express yourself.  
And once you find this language you will have to use it as many 
times as needed till the viewer learns it and you can communicate 
with him through this language. 

This language you invent  to express yourself and that you use 
when creating your work will be your personal style.

FINDING AN EFFECTIVE LANGUAGE TO 
COMMUNICATE WITH THE VIEWER 
- STIEGLITZ’ THEORY OF EQUIVALENCE

This language must be a language that both the artist and the per-
son looking at the object of art understand. A language where the 

visual elements of the photograph, even if they might mean dif-
ferent things for each of them in rational terms, awake in both the 
same emotion. The first who realized that this is the way in which an 
image can speak to the viewer was Alfred Stieglitz. He named the 
process EQUIVALENCE and dedicated almost 10 years to studying 
it, the result of this study being the series “EQUIVALENTS”, a series 
of more than 220 images where he photographs mostly formations 
of clouds in the sky with no other element showing in the frame, 
an uninteresting subject in appearance but that became the first 
series of abstract photographs in the history of photography and 
changed the way we look at photographs. The removal of familiar 
elements such as people, landscape, buildings from the image frees 
it from conventional representations and this makes the message 
easier to access and understand. The viewer is more likely to use his 
imagination, his  cultural background and life experiences to come 
in contact with an image that does not tell him what he must see, as 
would happen with a conventional representation of the world. The 
viewer needs to find the language to “read” the photograph and he 
will resort to deeper resources to do so than he would use when 
observing a realistic image. He will have freed himself from clichés 
and will look at the image with a fresh eye.  What happens then is 
that the viewer will identify himself with an element or more in the 
photograph, based on what we mentioned before: his imagination, 
his  cultural background and life experiences, with the result that he 
will feel the emotion the photographer felt when creating the pho-
tograph. By this the viewer will have access to the vision of the artist 
who created the image, ultimately he will have access to the inner 
world of the artist and his representation of the world.

A LANGUAGE THAT
BOTH THE ARTIST 
AND THE PERSON 
LOOKING AT THE 
OBJECT OF ART
UNDERSTAND
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PERSONAL VISUAL LANGUAGE AND THE JUNGIAN THEORY OF 
ARCHETYPES

This theory and the way this process unfolds  is related to the Jungian 
theory of Archetypes. The archetypes are defined by Jung as archaic 
patterns and images which reside in the collective unconscious of 
humanity and that are common for all humans. These  images come 
to surface by entering the consciousness in different ways that are 
related to the cultural baggage and the life experiences of every per-
son and these particularities give the final shape that these patterns 
and images will take, which can differ by case but have the same 
base: the source image in the subconscious. 

This process of identifying oneself with a deeper source that car-
ries primordial meanings, common to everyone regardless of 
their apparent values, explains why it is possible to look at an 
image or work of art and feel the emotion of the artist while not 
even having the same convictions, cultural base or life experi-
ences with him. That explains why, while we and the artist are dif-
ferent persons, with different representations of the world, we can 
still communicate and we can have access to his representations and 
feel the artistic  emotion even if we do not know his intention and 
his vision for his work.
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In the case of photography, as long as you work in a digital medium, 
the language you will use to communicate through your images will 
be, apart from the way you capture the subject, also your process-
ing. To a big extent, this language will be your processing even if 
you work with film, since film photographs are also shown digitally 
nowadays. So you have to find or develop a processing technique, 
a processing style that, together with the way you photograph, can 
translate your vision to the viewer in the best way possible. In the 
first phase you need to identify the elements you can use to create 
your photographic language, the language you use to communicate 
to your viewer. 

This might be a characteristic way of processing in which you use 
a certain type of lighting, or some specific tones predominantly to 
create a certain atmosphere that can be found in all your images 
and that express your artistic credo and idiosyncrasy.  Together with 
the way you capture your work: the use of certain subjects, shapes, 
points of view, even the use of certain lenses, your processing style 
will  create a specific language, a characteristic personal style. 

In essence, this language you invented and you use to
communicate is your personal style, your signature, your own

inner world shaped in symbols.

This is why you need to have a personal style, a set of elements that 
is your signature and that will set you apart. It is not artistic arro-
gance, it is not because the critics say so or because you need to 
enter the history and be known for something characteristic. It is 
because you need to invent a language, your own language, to com-
municate with the viewer. When you say: “This is a van Gogh.” you 
are not only referring to the specific colors, textures, light etc. in van 
Gogh’s paintings and to the way he handles them, you refer to his 
whole world: to his entire art and way of thinking, to his passion for 
life and creation, passion that took him to the limits many times, but 
that made possible for some of the most beautiful and more char-
acteristic pieces of art of humanity to come to life. You see all these 
in his works and you do not need to read anything about his life to 
understand what you see, because he managed to create his own 
language which is able to speak through his images for himself. But 
what van Gogh did, in essence, was to use his tools in an unique and 
meaningful way so to convey his ideas through works created with 
these tools. In a way, van Gogh’s paints and brushes were his “pro-
cessing tools”. Therefore, it is the same with the Fine Art photog-
rapher, he also uses his “processing tools” to recreate the world of 
his mind in his works,  the only difference is that instead of the real 
brush, the fine art photographer of today is using the digital brush 
to transfer his inner world into his images. 

YOU NEED TO 
INVENT A
LANGUAGE, YOUR 
OWN LANGUAGE, 
TO COMMUNICATE
WITH THE VIEWER

CONTENTS



COMPOSITION AS A BASIS FOR CREATION
CHAPTER 08

INSIDE THIS CHAPTER

 WHAT IS COMPOSITION 
 COMPOSITIONAL PRINCIPLES AND RULES

COMPOSITION AND LIGHT - LEARNING FROM THE MASTERS 
SIMPLICITY - LESS IS MORE
VERTICAL LINES: PARALLEL  VS. CONVERGING LINES
MOVING AROUND THE SUBJECT
SUBJECT PLACEMENT - RULE OF THIRDS - DEFINITION
SUBJECT PLACEMENT - RULE OF THIRDS - THE ANCHOR POINT  
SUBJECT PLACEMENT - THE DIAGONAL RULE AND THE GOLDEN TRIANGLE RULE
SUBJECT PLACEMENT - THE DIAGONAL RULE AND THE ASCENDING VS. THE DESCENDING DIAGONAL   
SUBJECT PLACEMENT - THE GOLDEN RATIO & THE FIBONACCI SPIRAL 
THE RULE “VISION COMES BEFORE GEAR” 
FOREGROUND 
BACKGROUND
FOREGROUND AND BACKGROUND
VIEWPOINT AND ANGLE
LEADING LINES
CREATING DEPTH
BALANCE AND ELEMENTS IN DIALOG  
NEGATIVE SPACE 
SYMMETRY VS ASYMMETRY 
LIGHT AND SHADOW - COMPOSITIONAL ELEMENTS 
LIGHT AND SHADOW - TONAL CONTRAST 
FORMAT AND FRAMING
REPETITION AND PATTERNS - RHYTHM
REFLECTIONS AND MATERIALS
EXPERIMENT - DO IT YOUR WAY 

JULIA ANNA
GOSPODAROU

08

NEXT CHAPTERPREVIOUS CHAPTER

BOOK CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 72

Composition is something that one can feel, but also that one 
can learn; it is the art of combining the parts to make a pleas-
ant and meaningful whole and the secret of how to combine the 
visual elements to make an outstanding image.  

Composition can create a strong and compelling photograph or a 
weak and uninteresting one. It is the first thing that matters in an 
image, if the composition is bad, there is no way an image can be 
“saved”. A good composition is what will keep the viewer in the 
photograph to discover the vision of the artist and the message he 
wants to convey. 

The aim of the compositional rules is to improve the balance, the 
interest, the harmony in the image, to help the viewer  reach the 
point of interest in the frame and understand the message of the 
photograph, either the message is something complex and abstract 
or simply beauty. By learning the general rules of composition 
we educate our eye to discover much easier in real life the po-
tential of an image and by that to identify interesting frames 
and not miss great shots. 

Rules are made to be broken, but before you break them, you have 
to know them and understand how to interpret them, so you can 
later break them to obtain the effect you aim for. Knowing the clas-
sic rules of composition will help you find that exceptional element 
in the frame which leads to breaking the rules, because it becomes 
more powerful than them, so powerful that it can create a new 
rule by itself. 

A good composition does not just happen, it is the outcome of the 
ability of the photographer to see the scene, to react to what he 

sees and to know what is effective in conveying the message of the 
image. A good composition comes partly from the photographer’s 
natural artistic abilities, partly from the amount of artistic education 
he has acquired, either formally or by observing and assimilating the 
manifestations of art around him.

There is never just one good or proper way 
to compose a scene. 

Even when photographing from the same point and not changing 
anything but the way we look at the  scene, even more though if 
we change the point of view and try to discover new angles, we can 
come up with various good compositions, but to manage that, we 
first have to learn to see, to see the strong points of the scene and 
how to combine them to create a compelling image. This is what 
composition rules try to teach: different examples of good compo-
sition that will educate the eye and help you discover new ways of 
seeing.  

Most of the rules I am referring to here are empirical rules, as most 
rules in art are, formulated after many centuries of observing the real 
scenes and also after studying all the visual arts depicting them, and 
by identifying and studying the impact each kind of image had on 
its viewers. They can be easily identified in many works of art and in 
the good photography we see around us and in many cases they can 
explain why we like  a certain image but dislike another.  Some of the 
ideas here are well-known and evident, some others are personal 
considerations that I have discovered after working in the field of im-
age, of  architecture and photography, after studying and admiring  
art for the longest time.

A GOOD 
COMPOSITION
IS WHAT WILL KEEP 
THE VIEWER IN THE
PHOTOGRAPH

COMPOSITION AS A BASIS FOR CREATION
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The best and most pleasant way of learning  the rules for a correct, 
agreeable and effective composition is to study classic painting, 
drawing, sculpture, architecture and classic photography. 

Paintings can tell us about the use of light - see for instance the Rem-
brandt lighting (type of lighting used in portrait photography where 
the light sources are positioned in such way that they illuminate one 
side of the subject’s face while creating a small triangle of light un-
der the subject’s eye on the dark side of the face), or the way Ver-
meer use the light coming from a window that softens the textures 
on his subject’s face. What they teach us is that one should always 
look at the light: its intensity, direction, color, hardness/softness and 
choose the best moment and lighting to capture the scene. 

Paintings  can also tell us countless things about composition.

All great masters compose their frames perfectly, they know exactly 
what to keep inside and what to leave out, and also how to priori-
tize the relations between objects in the frame to make the eye stay 
there and explore until it assimilates all the meanings.  What is most 
important is to realize that the masters of painting do not copy what 
they see in front of them, but always filter reality through their mind 
and soul, so they can recreate it in a personal way. They use reality 
as a base for creation and composition is one of their most powerful 
tools for reinterpreting reality and creating a compelling and unique 
object of art, an object that will represent them.

ALWAYS FILTER 
REALITY THROUGH 
YOUR MIND AND 
SOUL, SO YOU CAN
RECREATE IT IN A
PERSONAL WAY
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A great way to cultivate the eye for composition is to go to a mu-
seum with classic paintings, or any other current except for the ab-
stract and contemporary ones. I love abstract art, but you cannot 
easily study classic theory and composition rules on it, modern art is 
though a very interesting way of learning about how to break these 
rules.

Studying the classic  masters of painting is the best way to learn the 
basic rules of any art, including photography. Being able to feel and 
apply these rules will make breaking them a possibility to create a 
special effect or an unexpected look in an image. 

Mastering these rules is actually so fundamental that they come 
before even knowing how to use your camera. 

You can always learn about ISO or exposure or depth of field  by 
experimenting yourself, but you would never create a compelling 
image without knowing what makes a compelling image in the first 
place, and this is composition and light. Look at photographs, but 
also at paintings and sculptures, drawings, architecture or just pure 
nature. The secret here is to have seen so much of everything that it 
becomes a second nature, a second mother tongue. It is like learn-
ing a language, the more you practice, the more you use it subcon-
sciously, without even thinking about what you do. And only then 
can you break the rules knowing what you are doing and not im-
provising.

COMPOSITION AS A BASIS FOR CREATION
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The first and most important compositional rule is to seek for 
simplicity in building the image.

This is the best way to convey your message. 

Simple means beautiful. 

The less cluttered an image is, the more likely it is that the viewer will 
find a more profound connection to it.

Decide what you intend to emphasize and why and leave out of the 
frame everything else. Whatever is not important for the story is not 
important at all. There is a reason why minimal compositions have 
such a great emotional impact. 

In order to realize a photograph that is simple but full of meaning it 
is vital that you first identify your vision of the final image, that you 
find the one element that speaks to you in the object in front of you 
and decide how you will emphasize it to convey your unique view: 
how you work with lines, shapes and light.

WHATEVER IS NOT
IMPORTANT FOR 
THE STORY IS NOT
IMPORTANT AT ALL

COMPOSITION AS A BASIS FOR CREATION
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The first issue to be decided in architectural photography: 

Do I want the vertical lines to be parallel or converging?

In professional architectural photography and real estate photogra-
phy parallel vertical lines are a necessity and a requirement from the 
vast majority of clients.
In fine art architectural photography the photographer is left with 
the choice: parallel or converging vertical lines.

PARALLEL VERTICAL LINES

Choose parallel vertical lines for a sense of stability and balance and 
to keep the aspect of the building as close to the real image as pos-
sible.

METHODS FOR ACHIEVING PARALLEL 
VERTICAL LINES:

- Use a tilt-shift lens to control perspective: gives the possibility
to modify the lens plane independently from the sensor plane by

tilting and by shifting the lens relative to this plane. The function 
that controls the parallelism or convergence of the vertical lines is 
the shift, when it is done as an up and down movement. I will pres-
ent more details about the movements of the tilt-shift lens and 
about the lens in general further in this book (chapter: “The Tilt-Shift 
Lens as Main Tool in Architectural Photography”) 

- Use a telephoto lens and shoot from far enough for the building 
surface to be relatively on the same plane with the camera’s sensor
and no camera tilt needed to frame the photograph.

- Use the correction tools in Photoshop, Lightroom, DxO  View
Point  or other software to correct the parallelism of the vertical
lines.  DxO View Point 2 is my favorite program for correcting wide
lens deformations in architectural subjects, since it is a straightfor-
ward tool that has very accurate and easy to get results, doing most 
of the job for you and. The disadvantage of correcting deformation
in post-processing is that you need to crop the photograph tighter
after correcting, losing by this the parts of the image that do not fit
in the frame anymore, together with slight loss in image quality.

CHOOSE PARALLEL
VERTICAL LINES 
FOR A SENSE OF 
STABILITY AND 
BALANCE

COMPOSITION AS A BASIS FOR CREATION
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CHAPTER 08          BALANCE AND ELEMENTS IN DIALOGCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

– Balance your subject with another of the same importance op-
posite and symmetrical to the first. Symmetry can bring a sense
of stability and balance in the image and works best with similar or
similar looking objects.

– Use contrast to create balance in an image, opposing bright with 
dark objects (areas) in the frame.

– Use the disposition of light in the frame to balance the image
and guide the eye into the frame. You can change the light balance
of the original scene to suit this objective, just like a painter would
do with the scene that he paints. 

– Relate the objects/subjects with one another using visual el-
ements (lines, shadows, similar materials) that you can find in the
scene or by controlling the light and setting “connecting paths” af-
terwards in post-processing. 

BALANCE AND ELEMENTS IN DIALOG
COMPOSITION AS A BASIS FOR CREATION
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CONVERGING VERTICAL LINES

Choose converging vertical lines for a sense of dynamism, to intro-
duce tension and use the resulting perspective in a creative way.

METHODS FOR ACHIEVING CONVERGING 
VERTICAL LINES:

– Move closer to the subject, use a wide-angle lens  and tilt the 
camera related to the building’s vertical plane to frame your sub-
ject.

– Shoot from very close to a building orienting the camera up-
wards to increase the converging effect.

The maximal converging effect will be obtained by positioning the 
camera upwards and leveling the sensor (film) plane in a horizon-
tal position. This method ensures at the same time that the paral-
lel (perpendicular) horizontal lines of the building will not create an 
angle with the sensor, so they will remain parallel (perpendicular) 
in the photograph also. In the case where the camera is not hori-
zontally leveled, the parallel horizontal lines will also converge to a 
vanishing point, thus not appearing parallel in the frame.

CHOOSE 
CONVERGING
VERTICAL LINES 
FOR A SENSE OF 
DYNAMISM
AND TO 
INTRODUCE
TENSION
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One of the most important rules in photography is to move in 
order to take your photograph. 

Finding the best composition has to do very much with finding the 
best vantage point, the best angle and the best distance to the sub-
ject and this can be discovered only by walking around the subject, 
studying it from all possible points of view. 

Always spend some time before you start shooting to consider all al-
ternatives you have for taking the photograph. Take a few test shots 
and compare them to find the ones which work best and only then 
proceed to taking the final image.

COMPOSITION AS A BASIS FOR CREATION

MOVING AROUND THE SUBJECT

CHAPTER 08          MOVING AROUND THE SUBJECTCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES
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Like most of the compositional rules, the rule of thirds is not exactly 
a rule in the common sense of the word, but mostly a guideline, an 
empirical compositional consideration that can improve the balance 
and interest of the image by guiding the eye in the frame.

If we wanted to define this rule we would say that, in order to apply 
the Rule of Thirds, we need to: 

Place your subject on one of the four intersections between the lines 
that divide the frame in equal thirds horizontally and vertically in 
order to get a harmonious result.

One good practice, especially in landscape photography, but also 
in cityscapes and other architectural images is to place the horizon 
line on the upper horizontal line of the rule of thirds. It is something 
I tend to do instinctively and it gives me balanced and harmonious 
results.

COMPOSITION AS A BASIS FOR CREATION

SUBJECT PLACEMENT - RULE OF THIRDS - DEFINITION
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RULE OF THIRDS PRINCIPLE 
- SUBJECT PLACEMENT

MYSTICAL   © JULIA ANNA GOSPODAROU 2012 
- ATHENS
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The right side of the image, and especially the lower right intersec-
tion point, is considered to be the most powerful and effective point 
of the frame. This point is considered an anchor point for the eye in 
the frame.

WHY THE LOWER-RIGHT INTERSECTION PLACEMENT 
IS SO POWERFUL

There are few explanations as to how this rule was created, some ar-
tistic and others technical, related to the the way we educate our eye 
from an artistic point of view and how our brain dictates us to react 
based on a behaviour that has to do with certain reflexes.

THE ARTISTIC-VISUAL EXPLANATION

I will start with the artistic-visual explanation, which is that we rec-
ognize this composition as good because we learned to look like this 

COMPOSITION AS A BASIS FOR CREATION

SUBJECT PLACEMENT - RULE OF THIRDS 
THE ANCHOR POINT - LOWER/RIGHT INTERSECTION IN THE FRAME
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RULE OF THIRDS 
PRINCIPLE

- THE ANCHOR 
POINT 

at images, regardless of them pertaining to photography, painting, 
drawing or other two-dimensional visual representation. 

The eye starts to be trained from the first moments of life and it 
learns mainly by repetition. We see things many times and they be-
come “rules” to us, they become the “right” or the “wrong” image of 
something. It is the same with education in art. We learn that some 
images are beautiful or not by observing countless other images 
based on the same principles. The principles by which we consider 
an image compositionally good  have to do with its structure, that 
has to be correct from different points of view (clarity of composi-
tion, good geometry, a certain disposition of the visual elements in 
the frame etc.).  Since we are more likely to see good works of art by 
visiting exhibitions, reading books, being taught in school, or simply 
by coming in contact with them in other ways, little by little, as we 
get used to these compositional patterns, we start to use them as 
“model images” to evaluate all the other images we see. In time we 
reach a moment where they become a rule in our mind without us 
even being conscious of its existence, but this rule works in the back-
ground of our mind every time when we interpret an image. 

One of these compositional patterns or rules is also: “the rule of 
placing the subject in the lower right side of the image for maxi-
mum impact”. 

This way of placing the subject in the lower right area of the frame 
was used from the oldest times in visual arts and in a way we can say 
that it was passed on in the collective memory of the viewers as one 
of the right ways to present an image. This is true in the case of most 
compositional rules, but especially with this one, since it is one of the 
most effective ways of getting a good composition and one of the 
most recognized by the eye.

WE SEE THINGS 
MANY TIMES AND 
THEY BECOME 
“RULES” TO US,
THEY BECOME THE
“RIGHT” OR THE 
“WRONG” IMAGE 
OF SOMETHING
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THE TECHNICAL EXPLANATION

To the artistic/visual explanation we can add some technical expla-
nations that have to do with how we react based on some behav-
ioral reflexes we created. 

1/ “Reading” the image

One of them has to do with the fact that we tend to “read” an im-
age the same way we read a text, meaning from left to right and 
from up to down. This way of reading is characteristic mostly to the 
Western world, but since most of the art that has received universal 
acknowledgement and has universal exposure over the centuries 
comes from the Western world, we can come back to the previous 
artistic/visual explanation, and based on that we can assume that 
it was mainly in this way that people coming in contact with art in 
general have trained their eye. Of course there are other principles 
that stand in “reading” an image, based on other ways of reading 
a text, but they are a minority since the art belonging to other cul-
tures, thus their way of reading,  has not been exposed universally in 
the same measure, for better or for worse. 
To come back to how this way of seeing  happens in practice we can 
say that, since the eye travels in the frame from left to right and from 
up to down, just as if “reading” the image, when it finds an element 
at the end of its way (the lower right intersection point is this end) 
this will keep the interest of the viewer within the photograph and 
not let the eye come out of the frame and go to the next image as if 
to the next page in a book. 

2/ Comparing the image with what we see in the real world

Another explanation as to why the lower side of the image is the 
most powerful is because the eye is used to travelling from up to 
down, the same as when we are first looking at the sky (which is 
an open and bright surface in front of us) when we watch a scene 
and then going down to the ground which is usually darker, thus 
drawing less attention, so it will be the last one we will observe in 
the scene, as we examine it and the last one we will concentrate on.

3/ Interpreting an image based on our reflexes

WHY THE RIGHT SIDE IS MORE EFFECTIVE 
THAN THE LEFT SIDE?

There is a simple explanation to this and it is related to where the 
eye has been educated to look first, related to the right-hand being 
dominant in the majority of people. 

How does this work in practice? The large majority of people be-
ing right-handed, they are more used to look towards the right side, 
where they would keep an object in their “good” hand, therefore the 
tendency to place important objects to the right side of the image 
in order to emphasize them, since the eye goes there instinctively. 
What happens with left-handed persons?  Again, going back to the 
artistic/visual explanation, the left-handed persons have seen so 
many images built on this principle (lower right corner is the good 
corner) that they have gotten used to this and also subconsciously 
consider it a rule.
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WIRED SYMPHONY ©  JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

THE SHAPE OF LIGHT III ©  JOEL TJINTJELAAR 
- ROTTERDAM
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The Diagonal Rule states that an image looks more dynamic if the 
subject(s)  is (are) placed following a diagonal of the frame. The re-
sult can be an actual line or just an imaginary one that connects the 
different parts of the subject or subjects in the case of multiple sub-
ject.

The Golden Triangle Rule is an extension of the Diagonal Rule and 
states that, in addition to the fact that the diagonal is a very strong 
compositional element, the points and lines that result when joining 

the free corners of a rectangle with the diagonal by means of a per-
pendicular are also strong compositional elements. Placing leading 
lines along these compositional lines and subject(s) in their points of 
intersection will create strong compositions.

THE DIAGONAL RULE AND THE GOLDEN TRIANGLE 
- SUBJECT PLACEMENT 

LIKE A HARP’S STRINGS III - RISING   © JULIA ANNA GOSPODAROU 2012 
- ATHENS. KATEHAKI PEDESTRIAN BRIDGE, ATHENS 

The subject is placed on an ascending diagonal and the clouds 
intersecting the object follow the direction and position of the golden 
triangles.
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The  Rule of ascending vs. descending diagonal says that: 
The ascending diagonal  seems more dynamic, positive and gen-
erally more likely to impress and create a pleasant impression 
and sensation to the viewer than the descending diagonal. 
Therefore any object placed  to match an ascending diagonal will 
be more likely to create an impressive compositionally image with  a 
more positive impact. 

The explanation of this rule is intuitive: an object whose main di-
rection is from ground to sky seems a more natural object since it 
can be compared with everything that has this direction in nature: 
trees and most plants that rise towards the sky, buildings and even 
people that have as support the ground but their natural position 
is standing and looking up.  Why the diagonal? Read the previous 
chapter again!

KATECHAKI PEDESTRIAN BRIDGE ATHENS © JULIA ANNA GOSPODAROU 
2012 - ATHENS

KATECHAKI PEDESTRIAN BRIDGE ATHENS © JULIA ANNA GOSPODAROU 
2012 - ATHENS

THE ASCENDING VS THE DESCENDING DIAGONAL
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The Golden Ratio and the Fibonacci Spiral are two similar rules that 
aim at creating harmonious and balanced compositions. 

Approximately Φ=1,618, the Golden Ratio (named Φ) creates a rect-
angle that is considered to be the epitome of beauty and balance 
and it has been used to create harmonious compositions from an-
cient times in architecture, art and later in photography. 

The Golden Rectangle consists of a square and another smaller gold-
en rectangle attached to it and it can be drawn starting from the 
initial square (see image).

Having its origins in Indian mathematics and named after Leonardo 
of Pisa, known as Fibonacci, the Fibonacci numbers are: 0,1,1,2,3,5
,8,13,21,34,55,89,144... each subsequent number being the sum of 
the previous two. The relation between the Fibonacci numbers and 
the golden ratio is that the ratio between two consecutive Fibonacci 
numbers is very close to the golden ratio. 

The Fibonacci Spiral construction is based on the Fibonacci numbers 
(see image). The Fibonacci Spiral and the Golden Rectangle have 
many similarities and are used in the same way to create a balanced 
composition. 

SUBJECT PLACEMENT - THE GOLDEN RATIO AND THE FIBONACCI SPIRAL

FIBONACCI SPIRAL 
- SUBJECT PLACEMENT 

THE GOLDEN RATIO 
- SUBJECT PLACEMENT 
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Let’s have a look in the  following images at two examples of how 
the Golden Ratio and the Fibonacci Spiral can apply in architecture 
and photography. 

The best known example of applying the Golden Ratio and Fibonac-
ci spiral in architecture is considered to be the composition of the 
façade of one of the most admired building of all times, the Parthe-
non temple in Athens, Greece.  The façade of Parthenon perfectly 
inscribes in a Golden Rectangle and notice what happens inside this 
Golden Rectangle in the example and how the most important con-
struction lines follow the division in squares of the golden rectangle. 
In the case of photography I illustrate the Fibonacci Spiral with an 
image of the entrance to the  Mexican Embassy in Berlin where I 
used the same principle to guide the eye towards the most impor-

tant point of the image  through the disposition of the main lines of 
the structure. 

Another rule that the Fibonacci spiral and the Golden Rule  state is 
that the most important area of an image is located near the bot-
tom right corner of the image, approximately 1/4 of the image up 
and 1/4 of the image to the left, which is roughly what the “Rule of 
Thirds” states about the strongest point of an image being at the 
intersection of the lower third of an image  and the right third.  We 
do not need to apply this rule religiously, as from what you can see 
in the images below, the composition works well also when placing 
the main point of the frame in other places than the lower fourth, 
but have this observation in mind as a guideline for the cases it may 
apply.

SUBJECT PLACEMENT - THE GOLDEN RATIO AND THE FIBONACCI SPIRAL

THE GOLDEN RATIO AND FIBONACCI SPIRAL IN ARCHITECTURE: 
PARTHENON'S FAÇADE COMPOSITION

THE FIBONACCI SPIRAL IN PHOTOGRAPHY: 
MEXICAN EMBASSY BERLIN © JULIA ANNA 
GOSPODAROU 2012 - BERLIN

THE FIBONACCI 
SPIRAL AND
THE GOLDEN RULE 
STATE THAT
THAT THE MOST 
IMPORTANT
AREA OF AN IMAGE 
IS LOCATED NEAR 
THE BOTTOM
RIGHT CORNER OF 
THE IMAGE
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A camera does not take a photograph. 
The eyes, mind and soul of 

the photographer do. 

A camera is a helpless piece of metal and plastic 
with no brain and sensibility if not guided by an 
inspired mind, by a heart and by a vision.

The image that the camera will take was not even 
born inside of it. This image precedes the camera 
and starts by being a VISION, an INTENTION,  a 
need the photographer sees, has and feels and 
that has to do more with expressing one’s inner 
world than with the medium that was used to 
bring the emotion, thus the image, to life. Fine 
art photography can be created even with a toy 
camera and a plastic lens.

THE RULE OF “VISION COMES BEFORE GEAR”

LIKE A HARP’S STRINGS VI - ENCORE   © JULIA ANNA 
GOSPODAROU 2013 - ATHENS
KATEHAKI PEDESTRIAN BRIDGE, ATHENS

This view of the subject is visible only from a very specific 
point and only to those who have studied the subject 
well. Finding this view and realizing how you could create 
a story starting from it is what Vision means and the 
result explains why Vision comes before gear: the camera 
alone could never create this view, one needs vision to go 
beyond the evident and bring it to surface.
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We usually talk about the background when we compose and ana-
lyze a photo, but both foreground and background are equally im-
portant in creating a powerful image. 

Including the right element in the foreground can enhance an image 
in many ways: create tension, lead the eye to the subject, create bal-
ance, introduce scale to the image. The foreground can be created 
by other elements introduced in the frame (i.e. ground, different ele-
ments situated in front of the subject) or by the subject itself when 
it is shot up close and it fills the frame (or it fills the foreground) and 
when its lines/edges act like leading lines in the frame.

Using wide and super-wide angle lenses is a great way to emphasize 
the foreground. A 17-40 mm lens on a full frame camera or a 10-24 
mm lens on a crop camera will make even a small subject placed in 
the foreground look important in the frame. Also these lenses will 
give the best sense of convergence of lines in an  image, creating a 
dynamic look by exaggerating perspective. 

The most common mistake with respect to the foreground is to keep 
in the frame more than necessary for the idea to be conveyed. Un-
necessary and distracting foreground elements can ruin an image 
that otherwise would have been interesting. This happens usually 

when we photograph the subject from too far away, or with a wider 
lens than what we should use. 

A way to avoid cluttering the image and to keep it clean and strong 
is to always be aware of your foreground and include in the image 
only the elements that will sustain the subject and work well with it. 

To keep out of the frame unwanted foreground elements, change 
your viewpoint in order to position the foreground in the right rela-
tion to the subject. Move closer to the subject or change the lens 
in order to limit or eliminate the unneeded foreground. Care must 
be taken when a foreground element overlaps the subject, it must 
not look as if it was an accident. Moving right or left can change the 
perspective completely and is one of the first things one needs to do 
before taking a photograph. Even in the case when the frame we see 
in the viewfinder looks fine, it always pays off to look for a slightly 
different angle, be it only for researching purposes. 

If you cannot avoid the foreground, show it. 

Use it as a framing element, or to give a sense of scale to the image, 
or even in a dialog with the main subject.

FOREGROUND
COMPOSITION AS A BASIS FOR CREATION

CHAPTER 08          FOREGROUNDCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES
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Choosing or creating a good background for your subject is winning 
half the battle, if not more. Many times underestimated when some-
one starts out in photography, the background is what we should 
look at right after choosing the subject, if not before, because re-
gardless how interesting the subject is and how outstanding our 
vision is, if the subject and the background are not working well to-
gether, if they are not bringing out one another, the end result will 
be below expectations and a potentially good image can be lost. 

HOW TO CREATE A CORRECT, SUITABLE AND COMPELLING 
BACKGROUND FOR AN IMAGE: 

– Always look carefully at your background before you shoot. Make
it a habit.
– Think of your background as if it were another subject.
– Think whether you want the background in your shot at all. 
– If it adds to your idea, if it interacts with your subject, it has to be
seen. Use small aperture (high f-stop – f/8 and higher) to increase
the depth of field and include the background in the photograph.
– If the background is disturbing or shifts attention from your sub-
ject to unrelated elements, it should be left out. This is the case
when the background is too busy, too colored, contains unaesthetic 
elements or it just does not fit your vision.

In long exposure architectural photography the sky is the best 
and most effective background. As a background, it should follow 
the same principles as a normal background: to be a supporting ele-
ment that enhances the image by emphasizing the subject, mean-
ing it should be simple, rather minimal and not in competition with 
the building.

METHODS TO ELIMINATE DISTURBANCES IN THE BACKGROUND:

– Move, search for a different point of view (sometimes it is enough
to move a step and the background changes completely).
– Shoot from lower or higher (find a higher or a lower surface from
where to take the shot).
– Use a shallow depth of field (large aperture – small f-stop, f/4 and
lower) - this works well with architectural details.
– Move away from your subject, use a telephoto lens or zoom in (this 
will compress the perspective and lessen the depth of field, thus
sending the background out of focus if it is at a certain distance from 
the subject, meaning out of the focus field) – this also works well
with architectural details.
– Fill the frame with your subject - zoom in and crop tight around
your subject eliminating the background.

BACKGROUND
COMPOSITION AS A BASIS FOR CREATION

CHAPTER 08          BACKGROUNDCOMPOSITION AS A BASIS FOR CREATION
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CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 92

WATCHING OVER THEM  © JULIA ANNA 
GOSPODAROU 2010 - ROTTERDAM

FOREGROUND
AND BACKGROUND

An example of how to use the foreground 
and background to your advantage.

On the right you have the scene I had in 
front of me when this photo was taken. 
There was not enough time to change my 
point of view so I had to act fast and use 
what I had available. This left me with a 
very cluttered foreground that had to be 
removed, so I approached the bridge and 
used a long lens to frame the shot. The 
background was also cluttered and did not 
permit a clear shot of the bridge, but that I 
used in a creative way in order to suggest 
the spirit of the area: the Erasmus Bridge 
watching over the Rotterdam skyline.

CHAPTER 08           FOREGROUND AND BACKGROUNDCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES
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The viewpoint and shooting angle are among the key factors 
that can make the difference between an outstanding shot and 
an average one. 
Choosing them is also vital in conveying a certain feel of an image, 
as a subject can look totally different viewed from a different point 
of view or angle.

HOW TO APPROACH THE SUBJECT IN ORDER 
TO FIND THE BEST VIEWPOINT AND ANGLE 
TO PHOTOGRAH IT

– Study the building from all angles and distances before deciding
what your viewpoint will be.
– Decide what you want to convey with the photo to be able to
choose your viewpoint right.
– Fill the frame with your subject if you are interested in showing
only the building itself.
– Use a wide angle lens to show the building and its surroundings if
the surroundings add to the idea you want to convey with the shot.
– Use a telephoto lens to get closer to your object and compress
perspective if you are interested in a detail.
– Look for unusual, original angles to get a different feel of the im-
age. Search for alignments, overlapping, prominent corners or other
elements, vanishing points, play in the textures or shapes of the ar-
chitectural object, tilt the camera, balance between full and void,
positive and negative, or search for a point of tension between the

two. Choosing a lower or a higher viewpoint than the eye-level can 
change the spatial relationships in the frame, create surprising per-
spectives and give a new meaning to the architectural object that 
we photograph. 

MODERN VS HISTORICAL BUILDINGS 
- HOW TO APPROACH THEM

In general, the older the building, the more the inclusion of the en-
vironmental context in the image, will help especially for isolated 
buildings. Also a straightforward simple composition will more likely 
emphasize the beauty and history an old building holds inside.

On the contrary, the more modern a building is, the less context is 
needed and the more abstract the photograph can become in order 
to convey the idea.

A question of choice is for instance the way we will photograph an 
old building included in the  network of the modern city, or an old 
façade framed by modern buildings. If we intend to show the old 
building in its context and the relation it has with the modern archi-
tecture we will use a wide lens and include part of the context in the 
image. If, on the contrary, we want to emphasize only the old build-
ing itself, we will opt for a telephoto lens (or get closer) and crop the 
building out of its context.

VIEWPOINT AND ANGLE
COMPOSITION AS A BASIS FOR CREATION

CHAPTER 08          VIEWPOINT AND ANGLECOMPOSITION AS A BASIS FOR CREATION
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VIEWPOINT AND ANGLE

GUGGENHEIM MUSEUM NEW YORK II © JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

GUGGENHEIM MUSEUM NEW YORK I ©  JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

ANGLE VIEW HIGHER THAN THE EYE LEVEL

CHANGING THE ANGLE OF VIEW CAN UNFOLD A COMPLETELY NEW VIEW OF THE SUBJECT
- DIFFERENT SHAPES, COMPOSITION LINES, DIFFERENT FEEL OF THE IMAGE  - GUGGENHEIM MUSEUM - INTERIOR - NEW YORK

ANGLE VIEW LOWER THAN THE EYE LEVEL
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CONVERGING © JULIA ANNA GOSPODAROU 2012 
- ATHENS

CHAPTER 08          LEADING LINESCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

A leading line will be the one to draw the eye into the photograph 
and guide it throughout the image guiding it during its journey that 
ends with the main subject. 

Making use of leading lines is a effective method of emphasizing 
the subject and creating dynamism in the photograph. An image 
may have a single leading line or multiple, more complex lines that 
can create a leading net. All the leading lines in a net have to work 
together converging, directly or indirectly, to the point that we want 
to emphasize the most, the main subject.

HOW TO USE LEADING LINES IN COMPOSITION

– Place your subject at the end of a leading line or at the  conver-
gence of a series of lines, creating tension in the image.

– Leading lines can be straight, curved, radial, diagonal, zigzag and 
have to be predominant in the frame, they have to be giving a direc-
tion and not be randomly placed.

LEADING LINES
COMPOSITION AS A BASIS FOR CREATION
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Depth in a photograph is the characteristic that separates a 
two-dimensional looking image from a three-dimensional 
looking one. Since the photograph is a two-dimensional medium, 
creating depth will be achieved by using a few techniques and by 
keeping some simple principles in mind (and applying them).

THE MAIN INSTRUMENTS USED IN ORDER TO CREATE 
DEPTH ARE:

– Creating perspective. One of the most suggestive ways of cre-
ating perspective is by using converging lines. In a perspective the
parallel lines converge at infinity, at a point called the vanishing
point. Whether the vanishing point is in the frame or not, the sug-
gestion of depth will be emphasized by the use of converging lines
that will lead the eye into the frame.

– Create 3 main planes: foreground, middle-ground and back-
ground. The three main planes need to be well defined and well
sustained both by the compositional elements that create them as
well as by how we process the image (see below how to use process-
ing to create depth in an image). Additional/secondary planes can
work well in combination with the main planes if they are subordi-
nate to them, again from the point of view of geometry and also of
processing.

– Creating layers by overlapping elements. The elements in the
foreground will be bigger, the ones in the back will look smaller. The 
difference in size creates the impression of depth.

– Creating depth by using framing elements. A framing element
placed in the foreground (a built framing element - another struc-
ture or part of a structure,  or a natural one - vegetation for instance) 
can add depth to an image by creating a new layer that will make
the viewer compare the elements in the foreground with the subject 
and  will help to emphasize the latter by leading the eye to it. 

JULIA ANNA
GOSPODAROU

CHAPTER 08          CREATING DEPTHCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

CREATING DEPTH
COMPOSITION AS A BASIS FOR CREATION

ATTITUDE ©  JOEL TJINTJELAAR 2013 
- NEW YORK CITY

CREATING DEPTH BY USING LAYERS  
AND ATMOSPHERIC PERSPECTIVE

EMPIRE STATE BUILDING, NEW YORK
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– Creating depth through processing (the principles of atmo-
spheric perspective). According to the laws of perspective and of 
atmospheric dispersion, known by the name of atmospheric per-
spective, the objects which are closer to the viewer are better de-
fined and their details are perceived clearer than the objects which 
are farther away from the viewer. The particles of dust and water in 
the air (even in the cleanest and driest of atmospheres) act like the 
fog that is obstructing the view gradually and make the objects lose 
their details as the eye travels into the depth of a scene.

Based on these principles, in two-dimensional representative fine 
arts (painting, drawing etc.) it is generally accepted that in a scene 
the contrast and definition of the object in the foreground will be 
more accentuated than of those in the background. Using this prin-
ciple as a guideline we can create depth by using light shaping in 
post-processing to emphasize the objects in the foreground and 
leave the background less accentuated. We can create depth, pres-
ence and luminosity in post-processing by using contrast to define 
and separate volumes.

– Creating depth by differentiating texture & structure. Accord-
ing to the laws of perspective and of atmospheric dispersion, the 
same law we applied in the previous paragraph, we can add depth 
in the image by emphasizing the texture and structure of a volume 
which is in the foreground and by softening the texture of the ob-
jects that are far away. This can be done by altering the contrast 
in the image differentially: increasing it in the objects in the fore-
ground and decreasing it in the ones in the background.

– Using negative space to create the sense of distance/depth. 
Usually the negative space that will give the impression of depth will 
be placed in front of the subject to make the eye “travel” the dis-
tance to that.

– Creating or removing depth by using a wide or long lens. As a 
rule, wide angle lenses emphasize or even exaggerate perspective, 
long lenses compress it and make the image look two-dimensional.  
This is why wide angle lenses are preferred for cases where we want 
to emphasize the volumes (architectural and landscape photogra-
phy), while the long lenses are preferred in cases where we want to 
compress depth (portraits). Having this rule in mind helps in decid-
ing which lens would be more suited for a scene, regardless of the 
need to get closer/farther away to/from the subject by using one 
lens or another. 

FOCUSING AT THE HYPERFOCAL DISTANCE

To create a stronger sense of perspective get close to the building so 
the  parts in the foreground look bigger and the converging effect 
is maximized. This will create a more accentuated perspective, thus 
creating  an acute impression of depth. When photographing up 
close make a habit of checking your depth of field, in order for all the 
different planes appearing in the image to be in focus (if this is the 
intention and the shot is not about creating shallow depth of field). 

To be sure about everything being sharp in the frame first use a small 
aperture, then focus at the hyperfocal distance, which is the distance 
where, if you focus, you will have everything acceptably sharp be-
tween half that distance in the foreground till infinity  (you can find 
the specific hyperfocal distance by using a dedicated table or differ-
ent mobile apps or internet calculators). As a rule of thumb, by focus-
ing approximately 1/3 into the frame (when using a small aperture 
- f/11 and up), you keep everything in focus in the frame (to be taken 
only as a rule of thumb, the results should be checked since they are 
not always accurate).

CREATING DEPTH
COMPOSITION AS A BASIS FOR CREATION

THE CONTRAST 
AND DEFINITION 
OF THE OBJECT IN 
THE FOREGROUND 
WILL BE MORE 
ACCENTUATED
THAN OF THOSE IN 
THE BACKGROUND
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CONFRONTATION ©  JOEL TJINTJELAAR 
- AMSTERDAM

ODE TO BLACK (BLACK HOPE) III - ANIMUS BLACK 
© JULIA ANNA GOSPODAROU 2013 - ATHENS
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Balance is one of the most important things to aim for and to 
achieve in an image and, at the same time, one of the most difficult 
to explain. 

Balance is the state of an image where all its parts have the right 
weight, in order for the whole to be harmonious.  

It often has to do with duality (balance an object with another) but 
it can be also achieved through the juxtaposition and interaction of 
multiple objects.

POSITION AND WEIGHT IN THE FRAME

An element can have different importance and weight in the frame 
depending on where it is positioned. For instance:

– The same volume/object has more weight in an image if it is posi-
tioned on the side or close to an edge than when it is positioned in
the center.

– A volume/object has more importance and weight if it is more
contrasting with the background and the surrounding elements.

– A volume/object has more weight if it is alone in the frame than if
it is surrounded by other objects.

– The same sized (related to the frame) object has more importance 
if it is positioned in the background then if it is in the foreground.

– A brighter volume/object has more weight in the frame than a
darker one.

BALANCE AND ELEMENTS IN DIALOG
COMPOSITION AS A BASIS FOR CREATION
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In order to  achieve balance in an image a few rules will help as 
guidelines:

– Use the positioning of the subject(s) in the frame to create bal-
ance, giving the right weight to each area of the image. 

– Generally one should avoid gathering the objects/subjects on 
just one side of the frame, but this rule is relative as, if done right,
having the center of gravity of the image on the side can create sur-
prising and powerful photographs. But it is good to know that this
rule exists.

– Balance your off-center subject with a second one, of lesser im-
portance, that will bring out the main subject and will have a dialog 
with it.

– The second subject should preferably be placed on the opposite
side of the photograph, in relation to the first, but this rule also is
open to interpretation and experimenting.

BALANCE AND ELEMENTS IN DIALOG
COMPOSITION AS A BASIS FOR CREATION

NEW YORK OFFICE TOWER © JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY
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The negative space must have a meaning. Before including it in the 
frame think what this meaning should be, the answer will help in 
determining where this space will be and how large it should be.

You can sometimes use nothing to balance something. The negative 
space can be considered the “nothing” and it can have great visual 
interest if used properly. 

The negative space, the “emptiness”, is of great importance in East-
ern philosophy. Japanese Zen Buddhism considers emptiness to 
be a fundamental compositional element in all art forms. Negative 
space exists to give purpose to things and in all Eastern philosophies 
the relation between the void and the object is very strong. The two 
depend on each other and cannot live one without another. 

Negative and positive space create each other: space is defined 
when an object is placed into it, and the object is defined by the 

space around it. 

The negative space can be thought of as a place for the eye to rest in 
the frame before and after watching the subject, something similar 

to the silent moments in music that give balance and help in defin-
ing the melody. The negative space usually helps by drawing the at-
tention to the subject, which is the positive space, but it can also act 
as a subject itself. Therefore  think of the negative space as a second 
subject of the image. 

Negative space is one of the most important tools in minimalism 
where it is sometimes more important than the subject itself. For 
instance, the skies in long exposure photography, where the clouds 
can act as objects, may often become the main subject of the frame. 

Just like any other element in the frame, negative space can be too 
much or too little. Find the right balance by deciding what its role 
will be relative to the subject and by trying different compositions 
and point of views. 

To add to the balance of the image the negative space should be 
placed in front of an object that has a clear direction or that suggests 
a sense of  movement, so as to provide the space for that movement 
to develop.

NEGATIVE SPACE
COMPOSITION AS A BASIS FOR CREATION

THE NEGATIVE 
SPACE IS
LIKE THE SILENT
MOMENTS IN 
MUSIC THAT GIVE 
BALANCE AND
HELP IN DEFINING 
THE MELODY
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FROZEN MUSIC III © JOEL TJINTJELAAR 
- THE HAGUE

A PATH TO THE SKY II - THE SKY BEYOND © JULIA ANNA GOSPODAROU 2012 
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SYMMETRY

Symmetry, just like asymmetry, is a powerful compositional instru-
ment. Used correctly they can both create images that appeal to the 
most fundamental ideas and visual representations that the human 
eye has about the world. 

The world is both symmetrical and asymmetrical. 

Nature is the best example of this statement. Human beings and 
most of the objects they create are symmetrical in one direction, 
but asymmetrical in the other. Therefore it is always a question of 
how we choose to look at an object, the side we choose to show, 
and the idea we intend to present to the world. Use symmetry in the 
frame to convey a sense of balance, ease, comfort, stability, silence. 
Rigorous symmetry can make for an interesting abstract shot. Sym-
metry combined with a vanishing point can yield very powerful and 
dynamic images. Symmetry is also well recognized by the human 
eye and easy to accept as a compositional technique even by the 
unsophisticated viewer.

In order to work symmetry must be perfect. “Almost” symmetrical 
always fails. The human eye is very well trained to recognize this 
fault. A way of introducing interest and drama in a perfectly sym-
metrical composition is to include an asymmetrical element in the 
frame, like a person or a tree or other object that will give rhythm 
and interest to the image.

ASYMMETRY

On a global scale, it is essentially asymmetry that governs the 
world around us, even if individual objects may be symmetri-
cal. That means asymmetry is also written in our genetic code, as 
well as symmetry, and that is why the eye and brain of the viewer 
react so well (even if differently) to both.

Asymmetry provides a different kind of balance in the image, the 
so-called informal balance, and it is more difficult to work with than 
with symmetry, since it needs new rules that have to be formulated 
each time from the beginning in order to work effectively. Some 
people even have find it difficult to work with asymmetrical com-
positions, due to its lack of predefined rules and organization. But in 
reward asymmetry allows more freedom and leads to more creative 
compositions.

Use asymmetry to introduce dynamism, tension, interest, surprise, 
to oppose two different subjects, to provoke the eye and make the 
viewer search for the rules of the frame. Asymmetry offers a new 
way of seeing things, opens debates, challenges the mind, negates 
or changes the established rules and can be used to create unex-
pected images.

SYMMETRY VS. ASYMMETRY
COMPOSITION AS A BASIS FOR CREATION

SYMMETRY MUST 
BE PERFECT. 
“ALMOST”
SYMMETRICAL IS
ALWAYS A FAIL
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SYMMETRY VS. ASYMMETRY

BERLIN ARCHITECTURE - BAHN TOWER ©  JULIA ANNA GOSPODAROU 2012 
- BERLIN

BERLIN ARCHITECTURE - DEBIS BUILDING © JULIA ANNA GOSPODAROU 2012 
- BERLIN
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Light and shadow can create the mood of an image, emphasize a 
structure, or work as a pattern when we alternate them. 

Shadows can be a powerful element, especially in black and white 
architectural photography and can even become the subject itself.

It always pays to look for and to use shadows as a compositional ele-
ment, even to create the image using them as a focal point. In this 
case care should be taken not to crop the shadows that are used as 
a subject, unless it is done as a conscious gesture and used with a 
compositional goal.

Light and shadow can often be present in a frame in a dialog 
with each other. This dialog can take different shapes: light 
with shadow, light with light, shadow with shadow. 

It is always important where our bright areas are in the frame, since 
they will attract the viewer and also where the dark areas are since 
they balance the bright areas. 

Playing with light and shadow in fine art architectural photography 
can reveal a totally different facet of the photographed architectural 
object, an abstract side of it or a view that would not be possible 
when the shadows do not exist, with details or compositions that 
only come to life in the presence of the shadows opposed to light, 
as you can see in the next two examples. Patterns and contrasts are 
two of the most effective tools that you can use when the scene in 
front of you can be interpreted in terms of light and shadow having 
a dialog with each other. Do not forget to look for them next time 
when you try to shoot a high contrast scene with clearly delineated 
light and shadow areas.

LIGHT AND SHADOW - COMPOSITIONAL ELEMENTS
COMPOSITION AS A BASIS FOR CREATION
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FROZEN MUSIC II 
© JOEL TJINTJELAAR 

SWEET GEOMETRY 
© JULIA ANNA GOSPODAROU 2012 - ATHENS
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CREATING TWO BRIGHT CENTERS OF INTEREST 
IN THE IMAGE 

A good way to create accents and provide guidance for the viewer 
looking at a photograph  is to have two bright zones in the image, 
the one being in the main point of interest and the other situated in 
an area that works well in balancing and echoing the main point of 
interest. The second area will be brighter than the rest of the image, 
but darker than the main point of interest, thus becoming a second 
point of interest. The goal of this dual approach is to create a path in 

the image for the viewer to follow in order to reach the main subject  
after having oscillated between the two bright areas (or points of 
interest). In this way the viewer will have had enough time to get 
familiar with the image and penetrate its meaning. The idea here is 
to keep the viewer as long as we can in the image, so he can enter 
our world and start to feel the image. A similar kind of dialog can be 
created between two complementary dark areas, but the shadow 
will always have a  secondary role in the image since it needs light 
to be emphasized.

LIGHT AND SHADOW - COMPOSITIONAL ELEMENTS
COMPOSITION AS A BASIS FOR CREATION

WAVING LIGHT 
© JULIA ANNA 
GOSPODAROU 2012  
- ATHENS

USING LIGHT AND SHADOW TO CREATE DRAMA AND EMPHASIZE THE STRUCTURE
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Light and shadow and by extension light and dark tones can set the 
mood of an image but can also influence the composition by cre-
ating tonal contrast, which can emphasize or subdue different ele-
ments in  the frame, influencing their role in the image.

There are three kinds of  tonal contrast that can exist or can be 
created in  an image:  low, normal or high. 

Most of the times the tonal contrast of a scene is normal. High or 
low contrast are exceptions and are created by unusual situations 
like harsh lighting or back lighting in the case of high contrast, or by 
situations of flat lighting, for instance fog or rain in the case of low 
contrast. A low contrast scene will have the highlights and shadows 
exhibiting little emphasis, the difference between the highest tone 
of the image and the lowest one being very small, most of the tones 
of the image being concentrated in one zone: either high tones 
(high-key image), midtones (mid-key image) or low tones (low-key 

image). A high contrast image, on the other hand,  will be one where 
the difference between the highest and the lowest  tone of the im-
age is significant. A normal contrast scene is what is most common 
in a real situation, and it translates to an image where we can see a  
roughly equal amount of highlights, mid and dark tones. 

If we think about the message that is conveyed by each type of tonal 
contrast in an image, a low-contrast image will give a sense of soft-
ness, peacefulness and calm, a sense of mystery sometimes, since 
the elements of the frame will not be very accentuated, while a high 
contrast image will give a sense of strength and power,  a sense of 
boldness and edginess. 

Knowing how each light/contrast scenario can influence the way an 
image is perceived will help the fine art photographer decide which 
type of contrast to choose in order to best express his vision through 
image.

LIGHT AND SHADOW - TONAL CONTRAST
COMPOSITION AS A BASIS FOR CREATION

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 109

COMPOSITION AS A BASIS FOR CREATION

LIGHT AND SHADOW - TONAL CONTRAST

A PATH TO THE SKY VI - STEPS © JULIA ANNA GOSPODAROU 2012 
- BERLIN

MIND TRICKS I ©  JOEL TJINTJELAAR 
- UTRECHT
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CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 110

JULIA ANNA
GOSPODAROU

CHAPTER 08          FORMAT AND FRAMINGCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

The choice of the format you will use in your image: square, rect-
angle, panoramic etc.  is one of the most important decisions in pho-
tography because you need to frame and compose with the final 
format in mind. A different format can totally change the style of a 
photograph and even its message so you you must choose the one 
that supports your idea.

The rectangle is the closest to the way human eyes see a scene, so 
choose it to make your image easily accessible and easily accepted. 
The square helps concentrating on the subject and is a balanced 
format, the most minimalist of all and the most suited for creating 
a zen atmosphere. It is also the classic format in black & white fine 
art photography. Another balanced format, yet more dynamic, that 
helps concentrating on the subject is the 4x5 format, sometimes 
a great alternative for the square in its compositional possibilities. 
The 2x1 panoramic format is an interesting format, both dynamic 
as well as balanced, mostly suited for landscape images, but that can 
work well with the right architectural subject.

A few important considerations in choosing the format and fram-
ing of your image are related to the disposition of the subject in the 
frame, namely: 

– Decide if you will frame the subject:  in landscape or portrait mode.

– Dispose your subject vertically in the frame to achieve balance and 
a give a sense of steadiness and order.

– Dispose your subject tilted in the frame to include tension in the
composition and a sense of dynamism, to create an unexpected
view and mood.

The following examples show in practice how many choices we have 
to frame the same scene in order to create a different feeling and 
emphasize different elements in the frame.

FORMAT AND FRAMING
COMPOSITION AS A BASIS FOR CREATION
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FORMAT AND FRAMING

SQUARE STRAIGHT FRAMING

LANDSCAPE TILTED FRAMING

SQUARE TILTED FRAMING PORTRAIT TILTED FRAMING

PANORAMIC STRAIGHT FRAMING

NEW YORK CITY SKYLINE STUDY 
© JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY
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The most important  framing principles are: 

– Use elements of the foreground to frame the subject so you can
isolate it in the image and guide the eye to the main focal point.  The 
framing element must not draw attention to itself but lead the eye
towards the subject. Its role is to separate the subject from the rest
of the frame and emphasize it, at the same time creating depth in
the image.

– The framing elements can be: trees, arches, windows, holes, differ-
ent open structures. The framing elements can appear in the image 
as silhouettes or out of focus to accentuate the framing effect.

– Do not crop too close to an edge. Leave the surfaces breathe so
they can tell their story. If you feel like going close to an edge, then
better leave it out of the frame or crop it obliquely.

– Do not put your subject too close to the margins of the frame, un-
less you do it consciously and with the intention to create a particu-
lar effect. 

FORMAT AND FRAMING
COMPOSITION AS A BASIS FOR CREATION
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FORMAT AND FRAMING

MEDIEVAL ARCHITECTURE © JULIA ANNA GOSPODAROU 2012  
- RHODES ISLAND, GREECE

TRANSPARENT WORLDS © JULIA ANNA GOSPODAROU 2012  
- ATHENS
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Framing elements in two different contexts:  In a modern architectural object and a historical one. 
The compositional principles are the same even if the effect the images create and the emotional response is different as it always is 

when we compare modern with historical in architecture 
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CHAPTER 08          REPETITION AND PATTERNS - RHYTHMCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

Repetition and patterns can give a sense of rhythm to the im-
age that cannot be achieved otherwise.

In many cases this is the best way of presenting some subjects. Some 
architectural objects have been designed with the idea of rhythm 
in mind and for these objects it pays to search for a way to capture 
this idea.

To present a strong pattern or repetition, it is usually preferable to 
get close to the object or zoom in, in order for it to cover the whole 
frame and become subject and background at the same time. But 
there are times that a wide lens is more effective in creating a strik-
ing image, especially when we want to incorporate as an artistic ef-
fect the distortion that this lens can bring to the objects.

– Repetition can be achieved by using lines, shapes, objects, colors,
light and shadow, contrasts, anything that can create a sequence, give
the impression of a certain rule existing in the space  and that can lead 
the eye.

– Use the repetition of an object in a regular or random way as a sub-
ject to your photograph.

– Use “accidents” in a repetition or pattern as a point of interest and
to add tension to the composition. The “accidents” will then become 
the subject, and the pattern (or the repetitive elements) the back-
ground.

REPETITION AND PATTERNS - RHYTHM
COMPOSITION AS A BASIS FOR CREATION
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COMPOSITION AS A BASIS FOR CREATION

REPETITION AND PATTERNS - RHYTHM

HORIZONTALITY ©  JULIA ANNA GOSPODAROU 2012  
- ATHENS

ROME ARCHITECTURE ©  JULIA ANNA GOSPODAROU 2009  
- ROME

TWO- AND THREE-DIMENSIONAL APPROACHES TO PATTERNS, REPETITIONS AND RHYTHM

CHAPTER 08          REPETITION AND PATTERNS - RHYTHMCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES
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CHAPTER 08          REFLECTIONS AND MATERIALSCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

Reflections are one of the ways to create powerful and unexpected 
images if used to their full potential.

Reflections can be captured alone in the frame or together with the 
reflected object. 

If reflection is captured together with the reflected object, it is pref-
erable that both object and reflection are seen uncropped in the 
frame.

This is done for several reasons: it can have a higher impact on the 
viewer, it adds balance to the composition and it does not make the 
viewer wonder where he will find the missing part of the reflection 
and try to leave the frame in search for it.  This is not a rule set in stone, 
but most of the time this will give more balanced results.

One way of removing or playing with the intensity of an (unwanted) 
reflection on a non-metallic surface is to add a polarizing filter in front 
of your lens.

The best surfaces and materials to look for in order to get well-defined 
reflections are water, glass, polished metal or any other well polished 
surface. Sometimes even surfaces  painted with a reflective enamel 
paint can provide good reflections and give ideas for compositions.

REFLECTIONS AND MATERIALS
COMPOSITION AS A BASIS FOR CREATION

PARIS, LA DÉFENSE ©  JULIA ANNA GOSPODAROU 2008  
- PARIS
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CHAPTER 08          EXPERIMENT - DO IT YOUR WAYCOMPOSITION AS A BASIS FOR CREATION
- COMPOSITIONAL PRINCIPLES AND RULES

Having discussed all the above about rules, the best rule I know is: 

LEARN ALL THE RULES,
STUDY ALL THE EXAMPLES, 
LISTEN TO ALL THE ADVICE, 

THEN DO IT YOUR WAY

Experiment and find new rules or their opposite (sometimes the op-
posite of a rule works even better than the rule itself).  You are free 
to do everything you want, to experiment with any technique or 
theory you want, to push the boundaries and think in your own way. 

Logic does not count in art, what counts is the result and the 
emotion it will bring to the viewer. 

So go on and experiment with everything. Do not take for granted 
anything I or anyone else may say, make your own rules. Because 
there is no such a thing as rules set in stone in photography and art. 

Some outstanding images may come from breaking the rules. If you 
“feel” that an image will look right while it breaks every rule you 
know, then go for it, it will really work. Art is mostly based on feeling, 
so this should be the first thing to guide you. Rules are just a frame 
that will support   your “gut feeling” about your image and will add 
a theoretical basis to it, and they will help you to fine tune the way 
you present it.  

But to break the rules one has to learn them first, so that one can 
subsequently ignore or change them consciously. To be able to trust 
your feeling, you have to have a base, a visual code that either exists 
(some people feel it easier than others), or has to be learned (most 
people are in this category, even many of those that think they are in 
the first one) by looking around and learning the rules of harmony. 

PRACTICAL EXERCISE: BREAKING VS NOT BREAKING 
THE RULES

A practical way to learn how to both assimilate the rules and experi-
ment at the same time is to photograph the same subject in two 
different ways. 

– First try to shoot your subject respecting the rules and trying to
use as many as you can.

– Then start experimenting. There is no limit to your experimenta-
tion: you can experiment with focal length, depth of field, exposure 
(who says there is just one right exposure?), composition, point of
view, framing (straight or tilted images, even upside-down views
can be interesting), cropping, getting closer or further away from
your subject.

– And then compare and analyze the results, trying to see what
worked and what did not in your experiments, what you can keep
and what you can ignore the next time. 

EXPERIMENT - DO IT YOUR WAY
COMPOSITION AS A BASIS FOR CREATION

IF YOU “FEEL” THAT 
AN IMAGE WILL 
LOOK RIGHT
WHILE IT BREAKS 
EVERY RULE YOU 
KNOW, THEN GO
FOR IT
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CHAPTER 09          TYPE OF LIGHTLIGHT IN ARCHITECTURAL PHOTOGRAPHY

After the composition, if not even before it, the most important 
ingredient of a photograph is light. Light transforms the lines into 
shapes, the shapes into volumes, adds depth, interest, emotion, in 
one word it gives life to a photograph. Light is vital for the existence 
and impact of a photograph, without light the photograph simply 
does not exist. Changing the light may change dramatically the way 
a photograph looks and feels, so choosing the lighting of a scene to 
be photographed is a serious decision. There are many conditions to 
choose from, related to the place and time of day/year of the shoot-
ing, and each one will give a different result. 

TYPE OF LIGHT

One of the first decisions an architectural photographer has to make 
is about the type of light under which he wants the building to be 
shot. Since the position and orientation of the building cannot be 
changed and lighting it artificially is most of the times not a choice, 
the decision has to do with the time of day (morning, midday, dusk, 
night) and the weather (sunny, sun with clouds, overcast, rainy) we 
will shoot the building in.

TYPE OF LIGHT ACCORDING TO THE TIME OF DAY

– Dawn and dusk light (the so-called “golden hours”and the after-
dusk light called “blue hours”) - these two moments are beautiful
times of day and shooting at these times can only enhance a build-
ing, provided that its position is adequate (not backlit). When the
sun is close to the horizon the light is coming from the side so it can 
create interesting long shadows that can be included in the image
for a special effect. The light the sun provides during these hours has 
a golden glow (thus the golden hour’s name) and the quality of light 
is one of the best, being a soft light that enhances both shadows and 
highlights. The quality of light may seem unimportant if the image
is to be converted to black and white. While this might stand some-
times, it is not the case with the golden and blue hours.

The quality of the light enhances the tonal range the camera can 
cover and give you much more freedom in processing and a much 
richer range of gray tones than for instance in the case of the midday 
harsh light.

– Midday light - this kind of light is generally harsh as the mid-
day sun is now most powerful compared to other moments of the
day. The sun being high in the sky, the light is coming now from up
above, hitting first  the top of the building,  thus the shadows will
be almost nonexistent at exactly midday,  which can make the vol-
umes look flat. Before and after midday you will be able to work with 
some amount of shadows, but they will be short shadows found in
the close vicinity of the volume in question. As the day advances,
also some time before midday, when the shadows start becoming
longer the result can be interesting - harsh uniform light and clear
strong shadows combination that can give sometimes unexpected
light and shadow alternations, which makes it particularly suitable
for a more graphical looking black & white photography. 

– Twilight or night views might be interesting if there is adequate
interior and exterior lighting of the architectural subject. The natural 
light now is very dimmed or even non-existent, so we will most of
the times rely on the artificial light of a city or of an architectural
object to create the photograph. At twilight the color of the light
changes from warm to cool, the light acquires an intense bluish hue 
and this is the best moment to shoot architectural subjects lit by an
artificial source of light (interior or exterior), as the sky is not yet to-
tally black as it will be during the night so it still can play an impor-
tant role in the  image. Images taken at this time of the day are the
norm in real estate photography when showing lit architectural sub-
jects in color, as in these conditions  we can create a combination of 
complementary colors, the yellow/orange of the artificial light with
the blue/dark blue color of the sky,   combination that enhances the 
impact the image will have due to creating a harmonious color pal-
ette containing these two hues.

TYPE OF LIGHT
LIGHT IN ARCHITECTURAL PHOTOGRAPHY

LIGHT 
TRANSFORMS THE
LINES INTO SHAPES, 
THE SHAPES INTO 
VOLUMES, ADDS 
DEPTH, INTEREST, 
EMOTION
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CURVED LIGHT © JULIA ANNA 
GOSPODAROU 2013 - ATHENS
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TYPE OF LIGHT

Type of light according to the time of day 
- Night Architectural Photography - an
example of how to use artificial light to
emphasize the subject against the dark
sky in a fine art architectural image. Night
light is one of the three main types of light 
that one can use in an architectural pho-
tograph. The other two types are midday
light (not the best light but it can some-
times give interesting results) and dusk
light, which is similar to dawn light. 
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TYPE OF LIGHT ACCORDING TO THE WEATHER

– Sunny weather - these conditions mean harsh light, high contrast, 
bright colors, strong shadows, not too many visible details. When 
the light is too strong its quality is not the best as it does not en-
hance details. This type of light can be good though if the intention 
is to play with patterns, light and shadow combinations and if you 
want to capture contrasty scenes.  It also helps in defining volumes 
as it creates very clear shadows on objects.

– Sunny with clouds - one of the best types of light to shoot archi-
tectural subjects, as the clouds can add drama in the sky and filter 
the harsh light that we would have without the clouds. Depending 
on the percentage of clouds in the sky, the light can be from rela-
tively harsh to relatively soft, giving us the freedom to choose when 
to shoot and also the possibility to experiment with both kinds of 
light. These are ideal weather condition for long exposure architec-
tural photography, when both clouds and the spaces between them 
will have enough definition and contrast so the sky has interest and 
tension.

– Overcast weather - during overcast days the light is very soft and 
its softness and lack of power may make some details of the building 
seem lost in the big picture due to the lack of contrast. This may be 
improved in post-processing if needed, or can be suited for some 
kind of low contrast atmospheric images. On the other hand, if the 
weather is partly overcast or with soft clouds, this might add detail 
to a scene that in the conditions of sunny weather and harsh light 
would look too contrasty.

TYPE OF LIGHT ACCORDING TO LIGHT DIRECTION

We can identify three main directions that the light can hit the sub-
ject full stop. There are also some variations of these main directions 
that are taken into account when studying thoroughly how the light 

affects an object, but the effects these directions have on the object 
are similar with the ones of the main directions, so we will only men-
tion that they exist, without entering in detail. Instead we will focus 
on the main directions of light which are the following.

– Direct or front light - this type of light is rarely interesting. Direct 
light means lack of shadow, detail, texture, it can be compared to a 
line drawing as opposed to a rendered drawing in the case of a more 
dynamic directional lighting (lateral lighting). It is a type of light that 
will be suited more for descriptive photos that will show the general 
aspect of a volume or for subjects with interesting textures that can 
be enhanced by direct light without losing their three-dimension-
ality. 

– Oblique or side light - this is a type of light that enhances contrast, 
casts interesting shadows, emphasizes details and generally gives 
the building a three-dimensional look. It can create strong dramatic 
images where the details in the volumes are enhanced and brought 
out by the shadows this type of lighting creates. it is a good type of 
lighting for objects with not very prominent details that would be 
lost if the light were frontal or too soft. 

– Backlight - the type of light least indicated for shooting a building. 
It creates dark  surfaces, evens the details, exaggerates the contrast 
with the sky. To cope with backlighting one can either crop the sky 
out and adapt the exposure to the surface of the building, or shoot 
it as a silhouette. If you need to shoot under this type of lighting and 
you are not looking for a silhouette but you need your building and 
details to look fine, you need to expose for the building and not take 
the sky into account. The sky in the image can become blown out 
but you will have captured the subject correctly as far as exposure is 
concerned, which was your goal. Another option is to take one shot 
exposing for the building, one exposing for the sky and then blend 
the two in post-processing.

TYPE OF LIGHT
LIGHT IN ARCHITECTURAL PHOTOGRAPHY
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HOW TO USE BACKLIGHT, THE “BAD LIGHT”  
OF ARCHITECTURAL PHOTOGRAPHY, CREATIVELY

Light can take so many shapes and have so many qualities. There is 
no such thing as “bad light”. You only need to be creative and use it 
to provoke that sparkle of creation inside you. 

For example, backlight, theoretically the “worst light” for architec-
tural photography, can be transformed into the best light if we know 
what to do with it. Very suited to show metallic structures like here at 
the Olympic Complex in Athens,  shot at sunset. 

Why was this the best light for my image? Because it shows me the 
most important characteristic of these structures, their shape, which 
is not only an aesthetic finding or form of artistic expression but, 
from a static point of view, the point of view of the architect and 
the engineer. The shape of the structure is, in the first, helping the 
loads resulted from the weight of the structure to reach the ground, 
thus it keeps the architectural object in a standing position. If not 
for these perfectly curved shapes these structures might not still be 
standing today. By extension, when I photographed these buildings 
backlit I had an  “Intention” (remember INTENTION, which is part of 
your VISION). My intention here was was to illustrate  the fact that in 
modern architecture “form follows function”, which is the fundamen-
tal principle of modern architecture.

In conclusion, you do not need words to communicate even the 
most complex thoughts, you only need to use what you see in front 
of you, light being one of the most important things and then comes 
shape, to express yourself without words, only through light and im-
ages. 

MIRRORED TRANSPARENCIES © JULIA ANNA GOSPODAROU 2013  
- ATHENS
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CHAPTER 09          LIGHT INTENSITYLIGHT IN ARCHITECTURAL PHOTOGRAPHY

The intensity of light is extremely important in photography and 
even more in black and white photography, since black and white 
photography means creating an image by using shades of gray 
which are the way the light translates into the image. Different kinds 
and intensities of light will be shown in the image by means of dif-
ferent shades of gray, therefore having the right shade of gray in the 
right place, bright or dark, is vital in order to faithfully transcribe our 
vision in the photograph, to clearly convey the message we want to 
convey and make the viewer understand it. 

THE USE OF BRIGHT OR DARK TONES FOR EMPHA-
SIZING OR CONCEALING PARTS OF THE IMAGE 

Remember that in an image, according to the laws of light and the 
way the light is perceived by the viewer, the eye is drawn to the 
brightest part of the scene.  

This means in practice that, as a rule, you should use the brightest 
tones in the area where you have the element you want to empha-
size most. On the contrary the darkest part of the image (where the 
darkest tones are) is the one that will garner the least interest from 
the viewer. Decide accordingly where this point will be and use this 
rule to conceal the parts you do not want to  accentuate in your im-
age.

In addition, as contrast attracts the eye more than the lack of it, use 
the strongest contrast (very dark against very light) for the center of 
interest and keep a lower contrast in the rest of the frame, so it does 
not compete with the main subject. This means you will use mid-
gray values against dark ones or mid-gray values against light ones 
in the areas you do not want the viewer to concentrate on and as a 
tool to drive the eye towards the more contrasty areas, thus towards 
the center of interest of the scene.

LIGHT INTENSITY
LIGHT IN ARCHITECTURAL PHOTOGRAPHY

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 124

JULIA ANNA
GOSPODAROU

CHAPTER 09          LIGHT AND VOLUMESLIGHT IN ARCHITECTURAL PHOTOGRAPHY

HOW TO LOOK AT VOLUMES WHEN 
PHOTOGRAPHING  ARCHITECTURE

Light defines shapes and volumes. Without light we would have no 
idea about form, color, tones, shape, volume, material, or texture. 
We would only see lines, if at all. The fact that we can distinguish 
between different shapes, different  objects, even different people 
and their physiognomies is thanks to the light falling on them. Light 
will shape in a different way a cube or a prism, pyramid, cylinder or 
an egg. 

The best lesson about light and how to use it to shape the volumes 
is to study the rules of classic and artistic drawing, as well as architec-
tural drawing to be able to understand better how to treat volumes 
from the point of view of the light falling on them;  this is, in essence, 
what we show in photography. By learning how a volume is ren-
dered in a drawing, how to accentuate the shapes and the light fall-
ing on them, one would have a much better idea about what to do 
in order to make a photo speak the language of light. Having studied 
these rules and having practiced drawing for a long time, I can say 
that these rules and this style of drawing have helped me to see light 
and render it in a much more creative way also in photography.

EXERCISE - HOW TO SEE THE WORLD IN VOLUMES 

A good exercise that will help you understand how light works on 
volumes is to try to look at the world around you, the buildings you 
see especially, as being made of simple volumes. Try to decompose 
them into basic shapes and volumes, this is what the world is made 
of in essence and this is how you should look at architecture when 
photographing it: look at the volumes, look at the shapes, look at 
their combinations in space, look at how the light falls on them and 
how you can show this in your image.  

By extension, look at the positive and negative space of the building, 
the built space vs. the void space among the volumes and around 
them  and at how they complete each other, this will give you an 
idea about how the building fills the space in which it was designed 
and how it interacts with it.

LIGHT AND VOLUMES
LIGHT IN ARCHITECTURAL PHOTOGRAPHY

LIGHT AND SHADOW DISPOSITION ON VOLUMES LIT BY A DIRECTIONAL 
SOURCE OF LIGHT

THE BEST LESSON 
ABOUT LIGHT AND 
HOW TO USE IT
TO SHAPE THE 
VOLUMES
IS STUDYING THE 
RULES OF CLASSIC 
AND ARTISTIC
DRAWING, 
AS WELL AS 
ARCHITECTURAL 
DRAWING
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- BLACK AND WHITE (EN)VISIONING AND PROCESSING METHOD

VISUAL THINKING AND PHOTOGRAPHY DRAWING

The method of Photography Drawing is based on visual thinking 
and on how we interpret the signals the images send to our brain in 
order to make us understand what we see. Visual thinking is a non-
verbal way of thinking and means thinking in images, as opposed to 
thinking in words. It uses the right side of the brain, the side that is 
responsible for emotional and creative thinking, the one that is relat-
ed to intuition and enables the existence of photographic memory. 

Thinking in images is an essential tool for the architectural 
photographer, just like for the architect and generally for all 

visual artists, because it helps them  feel the space 
and understand its rules.  

Visual thinking helps us recognize volumes and the relations they 
have with each other, it helps us understand the relationship be-
tween positive and negative architectural space, it helps us under-
stand how light affects volumes and how it renders spaces. Under-
standing these aspects is the first step in learning how to use the 
information our brain receives from visually interpreting the world 
in creating good black and white architectural photography, be-
cause we will know how the visual information is transmitted and 
what impresses the eye. And by knowing how this process works we 
can use it in our images so we can make them more expressive and 
help them reach the viewer more easily.

INTRODUCTION
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WHAT IS A PHOTOGRAPH

The first question one should ask in order to understand the meth-
od of Photography Drawing is:  what is a photograph?  The answer 
to this question comes easily: first and foremost, a photograph is a 
study of light. Either we refer to the light we capture or to the light 
we shape and enhance through developing or processing, the result 
is light combined with shadow, in different amounts and intensities, 
that is imprinted on the base where the image is created: the captur-
ing surface first, the developing surface afterwards and the printing 
surface as the end-result.  In the analog era, the capturing surface 
was the film, while now, in the digital era, the capturing surface be-
came the camera sensor. 

As for the developing surface,  in the analog era this role was played 
by both the film and the printing paper, as a two-step developing 
process. Printing a photograph from film implies two phases of de-
veloping the image: the first phase is developing the film and the 
second is enlarging the image and transferring it from film to paper, 
transforming it from a negative image on the film into a positive im-
age on paper and also enhancing the result by dodging, burning or 
other developing techniques. In the digital era  the phases of devel-
oping the film and then of transferring the image from film to paper 
have been replaced by the phase of processing the image by using  
a computer and editing software; therefore,  the editing monitor is 
now the new developing surface for an image. 

In the digital era the phases of developing the film and then of trans-
ferring the image from film to paper were replaced by the phase of 
processing the image by using a computer and editing software; 
therefore, the editing monitor is now the new developing surface 
for an image.

Printing in the case of digital photography is only the last step of 
the process when everything that has been done so far is trans-
ferred from the editing monitor to paper, having been adapted to 
it through calibration and other specific digital printing operations. 
Digital printing is an important step in creating the final image, but 
it is not as complex as it was in film photography, as it does not im-
ply processing the image. All the processing has been done on the 
monitor, or in other words on the “digital developing surface”.

As a consequence, in digital fine art photography, the monitor 
where the photograph is processed, together with the editing soft-
ware that enables processing, have become the most important ele-
ments of the darkroom. The phase of processing is the one that will 
determine how the final image will look like.

In digital fine art photography, even more than in all the other 
types of photography, the processing we do to an image is what 
will influence the final result the most,  even more than the cap-
turing surface does and the way the light leaves its imprint on it.

This is why the method of Photography Drawing focuses on the 
phase of processing, because this is when we create the photo-
graph: the moment we take the light we captured in our image and 
transform it through processing into the light we envisioned, trans-
form it into art. How we will do this? I will explain everything in the 
following sections of this chapter.

INTRODUCTION
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LIGHT BEHAVIOR IN BLACK AND WHITE PHOTOGRAPHY
AND CLASSICAL DRAWING

The first thing we determined in our analysis was that a photograph 
is a study of light. Now going further, let us say that in the case of a 
black and white photograph, the light in the photograph is seen by 
the viewer in the form of shades of gray, as different combinations 
of black with white, resulting in a multitude of tones of black, white 
and grays which are able to recreate the scene in an image and to 
impress the eye.
The above can be stated  in a similar way and holds true also in the 
case of drawing. 

Especially in the case of classical drawing in black pencil, the 
result as a final image can be very close to a black and white 
photograph. 

This happens because in both cases we deal with light when pre-
senting the world rather than with color, so what defines both a 
black and white drawing and a black and white photograph is how 
light behaves when it comes in contact with volumes.

A HIGHER SKY  © JULIA ANNA GOSPODAROU 2012  
- ATHENS

COLOSSEUM, ROME - DRAWING (50X70CM)  
© JULIA ANNA GOSPODAROU

HOW TO CREATE THE ILLUSION OF LIGHT AND SHADOW, THUS VOLUME, BY RENDERING SURFACES IN A  BLACK AND WHITE DRAWING 
COMPARED TO A PHOTOGRAPH
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You will read in the next  chapter of this book the rules of good black 
and white photography (the Rule of Grays by Joel Tjintjelaar) which 
will explain how to treat a black and white image to embody your 
vision in the most faithful way. But before that I will present you a 
set of rules that I apply in conceiving and processing my black and 
white images to obtain the results I envision and the surrealistic look 
that can be seen in my work. These are the Rules of Photography 
Drawing and they are the base on which my envisioning-processing  
method and the core of my black and white workflow are built. I am 
calling the method using these principles and rules the Method of 
Photography Drawing and the process through which I go when 
creating my black and white images drawing photographs.

WHAT IS PHOTOGRAPHY DRAWING

Photography Drawing is a personal creative method that allows me 
to express my vision in the most  creative, correct and impressive 
way. The innovation of this method is that I am incorporating in the 
processing workflow the basic rules and principles used in the case 
of classical and architectural drawing in black pencil, principles that 
can stand also for other kinds of drawing and even for other visual 
arts and that I adapted here to photography, especially to black and 
white architectural photography. 

The method of Photography Drawing  is related to how to shape 
the volumes by using light as a tool and the concept I developed  
is about how to  process and render an image the same way you 
would draw it, using the same principles of shaping the light 
as in classical and architectural drawing, only this time putting 
them in practice by using different tools than in drawing: pro-
cessing software instead of paper and black pencil. 

The software I use most of all in processing my black and white im-
ages through the method of Photography Drawing are Photoshop, 
Lightroom and Topaz B&W Effects 2. You can read an Extended 
B&W Effects 2 review I wrote to see how to use this program and 
what it offers. This is though not an exhaustive list of software to 
use, if you respect the principles you can find other ways, tools and 
means to do it that can work just as well. I will show you how you can 
use these principles in your own work; what you will do is that you 
will use the techniques you would use in drawing but this time you 
will use them to envision and process a photograph.

PHOTOGRAPHY DRAWING PROCESSING METHOD DEMO
Together with my video tutorial  Creating (en)Visionography men-
tioned previously you will find an eBook demonstrating my process-
ing method Photography Drawing (PhtD) on one of my gold-award-
ed images in the Ode to Black | Black Hope series. 
http://sites.fastspring.com/juliaannagospodarou/product/creatingen-
visionography

DRAWING PHOTOGRAPHS AND PHOTOGRAPHY DRAWING
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DRAWING PHOTOGRAPHS AND PHOTOGRAPHY DRAWING

PENN STATION BRIDGE - NEW YORK CITY © JULIA ANNA GOSPODAROU 2010  
- NEW YORK CITY

RENAISSANCE ARCHITECTURE - DRAWING  (50X60CM)  
© JULIA ANNA GOSPODAROU

EXAMPLES OF DRAWING A DRAWING  VS.  “DRAWING” AND A PHOTOGRAPH
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In addition to the direct use of this method in your work it will also 
give you an insight into how you can combine different kinds of art 
to create something new. As I am saying in the the Guide to Vision 
previously in this book, one of the things you have to do in order to 
find your vision and create a personal style is to try to find inspiration 
for your work also in other types of art, not necessarily by practis-
ing other genres, but by adapting  to photography  different tech-
niques, approaches or principles that are characteristic of another 
genre. The results can be outstanding and you may find a new way 
of expression through this. Why not try for instance to work on your 
images the way you would play piano if you were a pianist, or the 
way you would act if you were an actor? Why not also “sculpt” your 
images, not only “draw” them? The first step towards discovering 
and creating something new is to think out of the box, to start from 
scratch and find new solutions even for things that have been solved 
before by others.

The method of Photography Drawing is not only a practical guide 
on how I create my images but also  the theoretical base for why I do 
the things the way I do them. Because whatever we do in photogra-
phy, in fine art photography especially and in art ultimately, has no 
sense or value if we do not know WHY we do it. The “why?” is much 
more important than the “how?” and even more important than the 
end-result, the image,  which would be like a hollow shell without 
content if we did what we do “just because” (just because it is trendy, 
just because it looks good, just because others do it etc.) and not be-
cause we have a theoretical reason for doing it and an INTENTION.

The moment I discovered this parallelism between classical and ar-
chitectural drawing and black and white photography and how to 
use it in envisioning and processing my images was like an epiphany 
for me and it has shaped my fine art work ever since. 

This was a crucial moment in my artistic evolution and also the 
moment I finally understood how I can start using editing soft-

ware to create and not only to edit. 

I understood then that I do not need to follow the known path just 
because I know it, but I can build on it and adapt everything to who 
I am as artist, thus finding the best way of expressing my own art. 
The knowledge I had from the time I was drawing in black and white 
(especially buildings and still-life) was instrumental in helping me 
make the connection between drawing and photography and then 
in knowing how to apply the principles of classical drawing in edit-
ing a black and white image.  

This is why I want to share this knowledge now, because it is an out-
standing tool for understanding light, how it affects volumes and 
how we can use it in processing in order to transpose our ideas in the 
image in a believable way, even when we completely change reality 
to suit our vision.

I will enumerate some of the principles and rules that lie at the base 
of this concept in the following pages, and I will present the steps 
you have to go through when “drawing your photographs” by giv-
ing a few examples comprising some of my black and white draw-
ings and how they relate to and reflect in my way of processing.

WHAT IS PHOTOGRAPHY DRAWING
PHOTOGRAPHY DRAWING (PhtD)
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LIKE A HARP’S STRINGS I - OVERTURE © JULIA ANNA GOSPODAROU 2012  
- ATHENS

STILL LIFE WITH FABRIC AND CYLINDER - DRAWING  (50X60CM)  
© JULIA ANNA GOSPODAROU
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First let me explain a term that I will use when talking about these 
rules and principles, a term that has to do with shaping the light and 
with rendering objects when drawing so as to create the illusion of a 
three-dimensional image. The term I am referring to is VALUE, which 
in a way is the equivalent of TONE in black and white photography.

WHAT IS VALUE?

In black and white drawing value is the relative lightness or 
darkness of a color or of a shade of gray.

In simpler words and applied to black and white photography, which 
is what we are studying in this book, value means how bright or how 
dark a certain tone is. In the case of drawing, the values start from 1, 
which is the brightest area of the subject/drawing and is considered 
to be the white of paper and they continue to 9 which corresponds 
to the darkest cast shadow. The numbers used to label the values in 
drawing (1 to 9) are the opposite of those used to name the bright-
ness/ darkness of the tones in photography (Zones 10 to 0) accord-
ing to Ansel Adams’ Zone System. The tones in a photograph have 
been described, categorized and labelled by Ansel Adams in the 
“Zone System”, a system which is in essence a chart that maps the 
tones in a photograph, from the brightest, which is considered pure 
white and is symbolized by the number 10 (Zone 10) to the dark-
est, which is considered pure black and is symbolized by number 0 
(Zone 0).

We will study this system in detail in the next chapter of the book 
“How to See in Black and White”, therefore I will not elaborate on it 
for now. For now you only need to keep in mind that:
The numbers symbolizing the values in drawing are opposite to 
those symbolizing the tones in photography.

We don’t have enough information to know if the tones in the Zone 
System have any relation with the values used in drawing (or other 
visual arts), it is possible though, since this term is well-known to 
everyone with a background in visual arts, and it is possible that 
Adams used a different way of naming these values/tones in order 
to differentiate them from their usage in other arts. The essence 
though is that values and tones mean the same thing, whether used 
in black and white drawing or black and white photography.

In order to keep everything simple and to apply the principles of 
drawing to black and white photography without needing to make 
the conversion from one system to the other, the examples I will 
present to you will use values showing the tones in the Zone system 
instead of those used in drawing. You will know from now on that 
in our examples Zone 0 means pure black and Zone 10 means pure 
white and the rest of the zones are the different values/tones of gray 
in-between.

WHAT IS VALUE IN BLACK AND WHITE DRAWING AND 
THE RELATION WITH THE ZONE SYSTEM
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The rules for rendering volumes in classical black and white draw-
ing are meant to give the artist a tool that  will be used to create on 
paper an image of a volume which has the most resemblance with 
a real volume. This is accomplished by creating light and shadow ar-
eas rendered on the drawing surface with a black graphite pencil, 
charcoal etc. Light and shadow define volumes from a visual point 
of view and rendering volumes with light and shadow creates pres-
ence. Creating presence is the goal of both classical drawing and 
black and white photography and this can be achieved in both cases 
in a similar way. But before learning how to use light and shadow in 
practice we need to train our eye to see them around us. We need to 
start seeing like an artist.

HOW TO SEE LIGHT AND SHADOW LIKE AN ARTIST
IN EIGHT STEPS

The first two things we will have to identify or to decide where 
to place when drawing or rendering volumes in a photograph 
are:

1/ Where is the light source situated?
2/ What is the direction of light?

Right after answering these questions we need to answer a few 
more questions:

3/ Where is the light situated on the volume?
4/ What (or where) is the brightest area in the image?
5/ Where are the shadows?
6/ Where is the darkest area in the image?
7/ Where are the “cast shadows”?
8/ What is the subject of the image; and the most important point, 
the one you want the viewer to see first?

These eight steps will give us the frame on which we will build our 
image, be it a drawing or a photograph. We have to understand 
from where the light comes, or from where we want it to come and 
how the light and shadows are disposed so we can keep them con-
sistent while drawing on paper or “drawing a photograph”. Also we 
need to know what is our subject and where we want the eye of the 
viewer to go first.

A good way to verify where your lights and shadows are situated is 
to squint your eyes and watch the scene in front of you as a general 
mass of light and dark areas. This will help identifying more easily 
the placement of the different light intensities on the volumes you 
see. Another use of squinting to look at your scene is that this way 
you will more easily see it in black and white even if you are looking 
at a color scene, as everything around us is. Likewise, this practice 
can help in a real way when processing a photograph to check the 
tones and contrast level you have achieved and see where you need 
to intervene to enhance the image.

The light hitting a volume will always follow the laws of physics, as 
regards its intensity and distribution, and is directly related to the 
source emitting it, with regards to its power, shape, position, direc-
tion, hue and distance from the subject. Depending on all these pa-
rameters, the effect created on the volumes can be harsher or softer, 
more intense or more diffuse, it can come from one direction or an-
other. These characteristics will be visible on the volumes receiving 
the light in the form of bright or dark areas and will facilitate the 
perception of the world by the viewer as a three-dimensional space.  
Transferring the image of these real volumes on paper  by draw-
ing them is done by applying a few principles of rendering light 
and shadow, that we will see now.
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The values or tones used to render a volume in classical drawing are 
grouped in categories depending on whether they are “lights” or 
“shadows”. Obviously the bright values are the lights and the dark 
ones are the shadows. Each category can be divided into sub-cat-
egories, depending on where it is situated relative to the source of 
light. Let us see what these categories are, so we can understand 
better how light behaves when it comes in contact with an object 
and how to use this information in processing our photographs, 
when we shape the light to render  volumes. All the values are 
marked in the next image and I will also analyze them below.

LIGHT AND SHADOW AREAS ON A VOLUME

Highlight – the brightest part of the subject (image), the area that 
faces the light – the white of the paper in drawing or pure white in 
photography (corresponding to Zone 10 in the Zone System).
Light – the generally bright areas of the image, without reaching 
the brightest values in terms of intensity but without touching the 
shadow either (corresponding to Zones 9 to 8 in the Zone System).
Half-tone – the areas where the shadow begins. This is the mid-gray 
tones area (corresponding to Zones 7 to 6 in the Zone System).

SHADOW AREAS

Form Shadow - the main shadow on the volume, the place which 
is situated opposite the light source and that will receive the least 
amount of light. This is the darkest area of an object and it is very im-
portant for defining the shape of the object. Light creates accents, 
but shadow creates form (corresponding to Zones 5 to 4 in the Zone 
System).
Reflected Light – shadow area where the intensity of the shadow 
is lower due to light being reflected on the volume from the lumi-
nosity of the ground and the surrounding surfaces (approximately 

corresponding to Zone 5 in the Zone System).
Cast Shadow – the shadow the volume leaves on the surface be-
hind it relative to the source of light. It is darker in the proximity of 
the volume and it becomes lighter the farther away it is from the vol-
ume. The farthest shadowed area from the volume, just outside the 
cast shadow’s outline is called penumbra (corresponding to Zones 3 
to 1 in the Zone System).
Occlusion Shadow – the darkest area of the shadows: it appears 
at the contact of the volume with the surface on which it is placed, 
being essentially the shadow under the volume (corresponding to 
Zone 0 in the Zone System).

CHAPTER 10 PHOTOGRAPHY DRAWING (PhtD) 
- BLACK AND WHITE (EN)VISIONING AND PROCESSING METHOD

LIGHT AND SHADOW AREAS ON A VOLUME
TYPES OF LIGHT AND SHADOW ON A RENDERED VOLUME

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 136

UNDERSTANDING 
HOW LIGHT 
AFFECTS A VOLUME
IS AN ESSENTIAL 
TOOL IN KNOWING 
HOW TO ENVISION 
AND PROCESS
BLACK AND WHITE
PHOTOGRAPHS

JULIA ANNA
GOSPODAROU

PRINCIPLES OF RENDERING LIGHT AND SHADOW ON A VOLUME IN 
CLASSICAL DRAWING APPLIED TO BLACK AND WHITE PHOTOGRAPHY

PHOTOGRAPHY DRAWING (PhtD)

PRINCIPLES OF RENDERING LIGHT AND SHADOW ON A VOLUME  
IN CLASSICAL DRAWING APPLIED TO BLACK AND WHITE PHOTOGRAPHY

If we look at the examples of the basic geometrical forms provided 
illustrated, we will see the same disposition of lights and shadows 
applied in all cases, on each type of volume. The principles are the 
same, what changes is the shell of the volume. We can see that in all 
cases the area covered by Zones 8 and 9 are fairly equal, then the 
light decreases rapidly from Zone 7 to Zone 4.

The disposition of the light zones on any volume, simple or com-
plex follows the same rules. This is valid also in the case of volumes 
of buildings. Consequently, understanding how light functions and 
how it affects a volume is an essential tool in knowing how to en-
vision and process black and white architectural photographs, not 
only drawings on paper. 

Now let us see concretely how to render volumes using the princi-
ples of classical drawing. We will study these principles while consid-
ering  the most common lighting situation of volumes lit by natural 
light coming from above at an angle (above left in the case of the 
examples used), which is what we will mostly find when shooting ar-
chitectural objects outdoors. We will use  four basic geometric forms 
to study these rules: the cylinder, sphere, cone and parallelepiped 
forms, which, when combined, can create almost every volume pos-
sible.
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PRINCIPLES OF RENDERING LIGHT AND SHADOW ON A VOLUME  
IN CLASSICAL DRAWING APPLIED TO BLACK AND WHITE PHOTOGRAPHY

What we can see on the volumes I used as examples is the way the 
light renders them and the way this translates to shades of gray. 

Alternatively we can name these shades of gray values or tones. 
Starting with the brightest tone of the Zone System which belongs 
to zone 10 and is equivalent to the white of the paper in drawing 
and to the pure white when processing a black and white image and 
ending with the darkest tone of the Zone System belonging to Zone 
0 and being represented by the darkest shadow in drawing or pure 
black in photography, both drawing and photograph will cover all 
the tones in between, tones that will become darker as the surface 
is situated farther and farther away from the source of light and of 
course brighter as we approach the source (be it light coming from 
an artificial source or natural light coming from a direction). 
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The Rules of Photography Drawing are based on the rules and prin-
ciples of classical drawing as they can be applied to black and white 
photography and they elaborate on the subject of using light shap-
ing in order to create a correct and realistic volume rendering from 
the point of view of physics. 

In addition to the principles of rendering volumes that we enumer-
ated above, let us see some general rules that have their basis in 
drawing but that can be adapted and used in both drawing as well 
as photography.

RULE NO. 1
– SHOW SPACE AND VOLUME, NOT ONLY SHAPE.  

Three-dimensional space and volumes are the basis of architecture 
and architectural design. Architecture has almost no interest in two-
dimensional shapes, but only in volumes and space. Therefore in 
drawing, while rendering an architectural object, this is the main 
goal we need to keep in mind: to show space and volumes, not to 
limit ourselves to two-dimensional shapes. This principle translates 
easily to architectural photography and has to do with enhancing 
the image so it shows more faithfully the space and the volumes ex-
isting in it.

THE RULES OF PHOTOGRAPHY DRAWING
PHOTOGRAPHY DRAWING (PhtD)
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PRAGUE ARCHITECTURE  
- DRAWING  (50X70CM) 
© JULIA ANNA GOSPODAROU

DENSUS CHURCH, ROMANIA  
- DRAWING (50X70CM) 
© JULIA ANNA GOSPODAROU

RULE NO. 1  - SHOW SPACE AND VOLUME, NOT ONLY SHAPE.  
LINE DRAWING COMPARED WITH RENDERED DRAWING

THE RULES OF PHOTOGRAPHY DRAWING
PHOTOGRAPHY DRAWING (PhtD)

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 140

CHAPTER 10          THE RULES OF PHOTOGRAPHY DRAWINGPHOTOGRAPHY DRAWING (PhtD) 
- BLACK AND WHITE (EN)VISIONING AND PROCESSING METHOD

RULE NO. 2
– USE THE FULL TONAL SCALE AND THE RIGHT RENDERING VAL-
UE/TONE IN THE RIGHT PLACE ON AN OBJECT.  CREATE GRADA-
TIONS OF VALUE OR SHADING IN ORDER TO CREATE THE ILLUSION 
OF VOLUME. 

A drawing, just like a photograph, is a two-dimensional representa-
tion of a three-dimensional world.  To present this three-dimensional 
world on a two-dimensional medium such as paper is, the drawing 
needs to recreate something that cannot be seen normally - it needs 
to recreate a volume (or the illusion of a volume) on a flat surface 
- and achieves this by using line, light and shadow. Essentially, what 
we do when drawing is to add depth to a plane by making the eye
believe that it sees a volume while it only sees its projection on pa-
per. The drawing shows the representation of the volume through
the use of light and dark tones. In order to achieve this three-dimen-
sional effect, we use different intensities of rendition with the black
pencil, different values,  applied in specific  places on the volumes. 

These values need to cover the full tonal range between black and 
white in order to create a believable result. Where exactly we apply 
the light/dark values has to do with how light falls on the volume,  as 
we have already explained in the principles of rendering volumes.  
This is the basic rule in rendering volumes and it is just as true in 
drawing as it is in black and white photography.

RULE NO. 3
– KNOW THAT IN MOST CASES YOU CAN CONTROL THE OUTDOOR 
LIGHT JUST LIKE YOU WOULD CONTROL AN INDOOR ARTIFICIAL
SOURCE. HOW? BY PROCESSING THE IMAGE ACCORDING TO YOUR 
VISION AND NOT TO THE GIVEN CONDITIONS OF YOUR SHOT. 

This is a rule many will not agree with. They are free to not agree. 
Everything is possible in art and this gives them the right to not 
agree just as it gives the right to those wanting to follow it to do so. 
“Manipulating” an image lies at the heart of fine art photography, 
that means doing whatever it takes to bring the image you create as 
close as you can to your vision and to yourself as an artist. No tools 
or means are forbidden or excluded, as long as what you create is art 
and not cacophony. Art means breaking the rules, but you have to 
break them by keeping the result as a possible reality even if it is an 
otherworldly reality like those of Chagall or Dali. Both Chagall and 
Dali “manipulated” reality: but have a look at their paintings and you 
will see that the basic rules that the eye is used to are respected, one 
of them being correct rendering of volumes and respecting the light 
they work with regardless of whether they change everything else. 
Therefore you are free to disregard the existing light and create your 
own, but be careful to first learn how light behaves and the rules of 
correct rendering. If you look at my work you will see that even when 
I change everything else I never touch the basic rules of how light 
works on volumes.
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ODE TO BLACK (BLACK HOPE) IV - SHADOW BLACK 
© JULIA ANNA GOSPODAROU 2013 - CITY OF LONDON

ODE TO BLACK (BLACK HOPE) IV - SHADOW BLACK  - RAW IMAGE 
©  JULIA ANNA GOSPODAROU 2013 - CITY OF LONDON
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RULE NO. 3 -  KNOW THAT IN MOST CASES YOU CAN CONTROL THE OUTDOOR LIGHT JUST LIKE YOU WOULD CONTROL AN INDOOR ARTIFICIAL SOURCE.
Changing the light balance from the RAW image to the final image according to our vision and not depending on the existing light conditions.
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RULE NO. 4
– APPLY THE LIGHT AND SHADOWS ON A VOLUME ACCORDING TO 
THE DIRECTION OF THE LIGHT FALLING ON THE VOLUME. 

The place where the lights and shadows will be visible on a volume 
depends on the direction of the light falling on it: the areas closer to 
the light will be brighter and the ones further away from it will be 
darker. We have to keep in mind that the direction of light has to be 
the same for all the volumes in the scene, unless we have multiple 
sources of light and then the light/shadow chart of the image will be 
more complex. A rule that stands for all kinds of visual representa-
tion and that some tend to forget since it is not obvious when we 
watch volumes in real life.

RULE NO. 5
– KNOW THAT LIGHT DISPOSITION INFLUENCES YOUR 
COMPOSITION. 

How light is disposed in the frame has to do not only with correctly 
rendering volumes but it also affects the composition. Keep in mind 
that different textures and materials behave differently in the way 
they show light. Some absorb light, others reflect it, some create 
lower contrasts, others higher contrasts when they are lit. Consider 
their behaviour both when composing the image you capture and 
when you process it, so as to be able to emphasize the areas you 
need to emphasize and subdue the rest. In principle you do not want 
to have in the foreground an object that absorbs the light and have 
lower contrast surrounded by objects that reflect the light and have 
stronger contrast. The object in the front will seem deprived of life 
surrounded by the other contrasty objects. If you need to have such 
an object in the foreground you will need to find a way to emphasize 
it consciously and keep the rest of the objects at a lower contrast so 
they do not compete with it. You may want to change your composi-
tion or point of view to improve the light balance in the image.
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A PATH TO THE SKY III - STROKE OF LIGHT 
© JULIA ANNA GOSPODAROU 2012 - BERLIN

STILL LIFE WITH WINDOW - DRAWING (50X60CM) 
© JULIA ANNA GOSPODAROU

RULE NO. 5 – KNOW THAT LIGHT DISPOSITION IS INFLUENCING YOUR COMPOSITION.
Light influences composition - Different textures and materials render differently

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 144

RULE NO. 6
– SQUINT (HALF-CLOSE) YOUR EYES TO IDENTIFY LIGHT 
AND SHADOW.

A good way of identifying the light and dark area in a scene is to 
squint your eyes when looking at the scene so you can only see the 
general values of light and not the details. This tool is used in the 
case of drawing or painting from nature and is a very efficient way  
of “reading” the light. Make a habit of squinting also when looking at 
the scene you want to photograph, just as when you are processing 
an image. Besides helping you to identify the light and dark areas, 
this method helps you also to see a scene in black and white and to 
more easily understand where you have to place your values/tones 
in the image and how to achieve a balance and emphasize the im-
portant areas.

RULE NO. 7
– USE VISUAL TOOLS TO CREATE THE ILLUSION OF SPACE.

The science of imaging together with the laws of physics have deter-
mined a set of universally valid tools that can be used to show space 
and depth in a visual representation like a drawing, painting etc.  The 
tools that can be used for creating the illusion of space in classical 
drawing are: linear perspective, atmospheric perspective, decrease  

in size for the objects placed further from the viewer (caused by lin-
ear perspective), decrease in rendering intensity and contrast for 
the objects in the background, in order  to create depth (caused by 
atmospheric/aerial perspective),  volume placement related to the 
viewer and volume overlapping. These tools  may be used separate-
ly or together, most of the times we will use them together to make 
a drawing look realistic or to recreate a scene we envisioned. 
We can use  the same tools to process a black and white photo-
graph, respecting the laws of perspective and of how light behaves 
in space.

RULE NO. 8
- USE THE CONTRAST OF VALUE/TONE TO SEPARATE 
OBJECTS IN SPACE.

The juxtaposition of dark values (the equivalent of dark tones in 
drawing) with light values  (the equivalent of light tones in drawing) 
creates contrast. Contrast helps separating adjacent objects. This is 
done by rendering with opposite values the two adjacent objects 
on either side of the line that separates them in a two-dimensional 
representation. This is another important rule of classical drawing 
that can be applied successfully in processing black and white pho-
tographs.

THE RULES OF PHOTOGRAPHY DRAWING
PHOTOGRAPHY DRAWING (PhtD)

JULIA ANNA
GOSPODAROU

THE LIGHT AND 
SHADOW WE SEE 
ON A SURFACE IS
MADE OF BOTH 
DIRECT AND 
REFLECTED LIGHT 
OR BOTH SHADOW 
AND REFLECTED 
LIGHT

CHAPTER 10          THE RULES OF PHOTOGRAPHY DRAWINGPHOTOGRAPHY DRAWING (PhtD) 
- BLACK AND WHITE (EN)VISIONING AND PROCESSING METHOD

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 145

RULE NO. 9
– USE GRADIENTS TO RENDER VOLUMES.

Light does not fall evenly on the surface of a volume due to the dis-
tance of each area of the surface from the source of light and the 
size of the source. The rules of light falling on an object say that the 
smaller and closer to the surface the source of light is, the more in-
tense the light fall-off - the bigger the source is and the further away 
from the surface, the more uniform the light fallen on the surface. 
However, this light fall-off phenomenon happens even with a very 

large and distant light source such as the sun, which could be con-
sidered an immense softbox.  In addition to this, the light or shadow 
we see on a surface is made of both direct and reflected light or both 
shadow and reflected light. This is why it is generally advisable to 
use light or shadow falling in gradient in order to render a surface. 
Meaning that the shadows will start darker on an edge and decrease 
in intensity towards the opposite edge, same thing happening with 
the light. Used as a rendering technique in drawing, this principle 
can be applied to photography and will add depth to the image and 
make it look more three-dimensional.
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STILL LIFE WITH LEAF- DRAWING (50X70 CM)
© JULIA ANNA GOSPODAROU

RULE NO. 10
– USE AREAS OF LIGHT AND DARK VALUE/TONE INSTEAD OF LINES TO CREATE 
THE ILLUSION OF EDGES IN VOLUMES.  

Even if drawing is considered by most as being mainly created by making use of 
lines, the reality is that we do not need lines to create a drawing, we only need 
them to sketch the objects on paper so we know where to apply rendering. A 
drawing can be a drawing of lines, but not necessarily. The style of drawing I am 
referring to in the method of Photography Drawing is the drawing where we cre-
ate the object by mainly rendering areas of value on each of its defined surfaces 
separately, these areas all having different intensities.  

We will create the illusion of edge in volumes by alternating areas of dark value 
with areas of light value, the edges being the line created as a result of two areas of 
opposite brightness coming in contact - dark values/tones coming in contact with 
light values/tones. The difference between successive sides of the same volume 
do not need to be big but we do need a difference in tone between two adjacent 
areas in order to create a line between them. The same effect can be created in 
photography when working on the captured image and not enhancing the edges 
of the volumes but working inside the surfaces which the edges delineate.
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Processing a photograph by using the rules and principles of classi-
cal drawing follows a reverse direction than in the case of drawing 
an image while using the same principles. In the case of drawing 
you start by adding volumes to one another to create a meaningful 
whole, while in the case of photography you already have the whole 
and, when using the method of Photography Drawing,  you will 
need to subtract parts (volumes and surfaces) from the whole, in or-
der to process them separately,  to render them one by one and then 
to add them back to the whole but after reshaping the light that falls 
on them, transforming it to suit your Intention, your VISION. The end 
result might be the same in principle, or as far as physics and the 
light study are concerned,  but the initial process is the opposite.

The steps I make when following the method of Photography Draw-
ing are most of the times the same. Some are conscious steps, some 
others have become a habit I do not think about but just do what I 
do as an automated process. The steps I tend to make  automatically 
are the ones that have to do with “seeing in space”, with analyzing 
volumes and considering the options I have to use volumes to create 
something meaningful but that will not necessarily be faithful to  the 
reality I captured with my camera, but it will have to be faithful to my 
own representation of reality, to my VISION. What I do as a first stage 
is to compare my vision to the reality and evaluate how much they 
have in common and how much I need to change in order to make 
the journey from reality to the final image. I will present these steps 
in the following paragraphs, explaining for each step what it consists 
of and how to practically go through the process.

STEP 1
LOOK AT YOUR RAW IMAGE AND COMPARE IT WITH YOUR VISION.

Compare the result you have captured in the camera with the  final 
image you have in your mind. Try to find the differences and see 
what you will need to add or to remove in terms of light disposition 
so the image you captured becomes the image you envisioned. This 
is a very important step as now you determine your assets in terms 
of image and set up a plan on how to work on your photograph in 
order to make it match your initial idea and vision. 

This is also the moment when you choose the image you will work 
on, among those you took of the subject, and this will have to do 
both with composition and with how you captured the light and 
also with how you can develop and enhance the image by working 
with light in order to transform a lifeless RAW file into a personal 
piece of art. Yes, the RAW file is lifeless as long as you have not de-
veloped it. Starting to work on a RAW file can be compared with the 
moment a painter sets up his canvas and looks at the scene in front 
of him. Nothing more. You have chosen the angle, chosen the light 
and clicked to capture those. You may have travelled a long way to 
get there, or woken up really early or done other things that seemed 
like an effort, but this is still not creation, it is just preparing for the 
act of creation.  This is only the beginning of the journey that will 
take you from an idea to a fine art photograph. The real part of cre-
ation, the visible part of it,  is what starts right now. 
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STEP 2
LOOK AT THE OBJECT IN THE IMAGE YOU CAPTURED IN A THREE-
DIMENSIONAL WAY.

Search for the general construction lines of the image, for its “skel-
eton”. Try to look for dominant volumes or lines, for dominant rela-
tions that you could enhance.  You probably will already  know what 
the main strength of the image is from the moment you shot it, since 
you already chose the right composition. See if what you intended 
to achieve from the compositional point of view is clear enough or if 
it needs any enhancement by cropping etc.

STEP 3
LOOK AT YOUR SCENE/BUILDING  AS BEING  COMPOSED OF VOL-
UMES AND NOT ONLY OF LINES.

Do this even if in the two-dimensional space of the photograph you 
can only see lines.  As we said earlier in the book, the light is what 
creates the volume, so you need to see the light, both  the light that 
is already there and  the light you will add in post processing, enrich-
ing or even totally changing the existing light on each volume and 
the general light balance in the image.

STEP 4
DECOMPOSE THE COMPLEX VOLUMES YOU SEE INTO SIMPLE 
VOLUMES AND LOOK AT THEM SEPARATELY.

Try to understand how light falls on each of them depending on the 
shape, because this is how you will render them, by breaking them 
down into pieces and working on each separately. Use as a guide 
for this approach the simple volumes that I presented before in this 
chapter and remember how they were rendered. What you should 
do is to learn how every volume reacts when it comes in contact 
with light and you can start by learning by heart how the basic geo-
metrical forms (as sphere, parallelepiped, cone, cube, prism) react 

to light,  because every other form around you, no matter how com-
plex, will be based on and will consist of a combination of simple 
geometrical forms. 

STEP 5
UNDERSTAND FROM WHERE THE LIGHT COMES IN YOUR SCENE 
(WHERE THE LIGHT SOURCE IS)  AND DECIDE WHERE YOU WOULD 
WANT THE LIGHT TO COME FROM (WHERE YOU WOULD LIKE TO 
PLACE YOUR LIGHT SOURCE). 

Do the two directions of light (or light sources) coincide: the cap-
tured direction of light and the  desired one? If yes, you will only 
need to enhance the light disposition in the image. If not you will 
have to change it. We can usually disregard where the light comes 
from in our captured frame and  choose a new light direction that 
will serve   better our artistic intentions for the image. The captured 
light disposition on volumes can be  modified by manipulating the 
existing light and dark tones to suit our vision.  Changing the light 
balance in the image is possible unless the photograph was shot in 
conditions where the light was directional and the shadows are very 
pronounced and indicating clearly where the light comes from.  But 
even in these cases we still have some leeway in the light shaping 
that we will apply  to the image through post-processing. This is why 
I prefer to work on neutral images in my processing, because it is 
easier for me to add light where I want it than to remove the exist-
ing light from where I do not need it  and then add it where I want 
it to be. A practical solution I have found when working on neutral 
images even if they were not neutral when I shot them,  is to convert 
my image to black and white to create a neutral conversion rather 
than a contrasty one  and work on that. I prefer to add the contrast 
and the light where I want them and in the amount I need rather  
than take them ready from the scene in front of me. It is about my 
vision taking over reality, which as far as I am concerned is what fine 
art photography is all about.
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A PATH TO THE SKY VI - STEPS © JULIA ANNA GOSPODAROU 2012  
- BERLIN

A PATH TO THE SKY VI - STEPS - RAW IMAGE © JULIA ANNA GOSPODAROU 2012  
- BERLIN
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STEP 5
Understand from where the light comes in your scene (where the light source is)  and decide where you would want the light to come from (where you would like to 
place your light source).  RAW image and final result - See how the light in the initial RAW image had a  different source  from the light in the end result and how the light 
was recreated with the techniques of Photography Drawing. 
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STEP 6
MAKE SELECTIONS FOR EACH SURFACE IN PHOTOSHOP SO YOU 
CAN WORK ON EACH OF THEM SEPARATELY. 

You will treat each surface of your volumes as you would treat a 
drawing: working on each of them separately so you do not affect 
the neighboring ones. When you process your images you need to 
apply different effects in different areas of the image, but, as we 
know now and can see all around us,, not all surfaces react in the 
same way to light, some are closer to it, some farther away and this 
has to be shown in the image, be it a drawing or a photograph. In 
drawing you can control the pencil more easily than you can control 
the processing software on the computer, which is why, in order to 
control the applied effect (gradients, dodge, burn etc.) when you 
process a photograph, you need a tool,  a certain method, so you 
can keep it inside the outline of each surface you work on, you need 
to isolate it from the rest of the image. 

The tool or method  you will use to isolate each area of an image 
so you can work on it separately is to make a selection of that 

surface.

In some cases selecting the areas that interact the same way to light 
may not mean working on only one surface, but working on a group 
of surfaces that are in the same plane but are not seamless. This may 
happen for instance when your volume is not flat, as it may be a fa-
çade of a building with different protruding  profiles on it. The glass 
plane for instance will consist of a group of glass surfaces that are in 
the same plane, thus interact the same under a certain light source. 
They will be interrupted by the metallic profiles that run on their sur-
face, keeping the glass in place, and these profiles will be in their 
turn part of a group of selections of areas that are separate but in 
the same plane, thus reacting all to light in the same way, just as the 
glass surfaces do. In other words, your selections in cases like this will 
be as if you had a large uniform surface from which you cut out dif-
ferent pieces, different slices or differently  shaped areas, depending 
on the shape of the building. Have a look at the image in the at-
tached example (Example b)  to see this case in a more intuitive way.
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EXAMPLE OF A GROUP OF SELECTIONS OF AREAS THAT ARE IN THE SAME PLANE BUT ARE 
INTERRUPTED BY OTHER SURFACES ODE TO BLACK (BLACK HOPE) II  - ANIMA BLACK  
© JULIA ANNA GOSPODAROU 2013 - ATHENS

GENERAL EXAMPLE OF SELECTIONS MADE TO ISOLATE RENDERING SURFACES  
FLUID TIME II - AN (EN)VISIONOGRAPHIC CHICAGO STORY © JULIA ANNA GOSPODAROU 
2014 - CHICAGO
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Select each surface in part  in Photoshop, so you can work on them separately.
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STEP 7
RENDER EACH VOLUME ACCORDING TO THE PRINCIPLES OF 
RENDERING IN CLASSICAL DRAWING.

Now that you have selected each surface separately you can work in-
side each of them applying the effects you need (gradients, dodge, 

burn etc.) without fear that they will pass to other surfaces and en-
suring in this way that the result will be exactly what you intended 
in each point of the image. You can now apply all the principles 
of rendering that we learned a few paragraphs ago in the section: 
“Principles of rendering light and shadow on a volume in classical 
drawing”.
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STEP 8
ALWAYS CONTROL YOUR CONTRAST. CONTRAST IS USED TO 
CREATE DEPTH AND TO EMPHASIZE.

Keep this in mind and use it consciously. Keep in mind that higher 
contrast emphasizes and lower contrast subdues. Higher contrast is 
generally used in the area you want to be the most important in the 
image or in the foreground, while lower contrast is used for the areas 
you want to hide or to subordinate to the center of interest and also 
in the background (based on the principle of atmospheric (aerial) 
perspective which makes objects in the distance seem more faded 
due to the particles in the atmosphere between the viewer and the 
objects in question and create haze, taking away from the sharpness 
of the objects and modifying the levels of light). Not using contrast 
correctly (using too little, overusing it or not differentiating it in the 
foreground and background) can make an image look flat and un-
convincing. This is why some of the HDR images look deprived of 
depth and cartoonish, because they do not differentiate contrast 
based on depth, atmospheric perspective and level of importance 
of each area of the image. 

You do not want your images to look like that when you create fine 
art photography. So, use the contrast wisely; it is a powerful tool but 
it can be misused very easily if you do not know or consider what 
effects it can create.
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STEP 9
SQUINT (HALF-CLOSE) YOUR EYES TO SEE IF THE GENERAL 
SCENE HAS BEEN RENDERED CORRECTLY ACCORDING TO 
YOUR INTENTION.

From time to time as you process your image and again after you 
have rendered all the volumes, check the light and shadow balance 
in the whole image by both looking at your image with the eyes half 
closed and also by closing your eyes for a few seconds to erase the 
impressions on the retina and then opening them again to see the 
image with a fresh eye and more easily identify the areas that need 
more work. You can see this way if you need to enhance some ar-
eas, if you need to add contrast and if you need to darken or light-
en some surfaces or add accents. You can see here how the scene 
would look with your eyes half closed. The image becomes a surface 
of light and dark tones, the outlines of the volumes cannot be seen 
anymore and do not distract the eye from discovering the areas of 
lights and shadows.

STEP 10
WHEN YOU THINK YOUR IMAGE IS FINISHED, COMPARE IT AGAIN 
WITH THE IMAGE YOU HAD IN MIND WHEN YOU STARTED PRO-
CESSING AND SEE IF YOU FULFILLED YOUR INTENTION AND 
TRANSPOSED YOUR VISION INTO THE IMAGE. 

Be very critical with yourself when doing this because there is noth-
ing worse than an image which is not worked enough to show your 
vision in the right way. Many times you will need to spend many 
hours tweaking the “final” image and get it right, many hours of 
looking at it again and again to see it in detail and walking away 
from it and looking at it again after a while so you can see it with a 
fresh critical eye. 

This happens because after a while we tend to get used to an image 
and accept it even if it is not 100% how it should be, so it takes time 
to forget what you saw. Why do you need to forget your image so as 
to understand if it is finished or not? Because the strongest impres-
sion when looking at an image is the first impression it makes on us 
and this is what we try to recreate when we leave it for a while and 
look at it again when our memory was emptied.
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CHAPTER 11          COVERING THE ENTIRE TONAL RANGEHOW TO “SEE” IN BLACK AND WHITE

Covering the entire tonal range between black and white is the 
essence of seeing in black and white.

The first thing one hears about black and white photography is that 
it has to have a good  black and a good white - meaning that it has 
to have both bright and dark tones well defined. This is true but it is 
only half the truth. What you do not hear is that, in order to be 
good, a black and white photograph must have a good black, a 
good white and also cover every tone in between. The last, cov-
ering all the midtones, is essential in correctly defining shapes, in 
giving depth and life to an image. An image with faded black and 
white will lack force and impact making it often difficult to identify 
the subject. 

On the other hand, an image with high contrast and no (or poor) 
mid-gray tones will lack story and content. It can be striking and 
powerful, but it will have a graphical character rather than a “pho-
tographic” one. What brings substance and creates presence in an 
image is covering all shades of gray, including black and white in 
rendering a black and white image.  This is usually done in the phase 
of developing and printing in the case of film, or in the phase of post-
processing in the case of digital photography. 

Covering the full tonal gradation means covering all the tones you 
can see in the examples below, from black to white and all the mid-
gray tones in-between.

COVERING THE ENTIRE TONAL RANGE
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THE ZONE SYSTEM - READING THE LIGHT

One of the first photographers to deal in an exhaustive way with the 
theory behind a black and white image and to create a system of 
rules universally valid for creating a good black and white photo-
graph was Ansel Adams. The Zone System he created together with 
Fred Archer, even if it was created in 1940 for black and white sheet 
film, is still applicable today in both film and digital photography, 
black and white and color. 

The Zone System is a technique that aims at obtaining the optimal 
exposure for a photograph considering our intention to achieve the 
desired balance of light in the final image. Using this technique helps 
photographers get in-camera results that are closer to how they vi-
sualize the end result of their work (thus taking them closer to their 
vision even from the first steps of creating an image). 

The technique consists of metering and exposing a scene accord-
ing to the vision of the photographer and not to the metering in 
the camera - which is based on metering a scene as if its overall re-
flectance (meaning the reflectance obtained after blending all the 
tones in the scene) would always be a middle gray or 18% gray. This 
automatic blending of light intensities done by the camera meter is 
not infallible and it may not indicate the right exposure especially 
when the scene is very bright or very dark, since the camera tends to 
bring everything to an overall 18% luminance when metering.

The camera metering system can be overridden by the photogra-
pher deciding where to “place” each light zone of the scene accord-
ing to the Zone System and by adjusting the exposure in order to 
match his intentions, so that he, rather than the camera meter, takes 
control.  In other words, by using this technique a photographer 
knows that the bright values will be recorded as bright and the dark 
ones as dark and not that the camera will make a general metering 
of the scene which can result in the scene matching the 18% gray 
mentioned above, and hence the camera brightening the dark tones 
and darkening the light ones.

Ansel Adams jestfully says: 
“God created light and he divided it into ten zones”. 

This is a funny way of saying that not all light is the same and that we 
need to learn how to choose the light specifically to our theme, and 
then learn how to show this light at its best in our image by control-
ling it in the phase of post-processing. This is what Ansel Adams did 
in the darkroom, spending entire days trying to create the perfect 
image. This is what we do, too, in the digital darkroom, though our  
task is much easier nowadays, since we have so many more tools to 
control the end-result.
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Just as we explained in the previous chapter, “The Method of Photog-
raphy Drawing”, when we talked about the values of light and dark in 
black and white drawing, starting with 1 for the highlights and end-
ing with 9 for the darks, Ansel Adams created a similar system, the 
Zone System, this time in the context of a photograph. Since light 
is the same in both cases, drawing and photography, we can con-
sider these two light charts as the same in principle. In the case of 
the Zone System, Adams assigns to each brightness value a number 
from 0 to 10, now though considering the values as starting with 
darks (0) and ending with highlights (10). Maybe Ansel Adams, just 
like myself, based  his light study on the principles of black and white 
drawing or simply on the principles of light and shadow and how 
their behavior is presented in visual arts like drawing, painting or 
photography . 

As a quick description, the Zone System starts with Zone 1 which 
are the darks and ends with Zone 9 which are the highlights. To 
these zones Adams added Zone 0 and Zone 10, which are pure black 
and pure white with no detail in them. Zone 5 can be described as 
middle gray. When printed on paper, Zone 5 corresponds to a reflec-
tance of 18%.

The zones in the zone system relate to exposure and have to do with 
the luminance of each part of a scene (in other words with the light 
reflected by each subject/area in the frame). Each zone represents a 
doubling of the previous zone and a halving of the next zone in terms 
of luminance.  Each zone has a difference of one stop compared with 
the next or previous zone. The reflectance difference though between 
zones is not uniform, the difference between zones at both extremes 
of the scale (1 and 2 or 8 and 9) is much less than between zones in the 
middle (4, 5, and 6). Ansel Adams considered that the “useful” zones 
are those between 1 and 9, with the most detail being captured in the 
zones between 2 and 8. As pure black and pure white, zones 1 and 10 
are there just to reproduce extremes like sources of light or to be used 
as accents and to close the circle of the full tonal range.
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This concept was born in the time of black and white film photog-
raphy and what  it means essentially is that one needs to set the ex-
posure time when capturing the scene  as high as it is necessary in 
order to give time for the detail to be captured in the dark zones (the 
darkest zones where we need to see enough detail - generally Zone 
2-3) and then set a time for the development of the film that will al-
low the highlights to reach a correct density (the highest highlights 
in which we need to see detail). The development of the film does 
not affect the density of the shadows much, but it affects the high-
lights a great deal. 

Too much development can blow the highlights, creating too much 
density in those areas. In the case of film this approach was very im-
portant since the methods available for processing the image in the 
analog era were less forgiving with errors than the methods we pos-
sess today. But the concept is still useful: we need a good exposure 
so the dark areas are not underexposed and do not show noise, and 
because it is easier to retrieve detail from the highlights than from 
the shadows in the case of the digital image. Which explains also the 
concept of “expose to the right” , a concept based on the same fact:  
that the highlights contain a lot more information than the shadows 
in the RAW image. 
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HOW TO USE THE ZONE SYSTEM IN CAPTURING 
AN IMAGE

The main idea of the zone system is that the human eye is more 
trained and can understand better than the camera in which zone 
a certain brightness is really situated; so the eye can succeed in situ-
ations where the light meter would fail. The Zone System is a tool 
helping  you determine how you want the luminance of different  
areas of the scene to appear in the final image, or to use a typical 
zone system term, where you want to “place” each area in terms of 
luminance.  What you essentially need to do is to meter each area of 
the scene where you want a certain brightness, then to adjust the 
exposure by adding/subtracting the difference of f-stops between 
the zone you want and zone 5.  

The metering system of the camera always meters for Zone 5 (mid-
dle of the scale or middle gray), which means that it averages all the 
light that reaches the film/sensor in order to obtain a uniform 18% 
reflectance. To obtain the exposure that suits your intentions for the 
image  you need to override this manually. For instance, in the ex-
ample I am showing here, if you want to place the floor zone marked 
with 7 in the image at zone 7, meter it using the spot meter function 
of your camera, and then increase the exposure by two f-stops, so 
you can bring the metered spot, which was metered by the camera 
in Zone 5, from Zone 5 to Zone 7.  In practice, if the meter says 250 
at f/16, expose at 125 at f/11, or at 1/60 at f/16, to bring the area from 
zone 5 to zone 7. Or if you want to place the floor area marked with 3 
at zone 3, then meter it then dial down the exposure by two f-stops.
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HOW TO USE THE ZONE SYSTEM
IN PROCESSING AN IMAGE

The Zone System can play an important role also in developing digi-
tal images.  One can use the Zone System as a guide to covering 
the full tonal range, it also in helps the photographer dispose the 
tones in the frame with the goal to drive the eye towards the most 
important point of the image. The principle is the same as in ana-
log photography and the traditional darkroom, what changes is the 
tools we use to achieve the final result. The tools in the case of digital 
photography are not the film and the development solutions any-
more but the software we use. For instance you can see in the image 
used as an example the interface of Topaz Labs plug-in B&W Effects 
2, which is a black and white converter belonging to the Topaz Plu-
gin Collection.  This plugin (and some others too) have incorporated 
a Zone System Tonal Chart, the one you can see together with the 
histogram in the image in the upper right corner. 

I consider this tonal chart one of the most powerful tools in digital 
editing for black and white images. This chart allows you to check 
at any time where all the 11 zones of the Zone System (gray tones 
plus black and white values) are placed in the image. The eye alone 
is not capable of seeing clearly all the tones of the image, other than 
intuitively, so a tool checking these tones for us is a valuable one. 
Also, something that is even more important for realizing a correct 
black and white image, that is, covering the whole tonal range be-
tween black and white, the chart allows you to see which tones you 
already have in the image, and to what extent, so that you can see 
if you have covered the whole chart of tones and if the disposition 

of your tones is correct and balanced. This allows you, if your image 
lacks or has too little of the required gray tones, to edit it and work 
on your black and white balance so as to incorporate the missing 
gray tones. It is also a good tool to check your extreme tones, your 
extreme darks or extreme highlights so as to keep in the image an 
infinitesimal percent of these values, meaning not more than 3-5% 
pure black (Zone 0) and pure white (Zone 10), since these extreme 
tones totally lack detail and are useful for the balance of the pro-
cessing only as accents so the image has enough punch and does 
not seem washed out. But since they are pure tones, they are very 
powerful and need to be used with much care, otherwise the image 
loses its natural feel and becomes inexpressive and too harsh for the 
eye.  As an example, see the example, where Zone 5, medium gray, is 
shown in green. The rest of the zones can be visualized in the same 
way together or separately.
  
As mentioned earlier in the chapter “Photography Drawing”, the way 
the light is disposed in your frame can affect how you see the sub-
ject, which is your main point of interest or if you covered the whole 
tonal range. But it can also affect your composition. By highlighting 
or subduing some areas rather than others you influence your com-
position in a large measure. Keep this in mind and remember that 
you can use the Zone System Tonal Chart in Topaz BW Effects 2  to 
find these areas, so you can keep them under control and use them 
creatively to enhance your composition.

JULIA ANNA
GOSPODAROU

CHAPTER 11          THE ZONE SYSTEMHOW TO “SEE” IN BLACK AND WHITE

HOW TO USE THE ZONE SYSTEM
HOW TO “SEE” IN BLACK AND WHITE

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 163

CHAPTER 11          THE ZONE SYSTEMHOW TO “SEE” IN BLACK AND WHITE

HOW TO USE THE ZONE SYSTEM
HOW TO “SEE” IN BLACK AND WHITE

Topaz Labs-BW Effects 2 PLUGIN INTERFACE SHOWING THE ZONE SYSTEM TONAL 
CHART PHOTOGRAPH - FLUID TIME I BY JULIA ANNA GOSPODAROU

CONTENTS



THE RULE OF GRAYS
CHAPTER 12

INSIDE THIS CHAPTER

  WHAT MAKES A GOOD BLACK AND WHITE PHOTOGRAPH
  WHY BLACK AND WHITE PHOTOGRAPHY
  A GAME OF LIGHT 
  THE FOUNDATIONS OF BLACK AND WHITE PHOTOGRAPHY
  THE 10 MONOCHROMATIC COMMANDMENTS FOR GOOD BLACK AND WHITE PHOTOGRAPHY
  A FINAL WORD ON GOOD BLACK AND WHITE PHOTOGRAPHY - THREE LEVELS OF IMPRESSIONS AND PERCEPTIONS OR THE 11TH COMMANDMENT 
  FOR GOOD BLACK AND WHITE PHOTOGRAPHY
  EXAMPLE AND ANALYSIS OF HOW TO USE THE RULE OF GRAYS IN CREATING  
  A  BLACK & WHITE PHOTOGRAPH - TONAL ZONES ANALYSIS AND THE USE OF SELECTIVE CONTRAST

JOEL 
TJINTJELAAR

12

NEXT CHAPTERPREVIOUS CHAPTER

BOOK CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 165

What makes a good black and white photograph? Why are some 
black and white photographs better than others? What is the secret 
behind a good black & white photograph? All questions I have been 
asking myself and many other photographers with me.

First, of course, a good black & white photograph, any photograph 
for that matter, needs to have a good composition. Composition is 
elementary but probably even more for a black & white photograph, 
since there are no colors to compensate for a poor composition. 
Good composition is the strongest way of seeing, to use a familiar 
quote. 

Now I want to go into some specific black and white aspects of a 
photograph, assuming that, when we ask ourselves what makes a 
good black and white photograph, the composition of the image 
is already strong. If you have a strong composition and your black 
and white interpretation reveals mastery, then you will have a win-
ning combination that is hard or even impossible to beat by a color 
photograph. Having set the limits of this topic here, let me start by 
saying that creating black and white photographs is done in post-
production, not in-camera. Due to the absence of color, the artist 
needs to decide how to translate a specific color to just one tone. 
What it comes down to is that, since we are talking about just one 
tone corresponding to one hue of color, the difference between the 
tones will only be shown by light or the absence of light, not by satu-
ration or other colors. 

In black and white other rules apply and I call them the 

RULE OF GRAYS

SINCE WE ARE
TALKING ABOUT 
JUST ONE TONE 
CORRESPONDING 
TO ONE HUE 
OF COLOR, THE 
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LIGHT OR
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LIGHT, NOT BY 
SATURATION
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Before delving into this topic we cannot avoid to try to answer an-
other question first: why would we still need black and white pho-
tography in this day and age of digital color photography? Can black 
and white photography be considered an anachronism in the world 
of digital photography?

No, black and white photography is not an anachronism, but a de-
liberate aesthetic and artistic choice that when applied correctly 
can have so much more impact than a good color photograph. The 
world of photography reflected in magazines, photo sharing web-
sites, international competitions, social media and advertisements 
still shows that black and white photography has not lost any of its 
magic and is still very popular. You could even say that there is a rise 
in interest in black and white photography over the past few years.
There are several explanations why a good black and white photo-
graph can have such an impact on the viewer and why many pho-
tographers still choose to work in black and white instead of in color.

I will quote a few well known photographers here with their own 
view on black and white photography:

“When you photograph people in color, you photograph their 
clothes. But when you photograph people in black and white, you 
photograph their souls!” - Ted Grant

“Black and white are the colors of photography. To me they sym-
bolize the alternatives of hope and despair to which mankind is 
forever subjected.” - Robert Frank

“I have a problem with color, I cannot adjust to the limited controls 
of values and colors. With black-and-white I feel free, and confi-
dent of the result” - Ansel Adams

There are many more quotes that try to describe the essence of the 
power of black and white photography but instead of quoting them 
I list below some of the most often heard arguments in favour of 
black and white photography:

• Colors distract, black and white emphasize the essence.

• One looks at a color photograph, but into a black and white 
one. 

• Black and white photos are more dramatic and have more 
mood. 

• Black and white photos are more powerful and reveal the soul 
of things. 

• Colors often serve to depict the reality of what our eyes see 
while black and white serve to depict the reality behind what 
we see.

BLACK AND WHITE
PHOTOGRAPHY 
IS NOT AN 
ANACHRONISM, 
BUT A DELIBERATE 
AESTHETIC AND 
ARTISTIC CHOICE
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My personal approach to black and white photography: seeing 
the world in intensities of light instead of seeing it in color or in 
black and white tones.

After the more commonly heard and accepted views that support 
black and white photography as a finer art form, I want to present a 
few highly personal views that are less common but could broaden 
your views on black and white photography and give more insight 
why it is the preferred choice of expression in the photography of 
the authors:

• Color is more about color, of course, about hues and satura-
tion, while black and white is all about light or absence of light 
and all shades of light in between, because in essence black 
is absence of light and white is complete presence of light. 
When one talks about shades of gray, then one actually talks 
about variations of light between pure black and white. When 
one talks about contrast, one does not actually talk about the 
difference between two opposite extremes of tonal values 
but about the difference between the dark and light. When 
one talks about covering a complete tonal range, one actually 
talks about the overall presence of light in all its intensities: the 
various values of light. And this is the reason why black and 
white is so powerful: photography is all about light and that 
is exactly what black and  white in essence is. Black and 
white is all about light in its pure form or the absence of it, 
while color is about… colors.

• When you look at a black and white photograph, or better yet 
when creating a black and white photograph, you should try 
not to think in terms of gray tones and variations on gray, even 
though the result is exactly that, or even to think in terms of 
colors and how to translate them to black and white. No, you 
should try to think in intensities of light.

• Because that is what black and white is, and that is what pho-
tography is. Hence, there is this interesting parallel between 
black and white photography and photography in general. 
When you really see this essential but admittedly, subtle, 
difference of how you should be looking at a black and white 
photograph then you now will recognize the difference be-
tween good and bad black and white photographs. 

• The above is exactly the reason why creating a black and white 
photograph can never be just a matter of color desatura-
tion. What you do when you desaturate color images is just 
removing the intensity of hues while what you really want is to 
remove light or add light in its purest form. 

• When you look at a photograph and want to turn it into a 
black and white photograph, then forget about colors, forget 
about tones, forget about all the beautiful gray tones you want 
to enrich your image with. 

• Think in the first place about light, or the absence of light. 
Once you do that you know where to darken or brighten your 
image regardless of the original color. Colors distract when 
you look at them, but also when trying to convert them to 
black and white.  There is no necessary relationship be-
tween a specific color and a specific shade of gray. There is 
only a special relationship between light, the absence of it 
and black and white.

Black and white photography is what photography 
is in its purest form: 

A GAME OF LIGHT
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By now you should have an idea why black and white photography 
is still a very popular art form that has not lost any of its power, even 
in this digital age. You should also have an idea why specifically 
GOOD black and white photography can be so captivating and so 
much more powerful than great color photography. I am empha-
sizing the phrase “good black and white photography” because 
there is so much bad black and white photography. When you do 
not understand that black and white photography is not so much 
about desaturation of colors or even about conversion of colors but 
more about determining the light or its absence and then enhanc-
ing or emphasizing it, then we’re talking about the majority of black 
and white photographers. A bold statement, but just look around 
you on the web, in books and on forums. Why are there still people 
who argue that black and white is less interesting and less powerful 
than colors? Why are there so many people who think that black and 
white photography is easier than color photography? 

Because, in most cases, they have not seen a really good black and 
white photograph. And because most of the times they think that 
there is a necessary relationship between a color and a converted 
black and white tone. Well, there is not, otherwise anyone could 
be a world class black and white photographer just by using pre-
programmed presets in conversion software. Good black and white 
photography is about having a thorough understanding of how light 
behaves and how you can emphasize shapes or even remove shapes 
by using light to your advantage. It is furthermore about having a 
thorough understanding how light transitions from dark to bright 
and vice versa. Those two aspects form the foundations of black and 
white photography. The essence of color photography is to enhance 
or mute its colors and to separate and identify or clarify objects in a 
photograph, not only about light or the absence of light. Black and 
white photography is ONLY about light and its absence. Black and 
white photography is photography reduced to its very essence.
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So, how to create a good black and white photograph, knowing 
that it is all about light, and light only? In other words, what makes a 
great black and white photograph? I have formulated a set of prin-
ciples that I will call the Rule of Grays or the 10 Monochromatic 
Commandments, that will help you understand what a good black 
and white photograph is made of.

1. GRAY “RULES”

There is just one color in black and white photography that is in-
teresting: gray. Not black nor white, just gray. Black is the complete 
absence of light and white obviously the complete presence of light. 
When we are talking about black and white photographs we are 
not really talking about a photo consisting only of a black or a white 
tone. They are the least interesting. No, we talk about the gray tones. 
Black is the darkest gray tone, stripped of all light, white is the light-
est gray tone, exposed with too much light. In both cases we do not 
see anything, because it is either too bright or there is no light. Add 
a bit of light to black and you have a dark gray tone, remove a bit of 
light from pure white and you have a light gray tone. There is only 
one pure black tone and there is only one pure white tone, but there 
are 254 shades of gray. Gray rules and should dominate a black and 
white photograph: the rule of grays.

2. SELECTIVE TONAL CONTRAST

Any good black & white photograph has contrast. The eye is always 
drawn to the area in a photo that has the most contrast. If there is 
an area in the image that has pure black against pure white, then 
that area will get all the attention. If you create an image with too 
much contrast that has not been carefully chosen then the eye will 
go all over the image and does not know what to look at. How to 
create contrast in a correct way? It is not just a matter of hitting the 
contrast button. 

It is a matter of analyzing first what you want the eye to look at. If 
you do it right then you start with creating contrast by getting it 
right in-camera. But even if you do not do it right in-camera because 
the light is not perfect, then you can always create more contrast in 
post production in the areas in the images that you have chosen as 
an artist. That is one of the benefits of converting color to black and 
white instead of having the black and white in-camera. You can sim-
ply create contrast where there was no contrast and remove where 
it once was. If you have a color photograph that has a subject with a 
blue shirt against a blue background, then the subject will fade away 
against the background. But you can decide in post-production to 
translate the blue background to different tonal values than the sub-
ject with the blue shirt. The freedom of black and white conversion.
Creating contrast or enhancing contrast should be done carefully 
and very selectively and not by just brightening the whites and 
darken the blacks. Selective use of tonal contrast is one of the most 
important elements in any great black and white photograph.
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3. TONAL SEPARATION

In contrast to color photos, different objects in black & white pho-
tos that intersect or overlap each other are not separated by colors 
but by shades of gray. If intersecting or overlapping objects have 
the same shade of gray then this should be “corrected” by manipu-
lating these tones until they have values that are further away from 
each other. The more they differ in values, the better the objects are 
separated, the more presence and depth they will have. An example 
of that is the photo on the previous page, called Visual Acoustics 
IV – Tour Total, where I separated the statue in the foreground of 
the building in the background by manipulating the tonal values in 
and just around the statue to create subtle contrasts and make the 
statue stand out more from the background. 

4. PRESENCE AND DEPTH

What the human eye can see has a far greater dynamic range than 
the most expensive camera can capture. Add to it that what the mind 
can make of what the eye can see, by using imagination and experi-
ence to add information to the scene, and this results in perceiving 
a situation, an object or a location, in a very different way than what 
a camera could ever do. The act of perceiving is a human act and it 
is a culmination of personal experience and individual physical and 
emotional processes in combination with and as a response to what 
the eye sees. The camera can only record and ‘see’ but cannot per-
ceive, that is something reserved to the human mind only and it is 
the citadel from where art originates.

A very interesting article called “The Black & White Master print” 
by George DeWolfe forms the foundation of what I do in black and 
white processing. It is about the importance of creating presence 

and the difference between LUMINANCE - what we see - and LU-
MINOSITY - what we perceive. What we see is a more physical and 
mechanical act, while what we perceive is not only physical but also 
an emotional and spiritual act.

Here is an important quote from the article: “The basic physical dif-
ference between the two states – Luminance and Luminosity – is largely 
one of defining edges and altering contrast”. 

What any good black and white photographer should aim for is to 
create presence by expressing in his photo what we as humans and 
artists perceive - instead of expressing what we see only - by alter-
ing the contrasts and tonal relationships and defining edges in such 
a way that it gives luminosity to an object. In other words: that it 
gives volume and depth to that object and hence to the entire im-
age. On the next page a photograph is shown where I altered the 
contrasts and tonal relationships and have defined the edges. It is 
the Salk Institute in La Jolla California. The color photo is the origi-
nal version and if you look closely you will see that in the black and 
white version the translation of colors to black and white tones has 
no 1:1 relationship at all. It is purely focused on how to interpret light 
and darkness, not on how to interpret colors. 

Again, the careful distribution of light in all its intensities is the main 
objective in my photographs. I used my artistic freedom to come up 
with a different interpretation of colors, by looking at light, edges 
and volumes for the sake of creating depth. My view on artistic black 
and white imagery is that we should never settle for whatever objec-
tive reality the camera and the supporting editing software is pro-
viding us, only settle for the image you saw in your mind and to what 
you felt in your entire existence when you took the photograph. 
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Another example of creating presence and selective use of contrasts to draw the eye is the following photograph of the Empire State Building, called ESB 360. The color 
version depicts the Empire State Building, which looks very flat. The black and white version shows the Empire State building with more volumes and depth just by altering 
the contrasts in a selective way and altering the tonal relationships.
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5. MINIMIZE THE USE OF THE DARKEST BLACK
AND BRIGHTEST WHITE

Gray tones can be separated between achromatic gray tones and 
chromatic gray tones. Achromatic gray tones are tones whose red, 
green and blue values are exactly equal. Silver, for example, has the 
color values (192,192,192) and Gray, not being Dark Gray, Medium or 
Light Gray, has the values (128,128,128) and is exactly in the middle. 
Chromatic gray tones or off-grays like platinum are gray tones that 
do not have equal red, green and blue color values. There are 256 
shades of achromatic grays varying from (0,0,0) which is completely 
black to (255,255,255) which is completely white. So when we talk 
about dark, low key photographs, we talk about using tones lighter 
than (0,0,0) – only use these darkest values for just a few percent in 
the image but not in those areas in the photo that contain details 
that should be visible. Same applies to high key photographs: try to 
use tonal values that are darker than (255,255,255) and when you do 
use the tonal values (255,255,255) then only use them in areas where 
details should not be visible.

6. USE OF ADJACENT TONAL ZONES TO ZONE
0 FOR LOW-KEY PHOTOGRAPHS

When you create a black & white image, almost every black & white 
photographer knows how important it is to cover a full tonal range, 
from zone 0 or (0,0,0) to zone 10 (255, 255, 255); that is what An-

sel Adams has been teaching us. This does not mean however that 
when you create a dark low-key image, which you can roughly de-
scribe as an image with the emphasis on tonal zones 0 to 4, that 
you should use pure black from tonal zone 0 to create black. Always 
avoid the use of pure black as much as possible because black is just 
complete absence of light, there will be no definition at all in the 
area you use it. Instead use the tonal zone adjacent to zone 0: zone 1 
and zone 2. And only use tonal zone 0 for just a few percent, to cre-
ate some accents and  complete the tonal range coverage. The result 
of this approach is that you would still have a very dark low-key im-
age but with a silky and very subtle effect to it that is not hard on the 
eyes and is far more aesthetic. Simply because you can still see it and 
all the details that are in it. Remember, pure black is the absence of 
light, you cannot see without light.

7. USE OF ADJACENT TONAL ZONES TO ZONE
10 FOR HIGH-KEY PHOTOGRAPHS

The same applies to creating a high-key image, which can roughly 
be described as an image with the emphasis on tonal zones 7 to 10. 
If you want to create eye-catching bright highlights, then use the 
zones adjacent to tonal zone 10: zones 9 and 8. And just like in low-
key images, use tonal zone 10 to complete the tonal range coverage. 
Zone 10 is full presence of light, eliminating every shadow, every de-
tail, just like the complete absence of light does.
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8. THE IMPORTANCE OF SUBTLE TONAL
TRANSITIONS

Looking at how light behaves on an object, on a surface and if you  
look closely, very closely with a discerning eye, then you will see 
that light transitions from dark to light and from light to dark in very 
subtle ways, sometimes even so subtle that the untrained eye does 
not see it. Light never has the same intensity on all areas of a sur-
face: it fades from dark to light and vice versa all the time. It is this 
aspect of light that gives an object its substance, that gives an object 
its dimensions and depth, that determines the shapes and lines in 
an object. Understanding how light makes these subtle transitions 
from dark to light and from light to dark and how to create this in a 
very subtle way in a black and white photograph is the key to great 
black and white photography. 

But transitions always need to be very subtle since nature does not 
know a harsh transition from light to dark or vice versa on an unin-
terrupted surface, unless we are looking at shadows, or at corners 
and edges. Subtle tonal transitions can be created by using my se-
lective gradient masking technique, described further in this book. 

9. MID-GRAY MAGIC

Another important aspect that is related to having a complete tonal 
range and the right amount of contrasts on the right places, is to 
have enough mid-gray tones in your image to make it visually pleas-
ing and to not seem to be overpowered by contrasts. There are 
many theories why mid-gray tones play an important role in a good 
black and white photograph, but personally I think you need some 
neutral ground where the eye can “relax” inside the frame, instead of 
looking for a refuge outside of the frame.

The silvery mid-gray tones add a lot to the richness of a black and 
white image. If you would look at the great black and white photo-
graphs, then just look how many of them have those silvery mid-
gray tones to compensate for the drama and contrasts in a black and 
white image.  I consider anything between tonal zones 4 and 8 the 
mid-gray area and I would recommend adding them to your black 
and white work in such a way it does not take away from the effect 
you wanted to achieve.
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10. PERSONAL SIGNATURE STYLE AND TONALITY

A great black and white photographer always knows to leave 
something of his personality, his unique signature style, in his pho-
tograph. A signature style can consist of a specific subject matter, 
style of composition and style of black and white treatment, a story 
telling theme or a specific mood that has been created and is easily 
recognizable. Very often it is a combination of these individual ele-
ments. But always try to make a difference, using as many of these 
elements as possible, in order to create a highly individual style. One 
of the elements where you can set yourself apart is by trying to cre-
ate a “signature tonality”. Personally, when I create a low-key black 
and white photograph or something between low-key and high-key 
in, let’s say mid-key, then there are some tones I like the most: it is 
the richness and darkness, yet with a glimpse of light on it from the 
tonal zones 2 and 3 mixed together. These tonal zones have such a 
richness in tones that can make an image stand out. I am not sure 
what exactly causes that, and of course it is highly subjective, but it 
forms my personal signature style.

While tonal zone 1 should primarily be used to create the dark tones 
in an image with just a few touches of tonal zone 0, the first tonal 
zone after 1 that is used to create the blackness in an image is tonal 
zone 2: it has the darkness of 1 with a promise of light. Same applies 
to a similar extent for tonal zone 3. It is the dawn of grays, the dawn 
of what will finally be revealed in your black and white image. That 
is why I probably like it so much and you will see these tonal values 
a lot in my images and they form a substantial part of my signature 
style.
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A FINAL WORD ON GOOD BLACK AND WHITE 
PHOTOGRAPHY 
Three levels of impressions and perceptions, or the 11th Com-
mandment for Good Black and White Photography.

Everyone talks about first impressions, never second and even third 
impressions. You often hear “The first impression counts”. No one 
ever talks about the second or third impression that you should 
make with your photograph or any other kind of art. The truth is: 
they are equally important. 

The first impression is the one that draws the attention of the 
viewer; this is the instinctive volatile part. Often dictated by a few 
clear and distinguishable lines and forms and by the contrasts. But 
it is very superficial and lasts just a few seconds before it is gone. 
Forever. But not if you have invested time, effort and skill in evoking 
a second impression with your image. 

The second impression is what counts, it is more cerebral and 
aesthetically driven. With this part you let the viewer have a closer 
and longer look. The viewer should now be invited to appreciate 
all the details in the composition, the subtleties in tonal transitions, 
the richness of the mid-gray tones. To drown in the beauty of well-
placed local contrasts, the beautiful highlights, the dark blacks, the 
placement of tonal zones, the tonal and compositional balance in 
the image and the well-separated objects. You want the viewer to 
come back again, and again and make him wonder how you did this 
and what the secret behind the lasting attraction of this image is. 
What is it that makes him stare at and be fascinated by the image so 
many times? 

It is not one thing, it is the harmony in composition, tones and con-
trasts. This is a much harder part than drawing the attention, this is 
the part where craftsmen are separated from the one-hit wonders. 

Finally, there is also a third impression. If you consider the sec-
ond impression to be leaning more towards technical craftsman-
ship, then the third part is more leaning towards artistic craftsman-
ship. It is the part where you go deep into the subconscious, it is the 
emotional part, the part where you will find the Equivalence with 
the external world. The part where a unique and genuine vision of 
the world is the driving force of your technical mastery reflected in a 
lasting second impression. This is the part where your internal world 
shines through in your photograph, where the image that you have 
created is not only a beautiful well-crafted photograph but also a 
mirror for the internal world of the viewer that evokes strong emo-
tions. It is the same stuff love is made of.

This third impression is what makes a photograph a work of 
art and part of art-history.

Therefore in good Black and White Photography there are always 
three layers of perception and impressions. In order to create a good 
black and white photograph, you need to focus on the second im-
pression and invest serious time and effort in achieving it. In order 
to create fine-art you need to make three impressions by having an 
artistic vision, not only two impressions, let alone just one.
So from now on, unless your goal is to be a one-hit wonder, we will 
not say that a first impression is what counts anymore. No, with the 
first impression you can make it count by also having the second and 
third impressions.
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EXAMPLE AND ANALYSIS OF HOW TO USE THE RULE OF GRAYS 
IN CREATING A  BLACK & WHITE PHOTOGRAPH

Tonal Zones Analysis and the Use of Selective Contrast. To conclude this section on what makes a great black and white photo-
graph I will show you an example from my work. This is a photo of the Grande Arch in Paris, France and it is an example of how to 
create a black & white photograph using the principles of the Rule of Grays.  It shows  an analysis of how to work with tonal zones 
and how to distribute them across the image and also how to use selective contrast to create depth and definition in volumes.
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The analysis of tonal zones and how it is distributed across the 
photo demonstrates that this photo has:

1. A full tonal range from tonal zone 0 up to and including tonal
zone 10.

2. Use of selective contrasts to draw the eye to by maximizing con-
trasts in specific areas in the photo. Tonal zone 9 and 8 are present in 
edges of the Arch and in the white strip leading to the Arch. Those
tonal zones are adjacent to many areas with tonal zone 2 and also to 
zones 1 and 0 to enhance the contrast between sky and Arch (and
the white strip). The eye will go through the strip straight to the Arch 
and its edges where the highest contrasts are. The maximum con-
trasts are there, but they’re very selective. 

3. Tonal zone 0 is in a very limited area in the photo and only in
areas where there are hardly any details and mostly along the edges 
of the frame. The emphasis of the dark tones is in zone 2 and zone 1.

4. Presence and depth. Looking at the original color photograph
you will see that the original is quite flat and a comparison with the
final B&W results shows that the sky is much lighter and the con-
trast between the Arch and the sky is not very evident. By altering
tonal relationships (darkening the sky and brightening the Arch to
become even lighter than the sky in specific areas) and by literally
defining the edges of the Arch I have created Presence. Also, by us-
ing dark shadows in the background and foreground I have elimi-
nated the visual noise in the rest of the image and emphasized the
Arch even more. 
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CHAPTER 13

The subject is not the most important aspect in fine art photogra-
phy. The interpretation the artist gives to the subject and how he 
uses it to transpose his vision is more important. It is still a question 
many ask and a question I am asked frequently.

Which subjects are interesting for architectural photography?

There are different interesting categories of subjects that can be a 
good base for expressing one’s vision through architectural photog-
raphy.

From the most obvious answers to the more subtle ones, the fol-
lowing is an enumeration of subjects that will always work well in 
architectural photography. 

– Buildings (the most obvious answer but also the most vast and
rich in ways to interpret it). The buildings can include both old and
modern constructions, different styles, shapes, sizes, colors, materi-
als, each characteristic being able to dictate a certain way of inter-
preting through photography or it can suggest a different vision for 
the artists. This is why there are artists who work with a certain type 
of architecture that best permits them to express their vision. I for
one prefer to work with modern architecture as I think the simple
clear volumes and the intersection between geometrical shapes
reflect best my vision and personal style, which is based on study-
ing and using first of all volumes to express ideas and interpret the

world. This is why my images look so minimal sometimes, because 
the images are answers to questions I make about the world and 
I think the answers to these questions are always easy and simple 
answers if and when one finds the real answers. 

– Bridges – metal, concrete, stone or wooden bridges - a subject
very appropriate for abstract interpretations and compositions. 

– Staircases – can be a very interesting visually architectural ele-
ment that can be used alone or in combination with the neighbor-
ing elements and can show the character of a building. Look for pat-
terns or interesting intersections, as staircases can offer spectacular
angles if you know how to look at them.

– Interior architecture – Sometimes more demanding due to the
differences in light intensity between exterior and interior, differ-
ences that have to be balanced  (when both spaces are seen in the
image the lighting of the interior will be much lower than the light
outside especially in the case of a mid-day shot ), interior architec-
tural photography can offer surprising and interesting light and
shadow balances and offer the base for creating interesting abstract 
compositions. This type of photography can lead to the discovery
of more types of textures and materials than in the case of photo-
graphing the exterior, since more materials are suited for interiors
than for exteriors, due to their resistance.

WHICH SUBJECTS ARE INTERESTING 
FOR ARCHITECTURAL PHOTOGRAPHY?
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– Doors and windows – very interesting subject in itself or if used 
for framing other subjects.

– Roofs from above (shot from a height) - good subject to create a 
pattern or a graphic abstract composition.

– Details – interesting as abstract subjects, can create a strong im-
pression through the interaction between the volumes since the 
scale can be excluded, bypassed and we can concentrate only on 
shape.

– Shadows – a subject that can give some of the most unexpected 
architectural images since, when using shadows as a subject, the 
photographer is freed from working with concrete volumes and 
works with only a visual representation of them, thus it can be even 
more creative and unconstrained. 

– Reflections on a building’s facade or on surfaces of water -  a good 
opportunity for learning to see, for developing the “architectural 
photographer’s eye”, a good opportunity for creating unexpected 
views and abstract images.

– Lights in a building or on a building (architectural lighting of a 
building) in night architectural photography.  This type of subject  
generally requires the use of a tripod.

– Narrow streets (a good idea is to shoot narrow streets in medieval 
or old towns) - a subject that can create beautiful atmospheric im-
ages, close to Architectural Street Photography, a genre that we will 
talk about in a later chapter.

Moreover, interesting subjects for architectural photography 
can be: 

– Industrial architecture – a particular and special subject, not al-
ways easy to use as it requires a different approach not being the 
epitome of an “aesthetic subject” but something out of the ordinary. 

– Deserted buildings – can be a powerful subject for interior and 
exterior architectural images, as it tells the story of the people that 
lived in those spaces, talking about their lives and how their exis-
tence  marked the built environment. 

– Ruins – another subject that can create atmospheric images and 
tell a story. 

WHICH SUBJECTS ARE INTERESTING 
FOR ARCHITECTURAL PHOTOGRAPHY?

A TIME TO LOOK BACK © JULIA ANNA GOSPODAROU 2012  - ATHENS. 
Subjects in architectural photography - Ruins
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Architectural details are not there accidentally. They are placed 
where you found them for a reason. A well chosen architectural de-
tail can tell you the whole story of the building. This is why choosing 
the right architectural detail is so important for how the final image 
will communicate to the viewer. 

HOW TO SHOOT ARCHITECTURAL DETAILS 

Here are a few things to have in mind when shooting architec-
tural details and these are:

– Study the building first and find the detail that defines its char-
acter. It may not be an isolated element but a certain area that is
characteristic and gives the feeling of the building: a sustaining ar-
chitectural element, a certain material, texture or color. 

– Fill the frame with your detail.

– Use a telephoto lens to get close if the detail is not reachable, or
you want a “telephoto lens” look for your shot.

– Use a shallow depth of field to isolate the detail if you want to em-
phasize it against the context.

– Use a deep depth of field if you want to include the context or the 
background in the image, if they work well together with the detail
and make it stand out.

– Expose for the detail.

– Look for patterns/repetitions like windows on a façade, columns
in an archway, similar decorative elements, regular disposition of
surfaces of different color, similar looking roofs shot from above etc.

– Look for leading lines, interesting angles, unexpected combina-
tions of materials or textures in the same element.

– If including people in an architectural shot, make sure that they
do not become the subject of the image, the subject must remain
architecture.

JULIA ANNA
GOSPODAROU
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BROOKLYN BRIDGE SUSPENDING CABLES DETAIL ©  JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

BROOKLYN BRIDGE PYLON DETAIL ©  JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

HOW TO SHOOT ARCHITECTURAL DETAILS

Architectural Details - Search for patterns, rhythm, leading lines, contrasts and generally anything that can show the character of the architectural object through one 
of its details. 
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TIPS AND PRINCIPLES FOR PHOTOGRAPHY IN GENERAL 
AND ARCHITECTURAL PHOTOGRAPHY IN PARTICULAR

CHAPTER 15

Before we go into the more detailed topics of long exposure pho-
tography (LE), infrared (IR) or HDR photography, classic architectural 
photography, tilt-shift (T/S) lenses characteristics and other tech-
niques, we first need to be aware of the basics of good photography 
and camera handling, independent of any of the other techniques 
you use, whether it is color or black and white or the genre you pre-
fer to express yourself in.

GENERAL PHOTOGRAPHY PRINCIPLES

– Shoot in RAW, always. Shoot in the highest RAW mode possible.
The more digital information you capture in-camera the more your
mistakes will be forgiven, the more you control your black and white 
image. You need all digital information available to push your black
and white image to the limit.

– When you can, use an aperture around the sweet spot of the
lens as often as possible: usually f/8 or f/7.1 but check the lens speci-
fications of your lens.

– Use a tripod if exposure times get slower than 1/100s.

– Shoot in B&W mode to help you form a visual example of how 
the photo could look like. It does not affect the RAW file since it is
just a JPG image separate from the original RAW file. Do not use this 
JPG file for your final B&W image, always use the (color) RAW file!

– Sharpness: many photographers have a preoccupation with sharp
images. It is as if the whole essence of photography lies in the sharp-
ness of an image. Sharpness often gets overrated, while it is just one 
of many elements in a photograph like depth of field: sometimes
you need a small DoF, sometimes a larger DoF. And sometimes you
need a sharp image, and sometimes you need a less sharp image.

– Expose to the right - make it a habit to check your histogram after 
every shot.

– Use the lowest native camera ISO to obtain noiseless photo-
graphs (ISO 100 or lower as long as you use the camera’s native ISO
and not extended ISO - the extended ISO will always give you lower 
tonal range and more noise than the native ISO, even when the na-
tive ISO is higher than the lowest available ISO)

TIPS AND PRINCIPLES FOR PHOTOGRAPHY IN GENERAL 
AND ARCHITECTURAL PHOTOGRAPHY IN PARTICULAR
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PHOTOGRAPHY TIPS AND PRINCIPLES
SPECIFIC FOR ARCHITECTURE

– Shoot in manual mode in order to be able to set all the param-
eters yourself.

– Use a large depth of field (small aperture – high F stop) to keep
everything in focus in photographs showing the entire structure,
but not higher than f/13, f/16 at the most, in order to avoid the dif-
fraction that appears at high aperture values and that diminish the
quality and sharpness of your image. 

– Use shallow depth of field (large aperture – low F stop) to isolate
an architectural detail.

– Use a slow shutter speed in the case of high F stop and not suf-
ficient light.

– Mount the camera on a tripod even when you have the condi-
tions to shoot handheld, it gives you more control of your compo-
sition and helps you make more precise movements of the camera.

– Use a shutter release to fire the camera when mounted on a
tripod, so you can exclude any vibrations introduced by your finger 
pressing the shutter button.

– Use the mirror lockup function of your camera to lock the mir-
ror in the flipped up position so it does not introduce to the camera  
vibrations that would blur your image. This is especially important
if the exposure is not too fast but not too long either. The camera
is most vulnerable to motion blur that comes from the mirror mo-
tion at exposures of approximately 1/2’ to a few seconds. In the case 

of longer exposures of half minute or more the effect of this mo-
tion is negligible for the image since the camera has enough time to 
“write” on the image and cover it. 

– Switch to manual focus after you have  focused, when you have 
the camera mounted on a tripod, so the auto-focus of your camera
does not hunt in low light trying to refocus when you press the trig-
ger of the shutter release.

– Use a wide angle lens to include more in the frame and to ac-
centuate the perspective in case of shooting upwards to a building.

– Use a telephoto lens to isolate parts of a building that have
interest by themselves or to create an abstract-like photograph.

– Use a tilt-shift lens to be able to control the depth of field and 
avoid the deformations a traditional wide lens would introduce, to 
ensure the parallelism of the verticals and get images that resemble 
more with what you see.

– Use a tilt-shift lens to be able to shoot wide open but still
have everything in focus. This can be realized by adjusting the tilt
so that the lens has everything in focus from foreground to back-
ground without the need to close down the aperture. This can be
realized only if using a tilt-shift lens and is a particularity of the tilt
function that can be explained by the Scheimpflug principle. What
is the Scheimpflug principle and how to use it in practice? I explain
it later in the book (chapter: “The Tilt-Shift Lens as Main Tool in Ar-
chitectural Photography”). 
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BASIC AND ADVANCED EQUIPMENT FOR ARCHITECTURAL 
PHOTOGRAPHY

CHAPTER 16

This is a list of the basic gear that one would need to use in order 
to pursue architectural photography, classical or fine art, real estate, 
HDR, infrared or long exposure. It is not an exhaustive list, a lot of 
specific accessories could be added, according to the style of pho-
tography one does, but it is a starting point and it can help you get 
a good idea about what would cover all genres and help get quality 
results. 

Of course, good results can be obtained even with half the equip-
ment you will find here, but as you get more familiar with the tech-
niques you use, you will feel the need to upgrade to better instru-
ments that can do more and set your creativity free, so you can 
experiment with expressing your vision in a different way. The need 
to upgrade because you need more tools so you can free your cre-
ativity and express yourself should be the only reason for upgrading 
your equipment. In the same way we say “form should follow func-
tion” (which is the principle of modern architecture, we should also 
say ”creativity creates the need for new gear”. 

Creativity and not the belief that more gear would make anyone a 
better artist. You will create good photography with a good eye and 
with your vision and imagination, not with a great camera but lack-
ing vision and imagination.

– Camera – An SLR or  DSLR with Bulb function for exposures longer 
than 30 seconds. What you need is a good reliable camera, not nec-
essary an expensive one, just an advanced enough camera to allow
you to shoot manually using the bulb function so you can leave the
shutter open as long as you need. 

– Tripod – a sturdy heavy tripod is better, also a sturdy tripod head
is preferable, either you choose a ball-head for easier setup or a pan/
tilt or a geared one for more precision. Working with a sturdy tripod 
and tripod head will help you cope with the elements and avoid vi-
brations that can be induced by the wind that is stronger around
tall buildings due to the tunnel effect or in areas traditionally windy, 
like settlements by the sea or in the mountains. Photography can
be done under every possible condition and many times a stronger
wind will help getting outstanding results when capturing clouds
with long exposure techniques. A sturdy tripod will be able to cover 
most of the extreme weather condition, thus offering you more cre-
ative freedom.

– Lenses – All lenses can be suited for architectural photography:
wide angle, normal, long lens, plus a tilt-shift for even more freedom 
of creation. The lens should also allow you to attach an ND or other
filter. 
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– Filters

ND (NEUTRAL DENSITY) FILTERS FOR LONG EXPOSURE 
PHOTOGRAPHY 

You will at least need a 10-stop filter but to create the effect of long 
streaks of clouds, 16 stops are a necessity. Therefore, you can stack 
a 10-stop and a 6-stop filter.  Take into account that when you shoot 
architecture you will often point the camera at the sky, in order to 
create abstract looking architectural photographs. Hence your ex-
posure times will decrease significantly. In addition, your long ex-
posure architectural photos can be taken on sunny days with just 
a few clouds, when even 10 stops will not suffice. Alternatively, you 
can use a 10-stop and a 3-stop ND filter in dim light conditions or at 
twilight. 

At the moment of writing this book, the filters that we would recom-
mend to someone wanting to do long exposure photography are 
the Formatt-Hitech Prostop IRND filters that have given us the 
best results, being almost free from color cast and with much better 
general color definition (especially over the color black) than other 
ND filters.  These filters are specially built to block all infrared and 
near-red light that cause the color cast in other filters. How do they 
do it? In simple words, the ProStop IRND filters have incorporated 
a combination of special dyes that are absorbed into the mass of 
the filter and are specially adapted for each density of the different 
ND filters. By means of this treatment these filters block most of the 
light coming from this area of the spectrum, thus reducing and even 
removing the color cast almost completely.  

Both rectangular and circular ProStop IRND filter versions, specifi-
cally the Formatt-Hitech Prostop IRND Joel Tjintjelaar Signature 
Edition Kit  will give you the same good results: opting for one or 
the other system has more to do with the personal preferences of 
the photographer than with the filters themselves. One advantage 
of rectangular filters on a holder is that they do not introduce vi-
gnette into the image when they are stacked, as can happen with 
circular filters in combination with a wide-angle lens. On the other 
hand, the circular filters can be more practical as they can remain 
on the  lens while changing shooting spot/position and they can be 
more easily stored since they are smaller and do not need a holder 
to be attached to the lens. 

Another brand that can give you good results in reducing the color 
cast is Hoya but their range of filters is much more limited than in 
the case of Formatt-Hitech and they do not have a 10-stop ND filter, 
but only a 9-stop as their highest, which, as you will see, can be a big 
disadvantage, especially in bright light. The B+W neutral density fil-
ters, another quite popular  brand, have at times quite a strong color 
cast and so do the Lee filters.

WORK AROUND FOR REDUCING COLOR CAST

A trick to reduce the color cast from your filter if you have at least 
one filter that removes color cast efficiently, as the Formatt-Hitech, is 
to combine these two filters: to stack them placing the “good” filter 
closer to the lens. It will not remove the color cast entirely, it is still 
better to use filters that can do this by themselves, but it helps in 

case this is the only thing you have.
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Below you see examples of a Formatt-Hitech holder+filter system.  
This system is used for applying square filters on the lens but it can 
be adapted to allow circular filters to be added too (see the 2nd ex-
ample - for instance when we need to add a polarizing filter as well).  

The main elements of the system are: the step-up/down ring that 
matches the diameter of the lens to that of the holder’s adapter ring 
(if  the latter  does not match the diameter of the lens),  the adapter 
ring that is mounted on the filter holder and the lens, the filter hold-
er and the filters that slide in the slots of the holder or are mounted 
in front of it (for circular filters).

EXAMPLES OF DIFFERENT FILTER ACCESSORIES 
FOR ARCHITECTURAL LONG EXPOSURE PHOTOGRAPHY
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EXAMPLES OF DIFFERENT FILTER ACCESSORIES 
FOR ARCHITECTURAL LONG EXPOSURE PHOTOGRAPHY

CLASSIC ALUMINIUM AND 
LUCROIT HOLDERS FOR 

SQUARE FILTERS

CIRCULAR FILTER KIT 
- 10-STOP + 6-STOP + 
3-STOP PROSTOP IRND
FILTERS SQUARE FILTER KIT - 10-STOP + 6-STOP + 

3-STOP PROSTOP IRND  FILTERS

EXAMPLES OF DIFFERENT FILTER ACCESSORIES 
FOR ARCHITECTURAL LONG EXPOSURE PHOTOGRAPHY

You can see in the images below the Formatt-Hitech Aluminium and 
Lucroit holders and also the square filters that can be mounted on 
them, in a kit version here of a 10-stop + 6-stop + 3-stop ProStop IRND 
neutral density filters. 

Alternatively one can use the circular IRND ProStop filters mounted 
directly on the lens. These types of filters can be found from Formatt-
Hitech, together with the Lee version or for the circular ones in B+W 
and Hoya versions, these brands being the most used at this moment, 
with Formatt-Hitech having some serious advantages over the oth-
ers, advantages that we mentioned previously. 
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FORMATT-HITECH FIRECREST  IRND FILTERS - THE NEW BIG 
NAME IN THE WORLD OF NEUTRAL DENSITY FILTERS

Weeks or even days away from being officially launched  - you may 
be even hearing about these filters for the first time  from this book 
- the Formatt-Hitech Firecrest IRND filters seem to be the next very
pleasant surprise and the new strong name  in the world of neutral
density filters.

From the data that we have about them so far, these infrared-atten-
uating ND filters have a more advanced composition and a special  
combination of coatings that are applied onto and inside the filter, 
treatment that more precisely removes the color cast caused by  the 
light of  all wavelengths, from UV, visible to IR, hitting the sensor. 
This special treatment makes the Firecrest IRND filters the most neu-
tral filters built so far. 
To use more scientific terms and according to Formatt-Hitech, Firec-
rest is a 15 layer multi-coating process that is applied directly to the 
glass of the filter through a vacuum-formed, hard-coated, electro-

lytic process, this process being analogous to anodizing on a glass 
surface.  Firecrest filters are anti-reflective and extremely flare resis-
tant, which increases contrast and visual acuity in challenging light-
ing conditions. They  are also hydrophobic and scratch-resistant.

Firecrest IRND filters are available in both rectangular and circular 
screw-in. The square filters are similar in dimensions to the regular 
IRND filters that we mentioned before and  the circular filters  are  
the thinnest on the market, the SuperSlim circular Firecrest IRND 
filters being  only 5,5 mm thin and also stackable, while the UltraSlim 
version, even if not stackable, so they can be even slimmer,  will have 
a thickness of only 3 mm,  which indeed sounds very promising and 
will surely not create vignette (which is the issue with thicker filters) 
even when mounted on an ultra-wide lens.

These new filters have been independently tested and declared 
hyper-neutral, which is an impressive result and one more reason to 
keep an eye on the Formatt-Hitech news about them.

FORMATT-HITECH FIRECREST  IRND FILTERS - THE NEW STRONG NAME
IN THE WORLD OF NEUTRAL DENSITY FILTERS

FORMATT-HITECH FIRECREST IRND FILTERS - THE CIRCULAR  UN-STACKABLE 
VERSION ULTRASLIM, WHICH IS 3 MM THICK AND THE SLIMMEST FILTERS YOU 
CAN FIND AT THIS MOMENT ON THE MARKET

FORMATT-HITECH FIRECREST IRND FILTERS - THE CIRCULAR STACKABLE VERSION 
SUPERSLIM, WHICH IS 5,5 MM THICK
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– Polarizing Filter – use a circular and not linear polarizing filter
with an auto-focus lens (it is not about shape, but about the filter’s
construction, the linear one will make focusing difficult, even impos-
sible). One of the most important tools in architectural photogra-
phy, the polarizing filter will intensify the blue in the sky, but it will
also intensify the contrast between the sky and the clouds, make the 
colors clearer  and stronger, will remove the reflections from  glass/
metallic facades, removing the reflection of the sun almost com-
pletely so more angles to shoot the building will be available.

One thing to keep in mind when using a circular polarizer on ultra-
wide lenses is that the polarisation of the skies will not be uniform, 
due to the fact that at wide angles the light will fall on the filter from 
too many different directions for the filter to be able to handle it, 
so you may obtain a non-uniform effect with parts of the sky being 
bluer than others, an effect that can ruin your image if you are not 
aware of it and you do not want it in the shot. 

The polarizing filters that gave us the best results were the ones 
from Formatt-Hitech and also the Hoya ones. Both are very easy to 
use and with a very accurate rendering of color. A good idea when 
you get a polarizing filter is to choose the slim version so you avoid 
the vignette that the width of the filter could create when shooting   
with wide angle lenses.

– IR (infrared) Filter – a filter that blocks the visible light access-
ing the sensor, leaving only the infrared light to enter the lens.  You
can use this filter to shoot architecture with infrared technique but
without needing to convert your camera to infrared. Beware though 
that you will have issues with correctly focusing when using an infra-
red filter. We will talk about these issues and how to overcome them 
later in the chapter on Infrared Architectural Photography.  There are 

different IR filters on the market, but the one I have used and I know 
that it works well, also being inexpensive, is the Hoya R72 IR filter. 

– Other special effect filters for a different look (color filters, warm-
ing filters etc.)

Using circular filters with a slim profile or rectangular filters mounted 
on a holder will help preventing the vignette with wide lenses. Most 
brands have slim profile filters available, even if they are more ex-
pensive in general.

OTHER TYPES OF FILTERS FOR ARCHITECTURAL PHOTOGRAPHY

HOYA INFRARED FILTER R72, ONE OF THE MOST 
WELL-KNOWN INFRARED FILTERS.

EXAMPLES OF A FORMATT-HITECH CPL 
POLARIZING FILTER AND HOW IT CAN BE 
MOUNTED ON AN ALUMINIUM HOLDER 
DESIGNED FOR ATTACHING SQUARE FILTERS. 
ON THE SAME HOLDER YOU CAN ATTACH  
BOTH THE CIRCULAR POLARIZING FILTER 
AND THE NEUTRAL DENSITY SQUARE FILTERS 
STACKED TOGETHER, AS WE HAVE SHOWN IN 
THE PREVIOUS EXAMPLE.
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EQUIPMENT AND ACCESSORIES FOR ARCHITECTURAL PHOTOGRAPHY

– Cable release with a timer or with a lock. Alternatively you can use 
a remote control, or you can have both the release and the remote
and use them as needed.

– Angle viewfinder – a device that changes the direction of the im-
age seen through the viewfinder by using mirrors just like the cam-
era viewfinder does. This device will help you access the viewfinder
at an angle, from a different position than looking from behind the
camera so you can compose your shot even  when the back of your
camera is inaccessible or difficult to access (camera in a low position 
pointing upwards, camera used in small interior spaces or camera
placed very close to a surface that limits the access to the viewfinder. 
Angle viewfinders have magnifications up to  3.5x.

– External LCD screen (field monitor) – an LCD screen of reduced
dimensions (10x15 cm average) that can be attached to the camera
and helps you compose your shot and review the results on a larger 
surface and from more positions than just from the back of the cam-
era. In case of very bright days, a hood can be attached to the field
monitor so its image can be seen easier. 

– Smart-phone or tablet as external screen. As an alternative to
the angle viewfinder or the field monitor, you can also use a smart-

phone or a tablet that can be connected to the camera and serve as 
an external screen for composing and reviewing images.  What you 
need to use a smartphone or a tablet as an external screen is to use 
the right connecting cable between your camera and your phone 
or tablet (USB cable combined with an USB adapter) and download 
on your phone or tablet an application like DSLR Controller or a free 
one like DSLR Dashboard that will allow you to shoot tethered.

– Viewfinder grid or Live View grid – helps with composition and
levelling the shot.

– Spirit level (simple or two-way) – mounted on the camera hot
shoe, on the tripod head or on the tripod - helps with levelling.

– LCD screen dark loupe – covers the LCD screen, creating a dark
space around it and allowing a view of the image through a small
opening, which  and helps you to check the image in bright daylight. 
A very useful tool when you work in bright sunny days, in the sum-
mer or in countries with brighter light than the usual, like the coun-
tries in Southern Europe (Greece, Italy, Spain etc.) or at the same
latitude on other continents. 

FURTHER PIECES OF EQUIPMENT  USEFUL IN ARCHITECTURAL 
PHOTOGRAPHY

A DARK LOUPE IS A
VERY USEFUL TOOL 
FOR CHECKING 
YOUR IMAGES ON 
THE LCD SCREEN 
WHEN YOU WORK 
IN BRIGHT SUNNY
DAYS
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SHOOTING ON LOCATION

After talking about what we need to shoot architecture, now let us 
see how you can prepare for an architectural shooting session, what 
to keep in mind and what to do so you can make the most of it and 
create images that are the closest to your vision.

– Define your initial vision – even before going out shooting you
should have a project in mind, an intention of what you want to cre-
ate so you know how to approach your subjects. Different intentions 
and goals, different visions will suggest different approaches to your 
subject and the more you know about what you intend to do, the
closer you will get to capturing your ideal image of the place you
photograph. It does not need to be a definitive vision, if you still do
not have it, this will come as you work on your project, but you need 
to know roughly where you are heading in terms of creation.
– Scout your location either personally or with the help of Google
maps and street view. Look for interesting angles, distractions, van-
tage points, spots to place the tripod.
– Find information about the building, the architect, its design,
function, architectural concept. Any information can be helpful to
make you understand the object and may give you ideas of how to
shoot it.
– Study the weather forecast for the day and time you plan to
shoot in order to choose the right conditions for your shot.
– Study the exact times of sunrise and sunset if you plan to shoot 
during these times and be at your location well in advance to be able 
to set your camera and tripod. You can find applications that give
you the exact time of sunrise and sunset in any place in the world.
The most well known application of this kind is The Photographer’s
Ephemeris but there are more available.
– Use a tripod to avoid vibration and to be able to extend the ex-
posure as long as needed, according to the lighting of your scene or 
your creative goals (long exposure photography, HDR etc.).
– Make a checklist with all the things you need to have with you
on location.

– Do not forget to empty your memory cards so you have enough 
space for the new photos.
– Remember to charge your batteries from the day before and
always have at least a spare battery, especially when the weather is
cold and the batteries lose their charge more rapidly.
– Most importantly, know well what you are searching for and 
what you expect from your shooting day, but do not be rigid. Think
about your vision for the images you want to capture, as I said be-
fore, but leave room for surprises too, you never know what you will 
find on location. 

PREPARING FOR A FINE ART ARCHITECTURAL SHOOTING SESSION

EMPIRE STATE BUILDING © JULIA ANNA GOSPODAROU 2009 
- NEW YORK CITY

DEFINE YOUR 
VISION, BUT LEAVE 
ROOM FOR
SURPRISES TOO, 
YOU NEVER KNOW 
WHAT YOU WILL 
FIND ON LOCATION
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THE TILT-SHIFT LENS AS THE MAIN TOOL IN ARCHITECTURAL PHOTOGRAPHY

AN INTERESTING PIECE 
OF INFORMATION IS 
THAT TILT-SHIFT LENSES 
ARE NOT AS OLD AS 
SOME WOULD BELIEVE. 
THE FIRST TILT-SHIFT 
LENS WAS PRODUCED IN 
1991 BY CANON AND ITS 
BIRTH REDUCED VERY 
MUCH THE DISTANCE 
BETWEEN AN SLR (A 
DSLR MORE RECENTLY) 
AND A VIEW CAMERA, 
SINCE THIS LENS WAS 
THE FIRST THAT COULD 
SHIFT BUT ALSO TILT AT 
THE SAME TIME, WHICH 
IS WHAT A VIEW CAMERA 
DOES IN ESSENCE.

There is a certain mystery surrounding the tilt-shift lenses among 
those who have not used one yet.  At the same time I can notice 
among many photographers (even those who have used one at 
times) a sort of awe combined with inhibition when it comes to talk 
about this lens and especially when it comes to shoot with  it.  From 
what I see around me, this is the least understood lens among the 
DSLR lenses and the one that is the most underused, meaning that 
it is used by many well below its full capacity and capabilities. This 
happens mostly because the tilt-shift  is a very  different lens com-
pared to the regular lenses, a lens not so easy to use, being mostly 
manual and  a lens that is considered professional, while in reality it 
could be used by amateur photographers as well if they want high-
quality results.  In this chapter I will try to elucidate the mystery cre-
ated around the tilt-shift lens and bring it closer to the hobby pho-
tographer, but also to show to the professional photographer how 
he could make better use of this piece of exceptional glass.  

Since the enthusiasm of those using a tilt-shift regularly (including 
your writers here)  is so big and this lens is nothing  but praised by 
everyone who knows it first hand, you might think that it can do ev-
erything and it will make your images perfect just by the simple fact 
of placing it on the camera and using it. Which is not true. No matter 
how perfect this lens is, how perfect any lens is, or any piece of gear 
or equipment is, for that matter, it is still a piece of lifeless equip-
ment, heartless and brainless, that only does what you tell it to do, 
only takes life from you and serves your needs. 

The tilt-shift is a tool which, if used properly, can truly give you much 
artistic satisfaction and help your vision show itself in an outstand-
ing way,  but there is only so much it can do if you do not guide it 
with your mind and do not use it creatively. 

Therefore,  the first thing I want to state, before even touching any 
technical matters, is that this lens (like any other piece of equipment) 
has to be the extension of your hand, of your brain and soul, the ex-
tension of your artistic personality  and the tool that can make your 
vision come true. You will learn how to use it because you need to 
use it at its utmost potential, just as you should do with all your pho-
tographic tools, so it can help you express yourself and your vision. 
What they used to say is that you should know your photographic 
equipment so well that you can operate it while in pitch dark, or 
without even looking at what you are doing, just like the elite sol-
diers do with their guns. If we want to play with words, we could 
even say that in a way your camera and lens are like your gun, since 
you shoot with them.  So, you need to know it well, because just like 
a gun, a piece of equipment used wrongly can turn against you and 
harm you. If used wrongly or amateurishly a tilt-shift lens can end up 
destroying your image instead of making it exceptional.

Now that we have set the right bases with this introduction, we 
can start with the more technical matters and see what all this fuss 
around the tilt-shift lens is about. Why is this lens so special? 

THE TILT-SHIFT MYSTERY AND CHARM
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One of the main tools for an architectural photographer is the tilt-
shift lens. The most important quality of this lens and what makes 
it so popular and needed in photographing buildings and interior 
spaces, is the fact that it can keep the verticals of a building paral-
lel, thus presenting the object as we see it and not with the verti-
cals converging, as a normal or wide lens would capture it. In other 
words the use of tilt-shift lenses “removes” the wide-angle lens dis-
tortion, or rather it does not introduce it in the first place. It removes 
the “keystone effect”, as the convergence of the verticals in the case 
of tilting the camera is otherwise known. We will see further in this 
chapter why this is happening,  how this is possible and how to con-
trol it. 

The only other lens that can come close to the tilt-shift lens for 
keeping the verticals relatively parallel is a long lens, but this lens is 
generally used more for details than for general shots, as we never 
have enough empty space in front of, around or inside a building to 
be able to capture general views with a long lens. The downside in 
that case is that a long lens will compress the perspective so much 
that the image will lose the depth that would be shown in the image 
when using a wide-angle lens, such as the 17 mm and the 24 mm 
tilt-shift lenses, which are the most popular and suitable among the 
tilt-shift lenses for shooting architecture.  See the next image as an 
example of how a long lens compresses the perspective. This hap-
pens because the subject a long lens can capture has to be too far 
away and the lens cannot  retain any foreground in the frame, which 
we know by now, adds depth to the image. If you see the depth in 
this image, you have to know that it was created in post-processing, 
by using light and shadow and the method of Photography Drawing 
in an  effective way. Which shows once more how useful this method 
is and how well it works to transform an image to suit our vision.
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This is the only other lens that can remove the”keystone effect”, since we shoot from so far away that the camera sensor is practically parallel 
with the plane of the buildings. The downside of this approach, besides needing too much space in front of the building to shoot,  is that it 
compresses too much the perspective, removing the depth. 

LONG LENS CAPTURE 
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MANHATTAN BRIDGE ON BROOKLYN BACKGROUND  © JULIA ANNA GOSPODAROU 2009 
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THE QUALITIES OF THE TILT-SHIFT LENS

Of course some will object here that it is no use to shoot with a tilt-
shift lens, since this is a rather expensive lens, compared to  the usual 
lenses, and that we can obtain the same effect if we use distortion 
correction software in post-processing. In some cases I will agree 
with this and I can even recommend a very good software that will 
do an outstanding job and will work very quickly correcting wide-
angle distortion, the DxO View Point 3 made by DxO Labs, which I 
use for this purpose, sometimes even when processing images shot 
with a tilt-shift lens, when I cannot remove all the distortion with 
the lens.  

But there is more to the tilt-shift lens than just correcting the distor-
tion. Another important characteristic of this lens, a characteristic 
that makes it ideal for the architectural photographer, who by de-
fault deals with detail and accuracy in the  image, is its exceptional 
clarity,  sharpness and lack of chromatic aberration, that are not 
equalled by the more common lenses. The superior sharpness and 
high quality image  is one of the characteristics of the prime lenses, 
as all tilt-shift lenses are, and more specifically of the tilt-shift lenses, 
due to their construction and exceptional glass quality. Generally 
the overall quality of an image that was shot with a tilt-shift lens is 
outstanding  and if you use the lens with a full frame camera, that by 
default creates images of a better technical  quality than a cropped 
sensor camera, the results will be very close to what you would 
shoot with a medium format camera and even better if you shoot 
under the best conditions and use the best settings. 

RULE NO. 1 - SHOOT ARCHITECTURAL PHOTOGRA-
PHY WITH YOUR CAMERA PLACED  ON A TRIPOD

For even more sharpness, better detail and also far more control 
over the quality of your image, it is advisable that you always place 
the camera on a tripod when shooting architectural photography, 
especially when the required shutter speed is rather slow. 

There is a rule of thumb which says that in order to get  sharp  im-
ages you should keep your shutter speed  in a relation with the focal 
length of:

SHUTTER SPEED = 1/FOCAL LENGTH

For instance, for a focal length of 50 mm  (considering the 35 mm or 
full frame camera focal length values),  you should not shoot with a 
shutter speed lower than 1/50. For a crop camera you should mul-
tiply the focal length value by 1.5 (Nikon) or 1.6 or 1.3 as needed 
(Canon)* and use the result to calculate the shutter speed needed 
in order to keep everything sharp when you use these cameras. You 
could use this rule to know when you should place the camera on a 
tripod generally, but in architectural photography where we need 
the most detail we can get, it is better that you place the camera on 
a tripod as a rule, or at least as soon as your shutter speed gets lower 
than 1/100. 
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* CHECK THE CROP FACTOR OF THE MANUFACTURER OF YOUR CAMERA
IF YOU USE ANOTHER BRAND, SO YOU CAN USE THAT TO CALCULATE THE
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The main and most common use of the tilt-shift lens is to control 
perspective by means of its movements relative to the sensor 

plane, as opposed to the classic lenses, whose parts only move to 
focus and to zoom.

A tilt/shift lens can be easily compared with a small view camera, 
which is a large monorail camera or a large format field camera, a 
camera whose lens can also rotate relatively to the film/sensor plane 
and not only move forwards and backwards as in the case of a nor-
mal lens. A tilt-shift lens functions in essence like a view camera, as 
far as the movements it can perform. The movements of this lens 
enable the photographer to modify the lens plane independently 
from the camera sensor (or film) plane by TILTING, which means tilt 
and swing movements (rotating relatively to the sensor plane) and 
by SHIFTING, which means rise and fall movements (moving parallel 
up and down or left and right relative to the sensor plane). 

Some tilt-shift lenses also rotate around their own axis, giving 
more freedom in positioning the field of focus. 

The tilt movement is used to control which point of the image is 
in focus, while shifting controls the parallelism or convergence of 

the vertical lines when it is done upwards and downwards.

The upwards and downwards movements of the tilt-shift lens can be 
also called RISE and FALL if using the classic terms used in the case 
of view cameras.

When the shift is done horizontally, it is a very good tool for creat-
ing panoramas or for covering a larger portion of the photographed 
scene. How much can a tilt-shift lens tilt or shift? For instance a Can-
on TS-E 24 mm, which is one of the most popular tilt-shift lens for 
architecture, can shift up to 12 mm on either side , and it can tilt up 
to 8 degrees on either side. The other tilt-shift lenses available  have 
similar values. 

Note: It is useful to also mention that, if the tilt-shift lens is not moved 
relative to the sensor plane (not tilted or shifted), it functions like a nor-
mal prime lens from all points of view.

THE MOVEMENTS OF THE TILT-SHIFT LENS

THE MOVEMENTS OF THE TILT-SHIFT LENSCHAPTER 18
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The first use of a tilt-shift lens for architecture is to control perspec-
tive, namely to control the keystone effect that we mentioned ear-
lier (or the wide-angle lens effect). 

Even if in real life we have grown used to seeing the keystone effect 
up to a point, since most lenses (all the traditional lenses) introduce 
this effect to buildings when tilting the camera to include an entire 
tall subject in the frame, and it is even the natural look considering 
the rules of perspective when looking up at a building. In profes-
sional architectural photography this effect is not accepted. The 
aesthetic norm is different and the buildings have to be presented 
with parallel and not with converging verticals. Thus the need to use 
a view camera, or, in order to simplify the process and be more ver-
satile as for your freedom of movement on location, a tilt-shift lens.  

The first thing you need to keep in mind when shooting professional 
architecture with a tilt-shift lens, in order to have the verticals paral-
lel, is to always place the camera (and the camera sensor by exten-
sion) in a parallel position with the plane of the building, thus per-
fectly  vertical (this is the norm, considering that the majority of the 
buildings will have vertical structural elements).  Unless you do this, 
the tilt-shift will not be able to remove the keystone effect.  Then, 
after you compose your shot so the verticals are parallel and you 
have the desired scene in the frame, you can start to slowly shift the 
lens upwards till you include the entire building in the frame and 
also avoid the convergence of the verticals.  It needs a bit of practice 
to know  how to compose so you get the final image exactly where 
you want it after shifting the lens, but experience  comes with time  
and you will soon feel confident composing with a tilt-shift, having 
the final image in mind even before shifting the lens. 

Even if you got the composition right from the beginning, when 
shifting the lens the final frame  will be slightly different from what 
you intended and you may need to do a few tweaks to make it per-
fectly suit your intentions. 

See in the image shown as an example what a camera with a tilt-
shift lens shifted upwards looks like. This upwards shift position is 
the most used in photographing architecture, in order to keep the 
verticals of the building parallel. 
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TILT-SHIFT LENS CAPTURE - MILLENNIUM PARK 
© JULIA ANNA GOSPODAROU 2013 - CHICAGO

The previous perspective distortion has been corrected by using  a Tilt-Shift lens shifted 
upwards to capture the whole subject in the frame.

WIDE ANGLE LENS CAPTURE - KEYSTONE EFFECT - MILLENNIUM PARK 
© JULIA ANNA GOSPODAROU 2013 - CHICAGO

The perspective distortion created by a wide angle lens due to the need to tilt the camera 
to capture the whole object in the frame. 

SHOOTING ARCHITECTURE WITH A TILT-SHIFT LENS 
- HOW TO REMOVE THE KEYSTONE EFFECT (THE WIDE-ANGLE LENS EFFECT)
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Even if you can capture much more of a building when using the 
tilt-shift lens shifted upwards (rise movement) and at the same time 
keep the verticals of the volumes parallel, correcting the keystone 
effect, this lens cannot do miracles. It is still governed by the laws of 
physics, even if many think that , once we have a tilt-shift lens we will 
solve all the perspective deformation problems in our images and 
will be able to shoot everything. It is not always like that, or not to 
such an extent,  and let me explain why.

If the building in front of you is too tall and you cannot place your 
camera far enough from it you will not be able to include the whole 
object in the shot, even with a tilt-shift lens, without needing to tilt 
your camera upwards, just as you would do in the case of a wide-
angle lens. Think for instance of the narrow streets of New York City 
and its tall skyscrapers; you will find this problem at every step. Re-
place New York City with any other financial district in the world that 
has skyscrapers, even if it does not have narrow streets, and you will 
face a similar situation.

 Think that you want to shoot a skyscraper on the streets of New York 
City, using  a tilt-shift lens, and that you need to do that from the 
sidewalk and you cannot place your camera on a higher level. What 
will happen is that no matter how much you shift your lens upwards 
you will not be able to get the whole building in front of you in the 
frame. It is not the fault of the tilt-shift lens, the lens will surely help 
in capturing much more of the building in the frame than you would 
capture with any other lens, except for a view camera. The issue lies 
in the physical limitation of the lens and in how much any lens, even 
a tilt-shift, can do in extreme situations, like when photographing a 
high rise building from too close.

This limitation is basically related with how a tilt-shift lens work re-
lated to the camera sensor. 

But how does a tilt-shift lens works? 
I will explain this in the following sub-chapter.
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For a more visual explanation of how a tilt-shift lens works in prac-
tice, you can look at the example so you can understand the process. 
In the case of a normal lens, the image circle is only slightly larger 
than the sensor, while in the case of the tilt-shift the circle is much 
larger, so it allows for all the movements the lens can do,  as can 
be seen in the image. When the lens is tilted or/and shifted,  what 
happens in essence is that the image of the scene in front of it is 
projected onto the camera sensor.  The resulting image is an image 
that is slightly different when captured in each of the positions of 
the lens, and  that always inscribes in an imaginary circle created by 

the movements of the lens when it reaches its extreme tilt or shift 
positions. This imaginary  circle  is called the IMAGE CIRCLE and it 
covers the entire area of the scene that the lens can capture.

Therefore you can see now that the lens can only cover a limited 
area of the scene in any direction and this area depends on  the max-
imum possible displacement of the lens related to the sensor’s posi-
tion.  This area is actually quite large in reality, covering a big part 
of the field of view in front of the lens, but it has its limitations also.
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If you think  about the previous example with the skyscrapers of 
New York City, you now understand why this area cannot cover the 
entire height of those buildings without needing to tilt the camera 
to include them in the frame. This example may seem evident but 
in fact it shows how the tilt-shift lens works and how you can use it 
at its full potential. What you can do to overcome the lack of space 
between the camera and the subject in order to include more of the 
building in the frame is to make a compromise.  

First of all you can turn the camera 90 degrees and capture the scene 
in portrait mode so you gain some height.

Then you can shift the lens upwards to its extreme “rise” position 
then also tilt the camera slightly upwards  to include the entire sub-
ject in the frame. If you tilt the camera as much as to have a slight 
convergence of the verticals, or in other words an approximately 
75-80% of the “parallel verticals” effect that you would get if only
shifting the lens to capture the entire subject, you can still have a
natural image.

In fact, tilting the camera slightly even when shooting with a tilt-
shift lens can give you more natural results than having the verticals 
perfectly parallel, which is the right look for a commercial architec-
tural photograph, for instance, but it does not need to be the norm 
if you create fine art photography. 

There you are free to set your own rules and be more flexible about 
how much or how less tilt you want in your image so it can faith-
fully show your vision. Again, if you really need to have the verticals 
parallel you can still use software like  DxO View Point 3  in post-
processing to straighten the verticals and the intervention will be 
this time much smaller than it would have been if you had tilted the 
camera from the beginning to include the entire subject in the shot 
and did not also shift the lens upwards to lessen the convergence. 
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PANORAMAS, VERTORAMAS AND “MULTIRAMAS” 
- OR HOW TO CAPTURE LARGER IMAGES THAN THE
REGULAR FIELD OF VIEW WITH A TILT-SHIFT LENS

To begin with, “Multirama” is a term that does not exist in photogra-
phy, but just one that I made up for the case and for the sake of ex-
plaining easier what a tilt-shift lens can do if shifted in all directions. 

“Multirama” is a word that defines the image that is created by 
using a series of shots that will be stitched in post-processing and 
that combine a Panorama with a Vertorama and everything that 
covers the space in between.  

To explain the etymology of this word we would say that multirama 
is formed from the prefix “multi” and the word “όραμα”  (orama)
which in Greek means “vision” or “view”. Which explains clearly what 
the resulting word means, a “multi-view” image or an image cre-
ated by stitching multiple images that show adjacent parts of the 
object and that will create a whole, covering the entire object in the 
resulted image.

Now, back to the main subject, it is easier to overcome the problem 
of not being able to cover the entire field of view that we need in the 
shot  in only one position of the lens, if we consider the width of the 

scene we photograph. If we cannot include the entire scene in the 
frame, we can use the shift function of the lens horizontally  to cap-
ture more than one frame by shifting it right and left and stitching 
the captured images in post-processing to create  a panorama of the 
scene. You can do the same also if you want to capture more of the 
height of the scene in front of you. You can shoot a few frames with 
the lens shifted up and down on vertical and stitch them in post-
processing to create a vertical panorama, or a vertorama as it is also 
known, but in the case of a very tall building that you need to shoot 
from very close, as in our New York example, this approach will not 
be able to cover its entire height. It can be useful when shooting 
interiors in order to include more of the foreground in the shot, es-
pecially the upper and lower part of the photographed scene.

As a third possibility you have when using the tilt-shift lens, it is im-
portant to mention that you can also create larger images (in terms 
of both area and resolution), the aforementioned “Multiramas”, 
when shooting with this lens and photographing a bigger scene by 
using the quality of some tilt-shift lenses (like the TS-E Canon ones) 
to rotate around their own axis in increments of 30 degrees (and 
even in random increments) and shift the lens on all these directions 
to capture more of the “image circle” area than you would capture 
by just shifting the lens vertically or horizontally. 
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THE SCHEIMPFLUG PRINCIPLE 
AND THE TILT-SHIFT LENS PLANE OF FOCUS (POF)

To understand how the tilt-shift lens works from a theoretical point 
of view, or from a physical-geometrical point of view, it is useful to 
first understand the so-called “Scheimpflug Principle”.

What is the Scheimpflug Principle? 

The Scheimpflug Principle is a theory or a geometrical rule discov-
ered by the Austrian Theodore Scheimpflug (1865-1911) in 1904 that   
explains the function of the tilt-shift lens. Like all theories, it may 
seem hard to understand and it may be overlooked in practice, but 
in this case, even if the name of this theory is complicated (for some) 
the principle is rather simple to understand, or at least the conclu-
sion. This principle refers to the area of critical focus in a view camera 
and since, as we said before, the tilt-shift lens works on the same 
principle as a view camera, being in essence a small view camera, 
this principle applies to the tilt-shift lens as well, explaining the mys-
tery behind this so special lens, which can be considered a separate 
category in photography in itself. 

Before explaining the principle, let me go back to more familiar no-
tions and talk about the plane of focus of a lens in general.
In the case of all common lenses, the plane of focus (PoF) is paral-
lel to the sensor plane, therefore everything that is at the same dis-
tance from the sensor/film (or the lens plane) is in focus. In the case 
of the view camera and the tilt-shift lens, which can both move 
relative to the sensor plane, the plane of focus is not parallel with 
the sensor plane, unless we use the tilt-shift lens without tilting it, in 
other words as a normal lens. The moment we start to rotate it rela-
tive to the sensor plane by tilting it, the focus plane starts to change 

and transforms from a plane parallel with the sensor to something 
that looks more like a wedge, whose width increases farther from 
the camera. Which means that:

in the case of the tilt-shift, the depth of field does not increase
with the lens movements but the photographer is able by tilting

the lens to change the depth of field and the plane of focus’
position to cover the subject area.

Now we know the difference between the plane of focus in regular 
and tilt-shift lenses, let us see what the Scheimpflug Principle tells us 
(you can see how this principle works in the example sketch).
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THE SCHEIMPFLUG PRNCIPLE

When the extended lines from the lens plane, the object plane 
and the film plane intersect at the same point, the entire subject 

plane is in focus.

What the Scheimpflug Principle tells us beside the obvious, is that 
focusing with a  tilted tilt-shift lens will be totally different from fo-
cusing with a regular lens. The difference from focusing with a regu-
lar lens only appears when we tilt the lens and we will see in the 
following sub-chapter how to do it practically. 
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Let us first see  how to focus with a tilt-shift lens. 

You will only be able to focus manually, since the mechanics of the 
tilt-shift makes the use of an auto-focus system impossible.

HOW TO FOCUS PERFECTLY EVEN 
WITH MANUAL FOCUS

What is vital to know and what is going to help you when manually 
focusing (virtually transforming your tilt-shift lens into a pseudo-
auto-focus lens) is to use the focus lock confirmation of the cam-
era - the “beep” sound the camera can produce (if it is set to do so) 
when the lens is focused, or the green dot that you will see in your 
viewfinder lower information bar when the image is in focus. These 
focus assisting features are  present in most DSLRs and this method 
works with any lens used on manual focus.

One of the most important characteristics of a tilt-shift lens is that , 
when used at its full potential, it makes things possible no other lens 
can offer:

By using the tilt function it allows front-to-back depth of field 
(DoF) meaning we can keep everything in focus, no matter what 

aperture, even at f/3.5 or f/2.8. 

Of course the best is to shoot using an aperture close to the sweet 
spot of your lens (usually f/8) so you can capture the sharpest image 
this lens can give you.  Thinking backwards, you can also use the 
tilt function to get the shallowest depth of field and place it exactly 
where you need it.  In other words, you can touch both extremes 
with a tilt-shift lens.

In short, what you need to do to get a front-to-back depth of 
field is to use a “trial and error” method:

1/ – Mount the camera on a tripod.
2/ – Set your aperture at f/8 for best quality of the image (you can 
also set a different aperture if needed).
3/ – Open the Live View of the camera.
4/ – Choose two important subjects (points) that you want to be in 
focus, one in the foreground and the other one in the background. 
5/ – Focus on the closest point you want sharp in the scene (the fore-
ground subject you chose).
6/ – Tilt the lens downwards slightly till the farthest point in the 
scene is in focus (in general a tilt of no more than 1-2 degrees will be 
enough most of the times to bring everything in focus).
7/ – Go back and forth 2-3 times with fine tuning, while zooming 
up to 10x in Live view to check out the focus, till both subjects (in 
the foreground and in the background) are in focus, and  the entire 
scene will then be in focus.

METERING LIGHT AND SETTING THE EXPOSURE 
WITH A TILT-SHIFT LENS

When tilting or shifting the lens, the exposure the camera meters 
changes from the real one, due to the light that leaks into the cam-
era when the lens parts move relatively to each other, since the parts 
of a tilt-shift lens are not sealed between them and the fact that they 
are moving relatively to one another creates small openings  that 
allow the light to  enter the lens and confuse the light meter. How to 
deal with this? It is not difficult, just meter your scene before tilting 
or shifting the lens, while it still works like a normal lens from the 
point of view of the movements it makes. It is also a good practice 
to take a test shot so you can decide if any compensation has to be 
applied to the resulted exposure.
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ISSUES CONCERNING SHOOTING LONG EXPOSURE 
WITH A TILT-SHIFT LENS

At first glance, shooting long exposure with a tilt-shift lens is not dif-
ferent from doing it with any other regular lens. But this is only partly 
true. On one side, all the principles of long exposure photography 
will be applied in the same way as you would do it  in the case of 
shooting long exposure with any other lens:  the exposure time cal-
culating procedure, the placement of the filters of the lens, the use 
of a tripod and shutter release and all the other classical settings and 
principles that any long exposure photographer is accustomed to 
and that will be extensively analyzed  in the “Long Exposure Photog-
raphy” chapter,  that my co-author, Joel Tjintjelaar, will present you, 
further on in the book. 
There are though two aspects to take into account  when shooting 
long exposure with this lens and that make it different from shoot-
ing long exposure with a regular lens:

FOCUSING AND METERING THE LIGHT

– The first aspect and issue is related to the way we will focus and
meter the light so we can calculate the needed exposure.  In case
the lens will be used tilted or shifted or both, just as in the case of
short exposure, the light metering will be done before tilting/shift-
ing the lens.  This needs to be done so the light meter does not get
confused by the light that may enter through the small openings
created between the tilted/shifted parts and reach the sensor when 
tilting or shifting the lens. 

LIGHT LEAKAGE ISSUE

– The second aspect and issue is the light leakage that can occur in a 
tilt-shift lens during a long exposure.
Just as in the case of metering light in a regular short exposure with 
a tilt-shift lens where, if tilted or shifted, the lens allows the light to
leak in and confuse the light meter, the same can happen in the case 
of a long exposure because of the extended time the lens is exposed 
to light while not being sealed properly, since it is not constructed
for use in long exposure photography. Even if not tilted or shifted,
the joints of the metallic moving parts of the lens are not perfect and 
present small, tiny openings between these parts. These openings
are not noticeable and do not influence a regular short exposure,
but they become important in long exposure when they let a large
amount of light access the interior of the lens and reach the sensor,
thus creating light leakage spots on the captured image, making it
unusable most of the time. The longer the exposure, the more mas-
sive the light leakage will be.

HOW TO OVERCOME LIGHT LEAKAGE IN A TILT SHIFT 
LENS DURING LONG EXPOSURE PHOTOGRAPHY

It is not difficult to avoid light leakage. You will use the same prin-
ciple you use so the light does not leak into the camera through the 
viewfinder: cover it. Thus, you will cover the lens in the case of a long 
exposure with a black cloth that will need to have the shape of a 
sleeve and be rather thick so it does not let the light inside  the lens. 
You may make yourself such a sleeve-shaped cover if you are a  tal-
ented tailor, or you can use a lens pouch for this purpose (like I do , 
even if I am a talented tailor) from which you have cut off the bottom 
so it works as the sleeve-shaped cloth.  Be sure that the lens pouch 
is wide enough especially if you shoot with square ND filters, as you 
may want to cover the holder too to better seal the whole “camera +  
T/S lens + ND filters on holder” system.

TILT-SHIFT AND LONG EXPOSURE PHOTOGRAPHY
THE TILT-SHIFT LENS AS THE MAIN TOOL IN ARCHITECTURAL PHOTOGRAPHY

THE TILT-SHIFT 
LENS WAS NOT 
CONSTRUCTED FOR
LONG EXPOSURE
PHOTOGRAPHY, 
THIS IS WHY IT IS 
NOT PERFECTLY
SEALED,  
PERMITTING
LIGHT LEAKAGE

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 217

JULIA ANNA
GOSPODAROU

THE TILT-SHIFT LENS AS THE MAIN TOOL IN ARCHITECTURAL PHOTOGRAPHY TILT-SHIFT AND LONG EXPOSURE PHOTOGRAPHYCHAPTER 18

THE TILT-SHIFT LENS AS THE MAIN TOOL IN ARCHITECTURAL PHOTOGRAPHY

NEUTRAL DENSITY FILTER PLACING ON ULTRA-WIDE 
ANGLE LENSES AS THE 17MM TILT-SHIFT

Shooting long exposure with a 17 mm tilt-shift lens, such as the 
Canon TS-E 17 mm, creates a serious problem for the long exposure 
photographer. The same problem all the ultra-wide angles create - 
the fact that their front glass element is so bulging that it does not 
allow the placement of a neutral density ND filter directly onto the 
lens. Therefore these lenses cannot be used with screw-on ND filters 
but only with filters placed on a holder and not even with normal 
holders where the filter is placed in the same plane with the holder, 
but with special protruding holders, as for instance the Formatt-
Hitech Lucroit holders that allow the placement of the filters at a 
distance from the exterior ring of the lens where they are fastened.

Formatt-Hitech Lucroit Filter Holder mounted on an ultra-wide an-
gle lens to overcome the accentuated convexity of the lens and en-
able the placement of the filters in front of it. Also, in the first image, 
the same Formatt-Hitech Lucroit holder together with a 10-stop, a 
6-stop and a 3-stop filter that can be mounted on the holder, all part 
of a Formatt-Hitech Prostop IRND Joel Tjintjelaar Signature Edition Kit.
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WHY AND HOW  I USE THE TILT-SHIFT BLUR 
TO EXPRESS MY VISION

Using blur to shoot architecture is surely a non-conventional way of 
shooting this kind of subject and not what you would use in a pro-
fessional commercial architectural assignment. But as far as a fine 
art approach is concerned, you know by now, if you have already 
read the Guide to Vision earlier in the book, that any means, tech-
nique or approach is good as long as it helps you express yourself 
and give shape to your vision. The tilt-shift blur is only one of these 
techniques that can help you do that, if your vision includes it. 

You do not need to use blur if it does not suit your artistic repre-
sentation of the world, but in my case it does, thus the need I felt 
to create the series Fluid Time, where  I explore the world through 
using the tilt-shift lens and its specific blur. I find that this kind of 
blur serves my vision because it reminds me of the eternal mystery 
of the world and the so many different ways in which one can see 
it, also the so many different ways that one could live in this world; 
even if we choose only one way to see, to think , to live, the options 
are always there, like in a dream. In a way the blur a tilt-shift lens 
can create is a very suitable tool for me to express this multifaceted, 
multidimensional  world. Of course, this is just my vision, you will 
surely have a different one, but the good thing with a technique is 
that it has no life of its own and it can be used to express many dif-
ferent things, depending on the artist using it.  Therefore you are 
free to use it in a totally different way or not use it at all. All options 
are just as good.

SHARP VS. BLURRED WITH A TILT-SHIFT LENS 
OR HOW TO WORK WITH THE SELECTIVE FOCUS

Now, to get to some more technical aspects, the blur that you can 
create using a tilt-shift lens, is different from the blur (bokeh) we find 
in a regular lens. The texture, the density, the intensity and most im-
portant of all, the placement and shape of the blur. Due to how the 
field of focus is created in the case of the tilt-shift lens, the shape of 
which influences the shape of the tilt-shift blur, the latter will have a 
rectilinear shape across the image, just as the shape of the field of fo-
cus, as opposed to the rather circular blur (bokeh) a regular lens cre-
ates. This is a vital characteristic to understand  because it changes 
the approach to the image and to its composition radically.  It needs 
a different compositional approach to create an image where the 
blur will be circular, thus centered in a point, and a different one in 
the case of the rectilinear blur of the tilt-shift lens. 

How to create this blur and how to work with it is the next technique 
I will discuss. It is not difficult to create blur with a tilt-shift lens. All
you have to do is rotate the tilt button and the lens will tilt, restrict-
ing the area that will be in focus the more you rotate the button (and
the lens through it). This area of focus will have the shape of a band
and will be placed in the center of the image following the direction
your lens will be set to: horizontal, if the lens is in horizontal position,
vertical, if the lens is rotated in the vertical position, or oblique, fol-
lowing one of the directions that the lens can be set to if rotating the
barrel around its own axis. The amount of blur and the dimension of
the sharp area will depend on how much the lens is tilted and on the
aperture, just as in the case of any other lens. It is not easy to control
and place the sharp area in an image, especially when working with
wide apertures and extreme tilts, so it is advisable that you use a 
tripod for this kind of shot and check out the field of focus on Live
view, while zooming in at 10x.

THE TILT-SHIFT MAGIC

THIS KIND OF BLUR
SERVES MY VISION
BECAUSE IT 
REMINDS
ME OF THE 
ETERNAL MYSTERY 
OF THE WORLD
AND THE SO MANY
DIFFERENT WAYS IN
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SEE IT
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Here are two more examples of how to work with the plane of fo-
cus the tilt-shift lens creates. You can see how the plane of focus is 
changing and together with it the entire structure and composition 
of the frame, only by rotating/tilting the lens a couple of degrees. In 
this case you can see a vertical plane of focus which was more suited 

to enhance the composition that was based on rhythm,  but you can 
create the same effect if you use a horizontal plane of focus. This 
example shows us how powerful the tilt function is, especially when 
the lens is used at a very wide aperture where the effect of the tilt is 
most visible. 

THE TILT-SHIFT LENS AS THE MAIN TOOL IN ARCHITECTURAL PHOTOGRAPHY TILT-SHIFT AND LONG EXPOSURE PHOTOGRAPHYCHAPTER 18
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ABSTRACT ARCHITECTURAL PHOTOGRAPHY

In abstract architectural photography the attention is centered on 
details, on portions of the structure with aesthetic interest and not 
on the whole structure. 

Modern architecture offers far more subjects for abstract interpre-
tations than classical and traditional architectural subjects do. This 
happens because the shapes in modern architecture are more clean, 
simple, minimalistic, the textures and materials more evident and 
the volumes are more unexpected and original so they can offer 
unique images by capturing surprising points of view and combina-
tions of structural elements. 

To create that original look that will make a good abstract architec-
tural photograph, look for unusual and interesting angles, captivat-
ing details, rotate the camera to look in a different way at a regular 
subject, tilt it for a sense of accentuated perspective.

My first advice for finding an unexpected way of looking  
at your subject would be: 

TILT THE CAMERA

This is the easiest and most rewarding way of discovering interest-
ing compositions and new angles in a structure, even in well-known 
structures that seem intimidating to shoot due to the excessive 
number of images we have seen of a certain subject.

What works best for abstract architectural images: 

– details taken out of context,
– repetitions,
– patterns,
– portions of the structure where the lines are evident and form 

an interesting layout,
– alternating light and shadow,
– alternating different textures, different planes,
– exaggerating perspective (pronounced convergence in lines),
– surprising alignments in the structural elements etc.

To be able to discover all these possibilities it is vital that one gives
the right amount of time to studying the building and letting it
“speak”. The most interesting views are not the most evident,
sometimes a deviation of a few degrees changes the perspective
so much that it can mean the difference between a brilliant shot
and a mundane one.

So, be careful not not miss those few angles that will bring an
outstanding image. Look up, down, left, right, from close up or far
away, move around and generally do anything rather than stand in 
the same spot. It is like a dance around the building and you will
be amazed how many faces a building can reveal to a good dancer.

One thing not to forget is to check your composition, even in ab-
stract images; just because an image is abstract does not mean that 
it should not be harmonious.

GENERAL GUIDELINES

STUDY THE 
BUILDING
AND LET IT 
SPEAK TO YOU
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ABSTRACT ARCHITECTURAL PHOTOGRAPHY

Let me tell you in a few words how I see abstract architectural pho-
tography and give you an idea for an alternative way of creating. 
This is my interpretation of the term abstract that I offer as personal 
artistic  response  to the almost “cold” way of perceiving which wide-
ly manifest in abstract art and to the  connotations this implies. 

My approach to architectural photography is to look at my subjects 
and present them in a rather minimalist and abstract way. This ap-
proach is related to the way I think and to my artistic education and 
background, as well as  to the preferences I have in art. This way of 
seeing architecture does not mean though that I am abstracting my 
subjects to such an extent that my images become only a combina-
tion of shapes and lines.

What I am trying to convey through my photography is a 
different way of looking at buildings by emphasizing 

and presenting almost abstract structural details, without 
removing completely the factor of scale, form and context that 

could help identify the object. 

This is in a way the architect in me speaking, since I believe that 
you cannot create real and valuable architecture if you ignore the 
context, either you harmonize your creation with it, or you aim to 
contrast with it. Therefore, when capturing architecture I am guided 
by the same principles as when I am designing, meaning I am ab-
stracting my subjects in context. 

My aim with this “almost abstract” approach of a building is to put 
the mind of the viewer in a different space, where he needs to find 
different rules to interpret what he sees, a different language, but 
where I am not interested to show him only an interesting or unex-
pected play of lines or patterns, but also help him have a glance at 
the essence, the soul of the structure that I photographed, which 
for me gives substance and emotional value to the photograph, it 
makes it become warm and alive, it helps it find a quicker way to the 
soul of the viewer, which is what I eventually aim to touch with my 
work. 

I am not interested in touching the viewer’s mind, I am not 
addressing his logic, I am aiming at his soul and to everything 

that transcends the logical understanding 
and cold plain analysis. 

I am aiming to create art and, in my world, art does not address the 
mind, but the soul. Therefore, I am not aiming at a logical perfection, 
but at an emotional one. In this respect,

 I am calling this style of architectural photography 
“EMOTIONAL ABSTRACT”, a term that also defines my way of 

thinking in general.

Next time you wonder how to approach architecture try to approach 
it “abstracting in context” or creating an “emotional abstract” by 
aiming to capture the soul of the building in front of you. This is the 
most important goal of your work of creation, to penetrate the shell 
and the physical and logical manifestation of your subject and pres-
ent its emotional essence. This is what will touch the viewer and 
will allow you to express yourself in the most honest and effective 
way. 

THE “EMOTIONAL ABSTRACT” WAY OF LOOKING AT ARCHITECTURE
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CITYSCAPES AND SKYLINE PHOTOGRAPHY

Shooting cityscapes is the closest type of architectural photography 
I know to landscapes. Why? Because of a few reasons, among which 
the fact that when we shoot both these types of photography the 
distance to the subject is generally long, we shoot from far away in 
both cases, and the most important reason is that when we shoot 
cityscapes, just like when we shoot landscapes,  the quality of light is 
much more important than in the case of object-oriented architec-
tural photography. While in the case of an isolated architectural ob-
ject “bad” light, as for instance midday light, can be used creatively 
and give interesting results, in the case of shooting cityscapes it will 
be a more difficult task to overcome the “bad” light and images shot 
with “good” light will be much more impressive, whether you work 
in color or black and white.

IDEAL LIGHT AND TIME OF DAY 
FOR SHOOTING CITYSCAPES

Now let us see what is the “good” light for shooting cityscapes? 
First, since we said that cityscapes are similar to landscapes, the 
same light that is good for shooting landscapes will be good for 
cityscapes too: sunrise and sunset light.

Sunrise Light – This is a very sweet and soft light, warm and flatter-
ing for any subject, architecture and cityscapes included. It creates 
a warm glow on the buildings and it might work beautifully when 
shooting glazing surfaces on buildings in a skyline. The best sunrise 
light can be caught only for a few minutes when the sun comes out, 
not more than 15 minutes, so you must be ready with your set up 
and know exactly what you want to do so you can use it effectively. 
This is why you should be at your location al least half an hour before 
the sunrise so you can find a shooting spot and set up the camera.

Sunset Light – Just like sunrise light, the light at sunset is very warm 
and sweet and it can give a totally different, dreamy look to the 
buildings you shoot than during the day. 

This is why both these times of the day are called GOLDEN HOUR. 
The characteristic of this kind of light are similar to those of the sun-
rise light, with the difference that at sunset the shooting time span 
we have to capture this magic warm light is a little longer. So you 
have a few more minutes to get your shot but this does not mean 
you can afford not to be very well prepared, because you generally 
do not have time to make radical changes in your set up or shooting 
position, since the light changes and darkens very quickly.

Dusk Light - There is one more kind of light that is ideal for shooting 
cityscapes and this is the light of dusk, the so called BLUE HOUR. It 
happens just before the night falls, in that 10-15 minutes span that 
starts around 15 minutes after sunset, when the sky is still not com-
pletely dark but it is not bright either. The lights inside the buildings 
are already lit and the sky still has texture and definition and makes 
for a beautiful dark blue that can turn into rich dark gray tones when 
we convert the image to black and white. Again, when you shoot in 
this light you need to be quick (even if you shoot long exposures, 
you can still be quick) and not waste time in scouting or guessing 
settings. All these must be done before the shooting day, during 
your scouting sessions, so you are sure you get the most of the con-
ditions you have during your main shooting session.

Night Light – There is no natural light at night, in the sense we think 
about the day light, but we can still have light in a city so we can call 
this kind of shooting light Night Light. I am talking about the lights 
you have inside the buildings or on the buildings, which can make 
for an outstanding play with light and volumes. The sky will be dark 
now, so you cannot expect to capture any kind of light there, but 
sometimes, when a city is intensely lit you can see the reflection of 
the city lights in the clouds or even on portions of the sky – it is the 
reflection of light in the water particles that exist in the air – and this 
can create a glow that can be captured in a night cityscape image. 
Look for this, it may give a special look to your images, especially if 
you shoot long exposure.

IDEAL LIGHT AND TIME OF DAY FOR SHOOTING CITYSCAPES
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CITYSCAPES AND SKYLINE PHOTOGRAPHY

– Check a Google map on street view, or look at images taken from 
different points.  This way you can decide which position is the best
for what you want to capture. But you have to keep in mind that the
exact coordinates of the images you find on the Google maps might
not be the ones you see on the map, they are not always accurate, so
you need to double check it to be sure.

– Check the orientation of the buildings you shoot to know the di-
rection of the light falling on your scene. This is another important
thing to do before shooting a cityscape, so you know when you have
front light, lateral light or even backlight falling on your subjects. You
can use all these types of light to create interesting cityscapes but the
look and feel of the image will be different in each case and you have
to know what you will work with before arriving there to stay truthful
to your vision.

– Use filters. Use a polarizing filter to intensify color, contrast and create 
a rich color in the sky and good cloud definition. You can also use a ND 
grad filter to cut the light in the sky around sunrise or sunset, just  as you 
would when shooting landscapes or seascapes. Another type of filter
you could use, especially for color cityscapes, is the warming filter, like
an 81 A or an 81 B warming filter. You could also try a warm polarizer to 
get both effects in one filter.

– Experiment with a variety of lenses. Cityscape and skyline photog-
raphy is one of the types of photography where you can create impres-
sive images by using any kind of focal length, from fisheye to telephoto. 
Probably the classic lens for shooting cityscapes and skyline photog-
raphy is the wide lens where you can capture a large part of the scene, 
but impressive images can be created with any other focal length.  And 
of course, do not forget the tilt-shift lens, as the best lens for shooting
architecture and also one of the sharpest and clearest lenses for this
purpose.

– Look for reflection of the buildings, especially if you shoot
cityscapes near water. They can add a lot of character and a magic
touch to a cityscape image, particularly when shot at golden hours.

– Consider shooting cityscapes from the air, or from a height.  A
tall building, a rooftop or an helicopter or small plane that can fly low
enough are ideas for points from where you can shoot a different kind 
of cityscape photography. Choosing to go high will give you a very dif-
ferent look than the classic cityscape shot at eye level. This is one of the 
ways you can create an original image of a well-known or famous loca-
tion.

– Use a tripod to ensure that you capture sharp photographs. As
generally in architectural photography, shooting with a tripod should
be the norm. Even more so if you shoot at sunrise, sunset, dusk or by
night when you need longer exposures. This is also the rule when you
shoot intentionally long exposures of a few minutes, when you cannot 
work without a tripod and a cable release. Do not forget to turn off the 
image stabilization on your lens or camera when you shoot on a tripod 
and lock up your mirror too if the exposure is less than 30 seconds so
you avoid the vibrations that can blur your image.

– When the scene in front of you is too wide you can create
cityscape panoramas. You can do this by stitching sequential shots
together. One of the best lenses to capture skyline panoramas is the tilt-
shift lens, as I mentioned in the chapter dedicated to this lens.

– Shoot setting your aperture around f/8-f/11. This setting will keep
your image free from the diffraction that appears at smaller apertures
so you get the clearest image you can get (which is important in this
kind of photography with a large number of objects and a lot of details).

– Keep a flashlight with you when you go out shooting cityscapes
at sunrise, sunset or at night.  You will surely need it before, during
and after the shooting to find your way around or set up your camera. 

TIPS FOR SHOOTING CITYSCAPES
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CITYSCAPES AND SKYLINE PHOTOGRAPHY

MANHATTAN SKYLINE FROM BROOKLYN BRIDGE 
NET-YORK CITY ©  JULIA ANNA GOSPODAROU 2010 - NEW YORK CITY

 MANHATTAN SKYLINE FROM EMPIRE STATE BUILDING 
POINT FINAL ©  JULIA ANNA GOSPODAROU 2010 - NEW YORK CITY

EXAMPLES

AERIAL CITISCAPE STREET LEVEL CITYSCAPE
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NIGHT ARCHITECTURAL PHOTOGRAPHY

With  the sun disappearing from the sky a new world unfolds in the 
city for the architectural photographer, a magic world of shape and 
light where the details do not count anymore, where the buildings 
are perceived as a play with light and shadow, or they become light 
themselves, being lit from inside or from outside. Dusk and night 
photography in the city can offer countless possibilities in terms of 
artistic expression, just as they can offer original experiences full of  
mystery and charm even when we do not carry a camera with us. 

SUBJECTS IN NIGHT ARCHITECTURAL
PHOTOGRAPHY

Night architectural photography can be considered a genre in itself 
since it has a characteristic look and requires specific settings that 
differ in a lot of aspects from the settings used when we shoot archi-
tecture by day. In night architectural photography we can generally 
talk about a few types of images:

– Object shots which are similar in approach to the daylight  shots
as for composition and elements that create the image.

– Skyline panoramic shots - cityscapes. These are images that
can either be approached in a similar way to the daylight ones, if we 
want to emphasize the built environment, or we can look for a dif-
ferent approach if we want to focus on the lighting or see the image 
in an abstract way. 

– Lighting shots – In this kind of shots we are more interested in the 
light as subject than in the subject of the image itself. For instance
we can shoot a building or a bridge lit by artificial light but not for
the building or bridge itself but for the way the light is disposed on
them, the patterns it creates or the way it shows a well-known object 
in a new “light”. 

VANTAGE POINT  IN NIGHT ARCHITECTURAL 
PHOTOGRAPHY

From the point of view of the vantage point we can include night 
architectural photography in a few categories, depending on the 
position of the camera related to the shooting level.

– Street level night architectural photography: useful for up-
wards shots of lit buildings and shots from points with large open-
ings, like public squares parks and large boulevards. Street level
night photography can offer the chance for interesting experiments 
with motion blur: people and/or cars.

– Higher vantage point  night architectural photography:  shots
taken from a height: from hills, buildings etc, ideal for getting more
of the surroundings in the frame, suitable for skyline and cityscape
shots.

– Aerial night architectural photography: A special type of night
architectural photography that can be impressive and unexpected
since it offers an  view rarely  accessible to most people. Aerial pho-
tography can be even more fascinating if done by night than by day, 
but also more demanding because we deal with high ISO since we
are not able to use a tripod and dial down the shutter speed. There-
fore more care is needed so the images are technically correct (well
exposed and blur free). 

SUBJECTS IN NIGHT ARCHITECTURAL PHOTOGRAPHY
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RIGHT TIME TO SHOOT IN NIGHT ARCHITECTURAL 
PHOTOGRAPHY

If referring to the time of day when night architectural photography 
can be done, we can identify two main types. 

–  At dusk or right after dusk: best time of the day for night photog-
raphy is at dusk or right after dusk, when the sky has a deep cobalt
blue color and the city lights have already been lit so that the inten-
sity of the light in the sky approximately matches the intensity of the 
light in a moderately lit building. Since this moment of dusk is very
short (10-15 minutes at best) shooting at this time of day requires
very good time planning and being at the location quite some time 
in advance to be able to do the scouting, choose your viewpoint and 
set up the camera.

– At dark: shooting at dark is easier to plan, since the light is not
changing anymore and one can take one’s time to compose and ex-
periment.

TIPS FOR CREATING  GOOD  NIGHT ARCHITECTURAL
PHOTOGRAPHY

– Check your location by daylight. Go to your shooting location
by daylight before the shooting and check the environment: shoot-
ing angles, possible obstacles or unwanted objects that could block 
your view.

– Compose the shot during the day, if possible. When you can,
go to your location the day before and think about your composi-
tion, it is not easy to do this at night , especially when the lights are
not strong enough (in the case of a cityscape) or the subject is not
lit enough (in the case of a single subject). Also at twilight when the 
lighting conditions change quickly you will need to set up and com-
pose very quickly so you do not miss the magic hour of the twilight. 

– Use a tripod and a cable release, as a rule. Night shots require
a longer shutter speed in order for the ISO to be kept at a minimum
for the least noise in the image. Therefore they should be taken us-
ing a tripod and a cable release or a remote control to actuate the
camera. Like with all long exposure shots, care must be taken so that 
the tripod and camera are vibration free during the exposure and
it also helps (in shorter long exposures especially) that the “mirror
lockup” function on the camera is set to “on”, so there are no vibra-
tions introduced from the mirror’s movements either. In case you
do not have a tripod with you or you cannot set one up in a certain
situation,  a solution can be to find another support for the camera,
either on location or to have with you a so-called bean bag that can 
replace the tripod with enough success in some cases being more
versatile and less demanding  than the tripod. 

– Keep in mind that shooting at night means working with
mixed kinds of light. Remember this when you meter the scene
and set up your exposure so you can balance the light and obtain a
uniform result. 

– Check your white balance. Due to the fact that light has different 
colors by night you could set your white balance to match the light
you are shooting. This is not absolutely necessary if you shoot RAW
as you can do it afterwards when you edit the image, but doing so
can save you precious time.

– The camera meter can be wrong at night. At night the camera
meter can give you a wrong exposure due to the fact that the scene 
will be much darker than a normal scene and the camera will tend to 
compensate by  overexposing so it can bring everything to a mid-
gray. You will need to compensate back by dialing down the expo-
sure a stop or two so the dark parts of the scene stay dark and the
bright areas are not blown out. 

TIPS FOR CREATING GOOD NIGHT ARCHITECTURAL PHOTOGRAPHY
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– When you shoot at full moon the light will be much brighter
than at other times. This applies mostly to cityscapes taken from
a distance, where the moon can require a special exposure. If you
shoot inside the city, usually the moonlight will be overpowered by
the city lights.

– When you shoot handheld watch your settings. In the case of
handheld night shots choose a higher ISO to ensure that your shut-
ter speed is high enough so that your images are well exposed and
not blurred. The lowest ISO to start experimenting with is ISO 400-
ISO 800, in the case of dusk photography, but can go much higher,
according to the ambient light of the surroundings and the intensity 
of the light falling on the subject. 

– When you shoot handheld watch your position. A good stabil-
ity tip for shooting handheld: When shooting handheld at night, in
order to keep the ISO as low as possible activate the vibration con-

trol on the lens or camera, find a steady surface to lean against so 
your body movements are minimal and they do not add vibrations 
to the camera and brace your arms against your body for better sta-
bility. Your body and the camera have to become one so the cam-
era can be as stable as your body.  Also, do not inhale/exhale when 
pressing the shutter. It makes a lot of difference. 

– Remember, a night shot should convey a sensation of mys-
tery, of magic. Try to remember this when you compose and press
the shutter, in the case of night photography half the magic of the
final image will be captured in the camera. 

– Do not forget about safety! Night photography can be danger-
ous, especially in remote places, just as dangerous as doing anything 
else by yourself by night. Consider taking someone else with you
when you shoot at night or stay in areas with no danger at night. 

TIPS FOR CREATING  GOOD  NIGHT ARCHITECTURAL PHOTOGRAPHY
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MANHATTAN NIGHT SKYLINE II ©  JULIA ANNA GOSPODAROU 2010  
- NEW YORK CITY

NIGHT CITYSCAPE FROM THE TOP OF EMPIRE STATE BUILDING, NEW YORK

MANHATTAN NIGHT SKYLINE I ©  JULIA ANNA GOSPODAROU 2010  
- NEW YORK CITY

CHRYSLER BUILDING, NEW YORK

STREET LEVEL HIGHER VANTAGE POINT 
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Architectural Street Photography is a genre of its own. It has not 
been officially defined as such till now,  but this distinction has to be 
made, because this genre cannot be subsumed either under pure 
architectural photography or under pure street photography. It is 
not something in between either, but a distinct genre with its own 
rules and principles.

We will define it as a genre in this chapter and we will explain how its 
principles function and what we need to keep in mind when we are  
shooting architectural street photography in order for our images to 
be really categorized as architectural street photographs.

SUBJECTS IN ARCHITECTURAL 
STREET PHOTOGRAPHY 
- ARCHITECTURE AS SUBJECT OR BACKGROUND

There are different ways of shooting architecture, in the sense that 
the architectural object can be a subject in itself, but it can also be 
a background for capturing life in an urban space. Depending on 
which of the two aspects we want to emphasize the resulting imag-
es will be either classical architectural photography or architectural 
street photography.

The same principles of using light and dealing with composition ap-
ply in architectural street photography as in classical architectural 
photography, the difference is that:

 in architectural street photography the architectural object 
will be the background, not necessarily the subject. 

In Architectural Street photography the main subject of the
image is the HUMAN PRESENCE.

The main subject of the image is the human presence this time, that 
will be integrated in the image, becoming its point of interest. As 
you see, I am talking about the  “HUMAN PRESENCE” and not about 
the “PERSON”  as subject in architectural street photography, be-
cause there is a difference between the two as far as how they are 
used and the results we can see in the final image. The message they 
convey is very different in each case.  Using a “human presence” and 
not a person as subject for architectural street photography means 
that in this case we are interested in the  person or persons populat-
ing our image only in the measure in which they show us their rela-
tion with the built environment and not as individuals. 

This is the main difference between classical street photog-
raphy and architectural street photography: in classical street 
photography the accent falls on the person who can reveal human 
nature and its reactions to external stimuli (environment and other 
individuals) while in architectural street photography the accent 
falls on the relation the inanimate built environment has with the 
animate human presence that populates it or that happens to come 
in contact with it.

From this point of view, classical street photography can be consid-
ered more assertive, while architectural street photography can be 
seen as more contemplative and reflective.

SUBJECTS IN ARCHITECTURAL STREET PHOTOGRAPHY
- ARCHITECTURE AS SUBJECT OR BACKGROUND
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SUBJECTS IN ARCHITECTURAL STREET PHOTOGRAPHY 
- ARCHITECTURE AS SUBJECT OR BACKGROUND

JOEL TJINTJELAAR  SHOOTING AT THE JEWISH MUSEUM BERLIN. 
© JULIA ANNA GOSPODAROU 2012 - BERLIN
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At a closer look, architectural street photography is a genre that has 
in fact two subjects, not only one as in most photography genres. 
It may sound like a surprising affirmation, since I mentioned only a 
few chapters back that the image needs to have a clear subject and 
this is an important compositional aspect but think about the fact 
that in architectural street photography the architecture is meant 
to point to the human subject , while the human subject is meant 
to emphasize the architecture. As a result of this relationship be-
tween architecture and the people interacting with it, which is a re-
quirement without which we cannot talk about architectural street 
photography, this type of photography cannot exist without any of 
these two subjects.

This is why we will call architecture street photography a “double 
subject” type of photography. Or, in other words, if we want to talk 
about a single subject, this will be neither of the two, but the rela-
tionship between them.

GOOD SUBJECTS FOR ARCHITECTURAL 
STREET PHOTOGRAPHY

Some architectural objects are more interesting and can give bet-
ter fine art results  if shot as a subject in themselves, and this hap-
pens generally when the object is impressive or overwhelming as 
an object in itself, while some other architectural objects, or certain 

angles ask from the beginning for the addition of a human presence 
in the photograph in order to tell their whole story.

Considering architectural street photography from both points 
of view, architectural and human, or as a double subject repre-
sentation, we can emphasize the characteristics of both these 
subject as the following:

1/ Considerations about the architectural subject

In the case when it is used as background it is preferable that the 
architectural element is uniform and offers the means to guide the 
eye towards the human subject - leading lines, frames, patterns, 
textures, repetition, light and shadows, reflections, translucency of 
materials are some of the ways one can use an architectural/urban 
environment in order to project the human presence on it.

The architectural subjects which will be the most adequate for ar-
chitectural street photography are those that can be used as back-
ground. This means the architectural object in itself has to be uni-
form enough so it doesn’t take from the importance of the human 
that seem to be a mere “accident” in the image, but at the same time 
it should present enough interest so it interacts with the human sub-
ject.

THE “DOUBLE SUBJECT” CONCEPT
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2/ Considerations about the human subject

Generally, the framing of the photograph in this type of photog-
raphy will include the ground, since most of the times the human 
subject will be in contact with the ground, either this is the ground 
itself or a horizontal surface on which the subject is resting. Includ-
ing the ground is not a rule, as the image can be cropped to focus 
on a detail, but in general we can say that the framing will be differ-
ent and more conventional than in the case of shooting buildings 
by pointing the camera up to the sky, as in the case of many long 
exposure fine art photography images that aim to also capture the 
clouds in the frame.

Most of the times, due to the fact that the human presence has to 
be integrated in the architectural background and not overpower it, 
the human subject of the photograph will have a reduced size 
compared to the image as a whole and will play the same role an 
accidental different element plays in a pattern, the role of focusing 
the interest and tying the image together, the role of connecting the 
dots between all the elements of the photograph which will acquire 
meaning by being opposed to the human subject.

For the same reason, that the human presence is meant to bring out 
the architecture and not be the “star”of the photograph, most of the 
times we are not interested in having too much information as for 
the detail of this presence: physical details especially. 

We are more interested in the shape and the dynamics of the human 
subject (how the subject moves, how it “fits” into the environment). 
Therefore many times a more suitable subject will mean people shot 
from a distance, from behind or from the side but without retaining 
their characteristics. Also people shot in motion, with a slow shut-
ter speed which makes them seem blurred and have the aspect of 
“ghosts”, create a distinctive type of architectural street photogra-
phy, the “long exposure” or “motion blur” architectural street pho-
tography. 

BACKGROUNDS SUITABLE 
FOR ARCHITECTURAL STREET PHOTOGRAPHY

Adequate backgrounds for architectural street photography can 
be considered all the architectural objects or architectural contexts 
that can be used as supporting base for the human presence and 
that would not compete with it, but emphasize its importance while 
being emphasized by it in return. Most of the times we consider clas-
sic backgrounds the ones that belong to one of the following cases: 
buildings from a distance, public squares, parks containing different 
urban furniture elements, other urban structures such as bridges, 
details of interesting corners/angles of a building, staircases, arches, 
views of a scene containing interesting play of light and shadow, 
textures and patterns where the human presence can introduce an 
“accident”. 

BACKGROUNDS SUITABLE FOR ARCHITECTURAL STREET PHOTOGRAPHY
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Architectural Street Photography is a more animate style of pho-
tography than pure architectural photography, which usually does 
not have human subjects, but a more abstract one than pure street 
photography, which, as we said,  centeres on the specific individual 
and her actions.

Consequently, it is a interesting genre for those who like to play with 
geometrical compositions and backgrounds and want to introduce 
a sparkle of life and more action to them by adding a person, for 
those wanting to study architecture in a more general way and be-
yond presenting it only as a play of volumes by integrating people 
into an architectural context. Or for those wanting to study how ar-
chitecture and people interact, how they affect one another, how 
they enter in a dialog with each other, a dialog which will reveal 
the harmony or the contrast in their relationship. It is an interesting 
genre also for those wanting to explore the world from an existen-
tialist and sociological point of view and not only from an aestheti-
cal point of view.

As a consequence of the above observations, when shooting archi-
tectural street photography we will tend to shoot handheld, since 
we need to follow the human subject and be flexible in order to find 
the best angles and interactions between the two subjects. The tri-
pod is required only in the case when we want to control the frame 
more, when we want to capture a certain placement and motion of 

the human subject so we need the camera fixed on a tripod so we 
can “wait” for the right time without changing the frame, or when 
we want to capture the motion and create a motion blur image. 

Furthermore, we will tend to shoot our scenes from farther away 
than we would shoot in the case of street photography and many 
times from farther away than in the case of architectural photog-
raphy, since we need to capture the environment rather than the 
architectural object itself.

This tendency to shoot from farther away can make this genre an  in-
teresting one to consider for those who are not at ease with shooting 
people from too close, but want to experiment with integrating the 
human presence into an image without using the zoom which many 
times is not “honest” from the point of view of street photography 
and of documenting a scene. We all know what Magnum photog-
rapher Robert Capa says: “If your photographs are not good enough, 
you are not close enough”. This is absolutely true in the case of street 
photography and journalism where the use of zoom is many times 
seen as a sign of little experience or of lack of courage. This does not 
stand in fine art photography, where we are allowed to be “subject 
shy” and shoot from a distance and this is why architectural street 
photography is the best combination between the boldness of the 
street photographer and the contemplative nature of the fine art 
photographer.

THE ARCHITECTURAL STREET PHOTOGRAPHER’S PROFILE
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Without any shadow of a doubt, one of the most impressive, emo-
tional and haunting styles of photography, people motion blur pho-
tography finds one of its best matches when it is used to combine 
people with architecture. Personally, I do not think any kind of repre-
sentation, not even the most evocative portrait, can convey so much 
emotion as a good people motion blur photograph.

This happens mainly because we are addressing the viewer’s imagi-
nation and the memories that he carries with him, we are talking 
to his subconscious and to the collective memory he relates to, the 
collective memory in the Jungian sense of the term which is a part of 
the human memory that is common for all humans and that refers to 
the basic symbols and representations of life in any culture or place 
on Earth. Looking at a motion blur image including people gives the 
viewer the freedom to imagine whatever he wants, the same image 
can strike a different chord in different people and make them reso-
nate with different sides of the story.

Just like in the case of long exposure architectural photography, the 
juxtaposition of a moving subject (the blurred people) and a fixed 
one (the architectural context) has a much deeper meaning to the 
viewer than just a beautiful image. They both make the observer 
travel with his mind to a place that cannot be seen in reality, a place 
that can only be revealed by the photographer’s sensibility and his 
use of his camera and techniques in a creative way. 

Some of the best examples of people motion blur photography in 
the world is the series “City of Shadows” by Alexey Titarenko, which  
shaped in a definitive way my artistic personality the moment I dis-
covered it back in 2005. I could spend hours talking or writing about 
this series and what it evokes in me, but I will let you all imagine your 
personal story when you see it and I am sure it will be an esoteric 
experience.

Related to the one of a kind experience the viewer will have in the 
presence of blurred subjects I can warmly recommend you to get 
familiar with the work of the painter Francis Bacon (the painter, not 
the philosopher, even if the philosopher is not to be ignore either). 
Francis Bacon uses the blur extensively in painting of human bod-
ies, an approach that makes his subjects lose the meaning they 
would have normally and turns them into ideas and sensations, into 
concepts and stories without name or face but with a power of sug-
gestion and of explaining the world through symbols that no tradi-
tionally painted subject would have.

By studying the work of Alexey Titarenko and Francis Bacon you can 
enter the world of people motion blur in the most authentic way 
and understand much more than I could ever tell you in this book. It 
is what I did and the artistic and spiritual results were profound and 
more than lasting.

PEOPLE MOTION BLUR IN ARCHITECTURAL STREET PHOTOGRAPHY
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When we talk about motion blur, we talk about slow shutter speed 
photography. It is not exactly long exposure photography, even if 
some call it with this name too, but we need to make the distinction 
between the two, especially because of the artistic result each tech-
nique offers. Long exposure photography is a fairly zen-like style of 
photography, meant to decelerate in an extreme measure the pace 
of the world, while motion blur photography, by using a shorter 
exposure time, has a more dynamic and narrative approach to the 
scene, yet a surreal one. Which is why it can sometimes create more 
intensely emotional images.

In general we can create motion blur in an image if we use shut-
ter speeds starting with 1/3-1/2 second for a relatively fast moving 
walking subject and go up to one minute and even more if we cap-
ture crowds that are moving very slowly or alternating movement 
with being static. You can see in the following examples two motion 
blur photographs, one taken with a shutter speed of 2 seconds and 
the other one with a shutter speed of 82 seconds. The big differ-
ence in the shutter speed was due to the difference in movement 
of the people in the two scenes and my distance from the scene. In 
the first image the subjects were walking relatively fast through the 
hall of the Jewish Museum in Berlin and my shooting position was 
just a few steps from them, while in the second example, a group 
shot taken on the Areopagus Hill of Athens, near the Acropolis, I was 
positioned much farther away and the subjects were moving very 
slowly, being almost static.

The exposures can sometimes go up to many minutes, especially in 
the case of images with multiple subjects. How much we can length-
en  the exposure to capture motion blur depends on the subject, 
or subjects (if it is a crowd), on its size and on how fast  it moves 
through the scene, as well as on how long the subject remains in the  
scene.  If we have a continuously moving crowd, we can consider 
leaving the shutter open for as long as the movement happens in 
the scene. Think of the classic motion blur images of Alexey Tita-
renko from the series “City of Shadows”, with the people going up 
on the Petersburg underground stairs, when he keeps the shutter 
open for a few minutes, as long as the morning rush hour lasts, and 
he captures a very surreal flowing crowd on these stairs. 

There is no strict golden rule for how long we can extend the expo-
sure, it is a matter of what we intend to show in the image, of person-
al vision and interpretation, but the rule of thumb is to have enough 
time the subject/s in the frame so his/their motion  can “write” on 
the film or sensor and not capture too many gaps or a too long void 
of motion in our exposure. Generally if the motion is there for ¾ of 
the exposure time we will have enough definition in the motion of 
the subject. Otherwise we should limit the exposure so we capture 
more movement and less void.

BEST SETTINGS FOR PEOPLE MOTION BLUR PHOTOGRAPHY
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SHADOWS OF A SOUL - PART DEUX  © JULIA ANNA GOSPODAROU 2012 
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People motion blur image of a relatively fast moving subject  - image realized by combining 
the people movement from 5 images taken handheld from the same spot. The exposures 
were between 1.3 and 2.0 seconds.
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Motion blur photography is a kind of photography that will gener-
ally require the use of a tripod to shoot the scenes and this stands for 
99% of the cases. One can even shoot motion blur handheld, like in 
the case of the first image I mention above. In the cases where one 
cannot use the tripod (as in the case of a museum or other place that 
do not allow its use) we have to keep in mind that, in order to get a 
sharp image and keep the blur only in the areas we intend to have it, 
we have to choose a very stable position, lean against a wall or other 
steady support, brace our arms against our body and keep the cam-
era as steady as we can and refrain from inhaling or exhaling while 
pressing the shutter button. Using the mirror lockup function of the 
camera might help also to add steadiness to the image.

A good idea when we are shooting motion blur is to “bracket” 
the motion, meaning to take a series of shots of the same scene, 
from the same exact point of view, especially if we have many sub-
jects passing in front the camera, and then blend the motion in post 
processing by using masks, in order to create a more populated im-
age, if this is our vision.

Motion blur photography is a creative type of photography that can 
allow multiple approaches and create unexpected results. It is one 
of the genres that gives to the artist much more freedom in express-
ing himself than other types photography, like for instance pure 
architectural photography, because it is a genre that by its nature 
transcends reality and explores alternative worlds, while searching 
for original representations and answers. The presentation I made 
here is meant to be only the first step that you will take in exploring 
people motion blur photography. The most useful advice I can give 
you if you want to study this kind of photography is to experiment. 
Motion blur offers endless possibilities of expression and thrives 
through experimenting and breaking the rules. 

BEST SETTINGS FOR PEOPLE MOTION BLUR PHOTOGRAPHY
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CONNECTING WITH THE PAST © JULIA ANNA GOSPODAROU 2012 
- ATHENS

People motion blur image of a relatively still subject which made 
necessary the use of a longer shutter speed than in normal motion blur 
photography. The shutter speed in this image was 82 sec.  and it was 
obtained by attaching a 6-stop neutral density (ND) filter and shooting 
in the dim light of the sunset.    
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The best known style of architectural photography is classic archi-
tectural photography, or real estate photography as it is also called 
in some cases. This type of photography is meant to realistically 
present a building in the most appealing possible way to its poten-
tial buyers and it has to convince them that the architectural object 
they see in the image is what they need since they will invest in it. 
Sometimes a difference is made between pure architectural pho-
tography and real estate photography, as the first is meant to be 
a more elaborated form of architectural photography where more 
attention is given to the detail, while the latter is meant to be a pre-
sentation of the property done in the most cost-efficient way. This 
delimitation means that in the case of the pure architectural pho-
tography better means will be used for creating the images, such as 
larger format cameras, in order for the client to be able to print the 
image at larger sizes, more lights will also be used, the processing of 

the images will be more careful and will aim to hide any imperfec-
tions while staying faithful to the real aspect of the building. 

This is done for a reason: 

In classic architectural photography the most important idea and 
the principal goal is to be as close to the reality we see as possible, 
while showing the best part of this reality. 
In the case of real estate photography the accent will be put more 
on the speed with which a property presentation will be made and 
on keeping the costs of the presentation low and this means some 
of the means used to create the images in the first case, like medium 
or large format cameras, which are difficult to manoeuvre, will not 
be used and also the processing will be kept to a minimum in order 
to save time and costs. 

CLASSIC (REALISTIC) ARCHITECTURAL PHOTOGRAPHY VS REAL ESTATE 
ARCHITECTURAL PHOTOGRAPHY

CLASSIC (REALISTIC) ARCHITECTURAL PHOTOGRAPHY VS REAL ESTATE 
ARCHITECTURAL PHOTOGRAPHY
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The aim of classic architectural photography is to present the build-
ing as the architect has designed it and the decorator has decorated 
it, with regard to the shapes, textures, colors, and generally we are 
talking about more conventional images and not abstract or per-
sonal interpretations. Of course there are exceptions, but a presen-
tation of a building in the style of classic architectural photography 
will contain at least 80-90% images that are easily recognizable and 
only 10-20% of abstract interpretations (if any). 

The lens that will be used most of the times in classic architectural 
photography and that will give the best and most suitable results for 
this style of photography is the Tilt-Shift lens. The most commonly 
used tilt-shift lenses in architectural photography are the 17 mm and 
the 24 mm; I am mentioning the Canon range of  tilt-shift lenses, but 
this is only an example, the essence is to use a wide enough lens so 
you can cover the entire scene (building) you want to photograph. 

After the tilt-shift lens, the next most used lens is the wide angle 
lens, that can come in different focal lengths and that can be fixed 
or zoom lenses. Using a wide angle lens may require correcting in 
post-processing the perspective deformation this lens introduces, 
but since these lenses are less expensive, they are what most archi-
tectural photographers will start with and use for some purposes, 
even if also working with a tilt-shift lens. 

This type of photography can be created in different ways, but a  
technique that is largely used in capturing and processing classic 
and real estate photography is HDR (High Dynamic Range), espe-
cially realistic HDR, that can cope with the big differences in lighting 
between the building (interior space) and the background (mostly 
the sky) or the exterior space in the case of interior architectural 
photography.

HOW TO APPROACH CLASSIC ARCHITECTURAL PHOTOGRAPHY

HOW TO APPROACH CLASSIC ARCHITECTURAL PHOTOGRAPHY

THE AIM IS TO 
PRESENT HE 
BUILDING AS THE 
ARCHITECT HAS 
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PRINCIPLES FOR SHOOTING CLASSIC AND REAL ESTATE 
ARCHITECTURAL PHOTOGRAPHY

– Find the best and most flattering angles.

– Try to have an even lighting of the object or the space you are cap-
turing.

– Overcast skies are the best conditions to shoot interiors as the light 
coming in through the windows will be soft and not generating in-
aesthetic shadows and big differences in exposure between differ-
ent areas of the space.

– Clean the space from any visual clutter that has no relation with the 
subject and does not add to the final image (household objects or
other additional objects that have to do with the day-to-day life of
the building /space and that could draw attention to them instead
of the greater space). 

– Straighten furniture, close doors, windows (unless needed for a
special effect), switch the building’s lights on in the evening for uni-
form lighting of the interior spaces and to bring life to these spaces.

– Use a tripod and a shutter release  or self-timer.

– Use multiple strobes to lighten your images, even the exterior
ones and bracket the exposures if you do not have enough units to
cover the whole scene and need to move them around, in order to
blend the lighting in post processing - a technique extensively used 
in classic architectural photography, especially for interior architec-
tural photography. This method can be an alternative to HDR for cre-
ating well exposed  images of a high contrast scene.

– Use the hyperfocal distance to focus in order to keep the whole
scene sharp (a must in classic and real estate photography). Rule of
thumb: focus 1/3 into the scene to get everything sharp while using 

small apertures (f/11 and up, not higher than f/16 though to ensure 
that we do not introduce lens diffraction).

– Alternatively, use a tilt-shift lens and slightly tilt it so you can keep
the whole scene in focus and create a deep depth of field even when 
using apertures of f/3.5 for instance. 

– Keep the camera straight and not tilted for interior photography so 
you can keep the verticals as parallel as possible.

– Use a tilt-shift lens and shift it vertically in order to keep the verti-
cals parallel in the image. 

– Meter the light on mid-tone surfaces and not on very dark or bright 
ones to keep the exposure as close to the ideal as possible.

– If need be, bracket your exposures by a full stop or two, plus and
minus (varying the shutter speed and keeping the aperture fixed)
and use HDR techniques to edit your photos, but try to keep the
style natural and do not overdo the HDR effect. It is more elegant
and realistic  like this, plus most clients prefer the realistic style of
HDR photography to present their properties.

– If you use a wide angle lens instead of a tilt-shift try to find the spot 
and camera orientation that will introduce the least deformation to
the image so it can be easily corrected in post-processing.

– Use Lightroom, Photoshop, DxO View Point or DxO Optics Pro, as
well as any other program that has this feature  to make any needed 
lens corrections to the image. My preference goes to DxO View Point 
which is the easiest, quickest and most accurate correction program 
I have worked with so far. 

PRINCIPLES FOR SHOOTING CLASSIC AND REAL ESTATE ARCHITECTURAL 
PHOTOGRAPHY
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THE “FINE ART” CLASSIC ARCHITECTURAL PHOTOGRAPHY

Creating Fine Art Classic architectural photography means that you can still keep a 
realistic and “faithful to the architectural object” representation in your image, as it 
is expected in classic architectural photography, but by doing it in a fine art way, by 
using fine art tools to create the photograph. This will be your personal interpreta-
tion of the subject, an interpretation that will aim to create an original look of the 
building, but try not to distance yourself too much from the conventional view as 
perceived by the regular viewer. 

It is not always easy to know where the limits are, so you do not go too far with your 
imagination, but with experience you will start to understand when you are too 
far and when you need to come closer to the classic interpretation of the subject. 
Many clients will prefer (or at least accept) this kind of fine art classical architectural 
photography as it helps them differentiate from the mainstream and it shows an 
original image of their buildings that can attract attention. 

THE “FINE ART” CLASSIC ARCHITECTURAL PHOTOGRAPHY
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WHAT IS HIGH DYNAMIC RANGE TECHNIQUE (HDR)

BY USING HDR THE
PHOTOGRAPHER 
TRIES TO COPE 
WITH THE
LIMITED TONAL 
RANGE THE DIGITAL 
CAMERAS HAVE 
TODAY

Extensively used in classic and real estate architectural photogra-
phy, HDR is a technique meant to deal with high contrast scenes 
that occur many times when we shoot architectural photography 
and are almost always the rule in the case of interior architectural 
photography when the exterior is also visible. By using HDR the 
photographer tries to cope with the limited tonal range the digital 
cameras have today, a limitation that makes most cameras unable to 
cover the brightness range that exists in some scenes, namely in the 
case of high contrast situations when we have both bright highlights 
as well as dark shadows in the same scene.  

HDR helps extend the dynamic range of luminosity that the 
camera can cover and it aims at capturing more tonal detail in 

the highlight and shadows.

This is realized by taking 3, 5 or even more bracketed images of the 
same scene. These images are a set of captures  successively ex-
posed for different light intensities, with the aim for each capture 

to cover a different fragment of the tonal range of the scene, thus 
exposing correctly a different area of the image. These captures 
are afterwards blended together into a single high dynamic range 
(HDR) image by means of HDR software (Photomatix, Photoshop 
etc). The software creates a 32-bit  image (this is what high dynam-
ic range means) instead of the normal 8-bit or 16-bit images. The 
32-bit image is needed so that the program adds information on a
wider tonal range than would fit in the normal digital image, also
known as a Low Dynamic Range or LDR image.  This information is
needed so that all tonal areas of the scene are represented in the
new image. But the information that a 32-bit image contains cannot 
be shown by the computer’s monitor,  nor can it be printed, there-
fore after creating it the HDR software needs to transform it back
into a 16-bit or 8-bit image so we can continue working on it. This
process of transformation is called in HDR “tone-mapping”  and it is
done by the HDR software.

WHAT IS HIGH DYNAMIC RANGE TECHNIQUE (HDR)
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WHAT IS EXPOSURE FUSION TECHNIQUE (EF)

IN EXPOSURE 
FUSION THE RESULT 
IS A LOW DYNAMIC 
RANGE IMAGE
INSTEAD OF A HIGH
DYNAMIC RANGE 
ONE AS IN THE CASE 
OF HDR

An alternative to HDR in architectural photography is the so-
called Exposure Fusion technique (EF). 

This is a technique which, as opposed to HDR, is a low dynamic range 
technique that does not need tone-mapping.  Just like the HDR 
technique, Exposure Fusion consists in blending a series of brack-
eted images, but the result is a low dynamic range image instead 
of a high dynamic range one as in the case of HDR, an image that 
retains a larger percent of the shadows and highlights existing in the 
scene than an HDR image would retain and this helps in eliminating  
the halos that appear around dark objects in HDR images as a result 
of processing, thus providing  more realistic and natural results. An 
Exposure Fusion image can be created by using a number of soft-
ware solutions, among which Photomatix is the most well-known.

As a rule in HDR and EF we bracket by one or two full stops, 
plus and minus, relative to the medium exposure, by keeping 
the aperture fixed so the depth of field does not change from one 
exposure to another and by adjusting the shutter speed. The most 
common approach is to use Aperture Priority or Auto Bracketing to 
take bracketed exposures that will be used to create an HDR image. 
The use of a tripod is recommended and many times even necessary 
to keep the image still in the case of longer exposures, but it is also 
possible to capture HDR images handheld. In this case care should 
be taken to keep the camera steady and free from shake in order 
for the photographs to overlap perfectly in post-processing and for 
the final image to retain the highest sharpness possible. In order to 
achieve this you can use the same methods for keeping the camera 
steady while shooting that  we mentioned before in this book (see 
page 233).

WHAT IS EXPOSURE FUSION TECHNIQUE (EF)
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THE “LESS IS MORE” PRINCIPLE IN HDR ARCHITECTURAL 
PHOTOGRAPHY

AN EXTREMELY
PROCESSED HDR 
IMAGE IS LIKE YOU 
WOULD PUSH
A SLIDER OF A 
COMMAND
TO THE LIMIT TO 
SEE THE FULL 
EFFECT - STAY AWAY
FROM THAT LOOK!

One important aspect when it comes to HDR photography is how 
much you will process your images. HDR is a technique that can be 
overused if you do not know exactly what you want or if you have 
not yet created a style of your own. It is always good to experiment 
and try all the looks you can when you learn something new, but 
when you settle for a style you have to keep in mind that less is more 
and this stands in the case of HDR. The classic image that comes to 
our mind when we think of an HDR photo is of an exaggeratedly 
processed, even cartoonish style image. This is because it is very 
hard to know where to stop when you are given a tool that goes 
very far, and many fail to find the balance and do indeed go too far. 
This is what is happening with the exaggeratedly processed HDR, 
the tool is used to its limits when the results stop being creative, 
they become like the results of a test where we want to know how 
far we can go with an effect. An extremely processed HDR image is 
like you pushed a slider to its limit to see the full effect. We will not 

leave it at the limit normally, then why go with the HDR effect to the 
limit? The idea here is that every tool we use can either be beneficial 
for our image or it can destroy it if the hand and mind controlling it 
does not know very well what to do with it. HDR technique can be  
useful in classic architectural photography and sometimes it is the 
only solution to create the typical look of this style of photography 
that the clients generally ask for, but the photographer has to know 
how to use it, so the images keep their natural aspect and present 
the architectural object in a flattering yet realistic way. 

As with all kinds of processing and generally with using an effect, 
the “less is more” principle applies in HDR too, or rather applies es-
pecially in HDR since this is a field where we have seen so many ex-
aggerations that no longer look like photography, let alone fine art 
photography. 

THE “LESS IS MORE” PRINCIPLE IN HDR ARCHITECTURAL PHOTOGRAPHY
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INFRARED TECHNIQUE (IR) IN ARCHITECTURAL PHOTOGRAPHY

WHAT IS INFRARED (IR) TECHNIQUE 

Infrared is not exactly a mainstream style of creating architectural 
images, but the infrared technique can be an alternative and can 
create interesting creative effects suited to architectural fine art 
photography. One of the biggest advantages of infrared photogra-
phy is that it is not influenced by atmospheric haze, thus the images 
resulting from using this technique have more clarity from the start, 
which can be an asset in architectural photography, where we need 
more detail. Other interesting effects infrared adds to the image are 
the black skies it creates when converted to black and white and the 
higher contrast between the sky and the clouds. 
The blue sky will appear black due to the infrared filter, when con-
verted to black and white, and the clouds will appear very white. 
Generally when shooting infrared we will obtain a higher contrast 
over the entire image then we would obtain when shooting tradi-
tionally.

Infrared is an interesting technique that can give surreal results and 
offer a creative experience but, since you cannot shoot infrared with 
a normal DSLR camera, there are a few things that can be done to be 
able to try this technique and see if it fits your vision.

If you have not shot infrared up to now or do not know how this 
would affect the look of your image, it can be of interest to first ex-
periment with the infrared filters that you can find as presets in soft-
ware as Lightroom, Topaz Labs B&W Effects or others. This will give 
you an initial idea and help you decide if you want to move forward  
to shooting using this technique.

WHAT IS INFRARED (IR) TECHNIQUE 

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 258

JULIA ANNA
GOSPODAROU

INFRARED TECHNIQUE (IR) IN ARCHITECTURAL PHOTOGRAPHY CHAPTER 25
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METHODS FOR SHOOTING INFRARED

Let us examine the methods for shooting infrared, from the one that 
needs the least intervention to your gear to the most radical, which 
is converting your camera to infrared.

– Using infrared film on an analog SLR camera. If you still shoot
film or if you have an analog camera and are familiar with it you can 
try out infrared by shooting a few rolls of film sensitive to infrared
light and see if the result suits you. You may need to find a special-
ized photo lab to develop the film and print the images as not all of
them work with infrared film, but this is the easiest and  least expen-
sive method of experimenting with infrared. Infrared film should be 
used paired with a red filter so it can create the whole IR effect. Some 
of the most well-known infrared films are produced by Kodak, but
there are some other  brands like Ilford, Rollei, Efke, and Orwo that
produce infrared film too.

– Applying an Infrared IR filter on the lens (such as Hoya R72).
The filter is placed in front of the lens and only lets the infrared light 
reach the sensor, blocking any visible light. When using an infrared
filter the light needs a longer time to reach the sensor (depending
on the camera’s sensitivity), so the exposure time must be lenght-
ened in order for the image to be captured. That means a tripod
will be needed to support the camera during the exposure. Also,
different filters will create a different infrared effect, more or less
pronounced, so this aspect has to be taken into account too when
choosing the filter.

– Infrared (IR) conversion – Converting the camera to Infrared.
Converting the camera to infrared is the best and most efficient
method to shoot infrared photography, a method that will give
you the freedom to shoot even short exposures since you will not
need to compensate for the infrared filter mentioned in the previ-
ous paragraph. But because this is an extreme solution that will not
allow the camera to shoot in visible light anymore, the decision to
convert must be carefully considered. Converting a camera to infra-
red means, in short, removing the infrared blocking filter in front of
the sensor (Internal IR cut filter – IIRCF or hot mirror filter), that is
replaced with a special infrared filter that lets only the infrared light
pass and reach the sensor. The camera will from now on record only 
infrared images and this change is not reversible.

– Full Spectrum Conversion– Converting the camera to ultravio-
let (UV) + Infrared (IR) + Visible light. 
A variant of this type of conversion is the Two Spectrum Conversion 
- Converting the camera to Infrared (IR) + Visible light. In the case
of the Full Spectrum (Two Spectrum) conversion, in order for the
camera to be able to shoot both infrared and normal images, the
infrared blocking filter in front of the sensor is removed and either
an infrared or an infrared blocking filter (infrared + ultraviolet block-
ing in the case of Full Spectrum conversion) is applied to the lens to 
be able to shoot either infrared or traditional photographs. With this 
method you have much more creative freedom but you always need 
to attach a filter to the lens to be able to shoot one or the other type 
of photography.

METHODS FOR SHOOTING INFRARED

CONVERTING THE
CAMERA TO 
INFRARED IS
THE BEST AND 
MOST EFFICIENT 
METHOD TO
SHOOT INFRARED
PHOTOGRAPHY
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Because cameras were never made with infrared technique in mind 
there will be a fair amount of guesswork for those wanting to learn 
this technique and only experience can give you confidence and 
help you get consistent results. So, if you want to learn infrared pho-
tography, architectural or not, the first advice I have for you is not 
to get disappointed and stay motivated even if the first results are 
not what you expect. If you really like infrared photography and you 
work enough with the technique you will get there.

The reason I am saying that the results are not always predictable 
with infrared is because the cameras we use are designed to work 
with visible light and even if we convert the camera to infrared by 
removing the infrared filter from the sensor, we only affect the sen-
sor but we still cannot change the internal mechanisms that are re-
sponsible for focusing, metering light etc. which all work with visible 
light. 

Therefore have in mind that you will find difficulties in focusing 
when working in infrared, with a filter of a converted camera, and 
also that you will have unpredictable results when metering the 
light in a scene.

Infrared light is longer than visible light in terms of wavelength and 
for this reason it focuses differently. The manual focus lenses that 
were used with analog cameras and some of the new lenses also 
have a second focusing scale (marked in red) that can be used for 
manually focusing when using infrared film, but most new lenses 
do not have this alternative scale to help with focusing. Furthermore 
the autofocus sensor in the DSLR cameras only works with visible 
light, thus giving erroneous results when used for infrared photog-
raphy (either with IR filters or converted cameras), meaning what we 
call either front or back focus shift.

FOCUSING AND LIGHT METERING ISSUES IN INFRARED PHOTOGRAPHY 
AND HOW TO OVERCOME THEM 

INFRARED LIGHT 
IS LONGER THAN 
VISIBLE LIGHT IN
TERMS OF 
WAVELENGTH
AND FOR THIS 
REASON IT
FOCUSES 
DIFFERENTLY
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HOW YOU CAN OVERCOME THE IR FOCUSING ISSUE

1/ Focusing with an IR filter applied on the lens

If you use an IR filter you do not have many choices other than trial 
and error, using a small aperture to get a deep depth of field and 
also discover and retain the shift in focus the filter will introduce. 
The amount of shift in focus can be different from one camera to 
another or from one lens to another, meaning it will be difficult to 
get the right focus with an IR filter, especially at small apertures.

2/ Focusing using AF or manual focus on live view

In the case of the converted camera the most versatile option is to 
calibrate the autofocus sensor for infrared light and use it to focus on 
live view. Since the live view can see the infrared light in the scene in 
the case of a converted camera, we are able to correctly focus when 
the auto-focus has been calibrated to IR too. The same thing can be 
done when using manual focus in live view, we focus on what we 
see, since the sensor already sees the infrared light.

3/ Focusing through the viewfinder with a lens calibrated to in-
frared

To avoid using the live view and to be able to shoot through the 
viewfinder an alternative for dealing with the focusing issues in in-
frared is to calibrate a lens to focus in infrared light.

Infrared light focuses differently not only with a different lens but 
also at each different focal length of the same lens (with a few ex-
ceptions). This means that in order to be able to focus through the 
viewfinder on a camera converted to infrared, a lens has to be cali-
brated for that specific camera and also for a specific focal length by 
shifting the focus to match the infrared focus for that specific focal 
length. This is a limitative solution since we cannot use the lens to 
accurately focus on other focal lengths but it is a practical solution 
also, since for that specific focal length we can use the infrared con-
verted camera exactly the same way and with the same easiness we 
would use a traditional DSLR.

WHAT IS THE BEST CAMERA CHOICE TO
CONVERT TO INFRARED?

To summarize:

The best option from a practical point of view if you want to 
convert a camera to infrared is to do it with a mirrorless camera.

The main reasons for doing this are the following: these cameras 
see and focus without the need of a mirror, they can focus IR light 
through the lens without problems and you can also focus through 
the viewfinder since their viewfinders are electronic, thus they do 
not rely on the mirror to focus but they see directly the sensor elec-
tronically. 

FOCUSING AND LIGHT METERING ISSUES IN INFRARED PHOTOGRAPHY 
AND HOW TO OVERCOME THEM 
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INTRODUCTION

INTRODUCTION

Long exposure photography is a genre in photography that is of-
ten associated with fine art photography, due to the surreal and 
otherworldly effects long exposure photography can bring to your 
photos. Of course besides that, notable fine art photographers like 
Michael Kenna, Michael Levin, Alexey Titarenko and Cole Thomp-
son have been utilizing long exposure techniques in their work and 
that contributed to the association of long exposure photography 
with fine art as well. Long exposure photography is also my favorite 
genre that I like to use in most of my work, mostly because of the sur-
real effect and also because it is part of my personal philosophy on 
creating art by moving away from reality as many steps as possible 
to get closer to the individual essence of the artist. I talk about that 
in the vision part of the book.

Parts of this section on long exposure photography were published 
on my website www.bwvision.com in 2009 at a time when such de-
tailed information on long exposure photography and how to prac-
tically do it was very scarce and only incidentally available as paid 
tutorials, while the information on my website was completely free. 
After that many other photographers started publishing information 

on long exposure photography on the web or in other digital form. 
In the past four years long exposure photography has emerged as a 
very popular and almost mainstream form of photography. All this 
information previously available on the author’s website has now 
been completely updated and extended with personal experiences 
and is now available in this book.

In this section I will go over the basics of long exposure photogra-
phy, the camera gear that you need and how to set up a long ex-
posure shot so you can start shooting right away. I will also discuss 
how differences in exposure time can result in another look and feel 
when shooting architecture for example. 
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WHAT IS LONG EXPOSURE PHOTOGRAPHY

There is no generally accepted definition of what Long Exposure 
photography is but for the sake of clarity and for this book I want to 
provide the reader with both a definition and an explanation.

Long exposure photography is the art of taking photographs by 
using longer exposure times than needed to obtain a correctly ex-
posed photograph, either during daylight with the use of neutral 
density filters or else during the night with or without the use of fil-
ters, with the deliberate intent to create an effect on any moving 
object that is typical for long exposure photographs. Effects like 
blurred skies with streaks of clouds, smooth water as if it were fro-
zen, blurred ghost-like people, star trails, moon trails and light trails 
are created using an exposure time that is deliberately prolonged to 
achieve this effect.

It is not the duration of the exposure that qualifies it as a long 
exposure photograph, but the intention of capturing moving 

objects with longer exposure times than necessary that makes it 
a long exposure photograph.

If, for example, a filter is used during very bright daylight in order to 
reduce the intensity of the light because the limits of shutter speeds 
options of the camera have been exceeded and an even shorter ex-
posure is needed, then this is not considered long exposure pho-
tography. For example, most cameras will have a minimum shutter 
speed of 1/4000s. If the image is still overexposed at this minimum 
speed, because the correct exposure time was 1/6000s, then the 
only solution is either to decrease the aperture, or to add an ND filter 
that will cut off 3 stops of light. Decreasing the aperture will not be 
the preferred solution if you shoot portraits or if you prefer to shoot 
around the sweet spot of the lens, so the best thing to do is to add a 
3 stop ND filter and reduce the exposure time to 1/750s.

WHY LONG EXPOSURE PHOTOGRAPHY

This is a question people often ask me, especially those who do not 
have any experience with it themselves. No one good answer exists  
but in my case it has everything to do with creating a mysterious, 
surreal atmosphere; about visualizing the invisible. An extended ex-
posure can reveal to the eye what was visible to the mind’s eye only. 
That is why I love long exposure photography: I want to reveal what 
my mind’s eye sees. And again, it is part of my artistic philosophy to 
move away from reality as many steps as possible.

TYPICAL LONG EXPOSURE GENRES

As noted in the definition, long exposure techniques can be utilized 
on any moving object.

Typical genres for long exposure photography are:

Landscapes – blur the moving clouds, or waving grass

Seascapes – soften the water and make it smooth

Architecture – to blur out skies with soft streaks of clouds and to 
make crowds on the street disappear

People – to make crowds of people appear ghostlike

These are the most popular genres in which long exposure photog-
raphy is being utilized but it is absolutely not limited to this. On the 
following pages are a few examples of the aforementioned long ex-
posure genres.
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This is an example of a seascape image where the water has been blurred and 
softened by using long exposure techniques. It’s the Crystal Pier in San Diego I 
shot for the Silver Efex Pro 2 campaign. Exposure time is 282 seconds.

This is an example of long exposure photography for architecture. This is an image 
of the Empire State Building in New York City. For this image an exposure time of 
360 seconds was used, with a total of 16 stops of ND filtration.
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A WORK IN PROGRESS AND UNTITLED YET - VISUAL ACOUSTICS 
SERIES © JOEL TJINTJELAAR 2013-2014

An example of long exposure photography to blur out crowds 
of people or to make them look like ghosts. This is a photograph 
taken at the La Basilique du Sacré Cœur de Montmartre and is a 
work in progress. The exposure time is around 6 minutes and is 
taken with the Formatt-Hitech Prostop IRND filters, totaling 16 
stops.
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ESSENTIAL EQUIPMENT FOR LONG EXPOSURE PHOTOGRAPHY

We already talked about the equipment you need when generally 
shooting architectural photography, now we will talk about what 
you need for long exposure photography in particular, explaining 
each element in turn. Some pieces of equipment will coincide with 
those used in architectural photography, some others will be spe-
cific for long exposure photography.

The camera – Obviously you will need a camera. I recommend any 
camera that has a bulb mode. Most cameras have a maximum expo-
sure time of 30 seconds, which is not long enough for long exposure 
photography. The bulb mode allows you to go past that point of 30 
seconds. Most models like the Canon EOS 5D Mark III that I use have 
a dial with the B(ulb) setting that’s easy to find. If you have a brand 
that does not have this explicit Bulb mode setting on the dials, then 
most of the times it is hidden somewhere under the Manual setting. 
Just dial in an exposure time past the 30 seconds and you will see 
the bulb mode.

Tripod – The sturdier the tripod, the better. I have used all kinds of 
tripod over the years and believe me: do not buy the cheap versions. 
In the end it will only cost you more money. Recommended brands 
are Manfrotto, Gitzo and Really Right Stuff. I use a Gitzo as my main 
tripod and have a Manfrotto 055XPROB as a backup.

Tripod heads – There are several types of tripod heads:

So called Pan-Tilt heads – these are very easy to use tripod heads 
and very affordable. The handles for vertical and horizontal move-
ment will ensure accuracy when positioning your camera. The 
downside of this type of tripod head is that they can take up a lot of 
space in your camera bag due to the larger handles for panning or 
tilting your tripod head.

Ball heads – these are the most popular types and there are some 
very beautiful and heavy duty models from all the popular brands 
on the market in any price range. Recommended brands are Arca-
Swiss and Really Right Stuff. If you buy one, preferably, make sure 
you have a so called Arca type quick release so the plates that you 
have for your camera will fit on other Arca type ball heads. This can 
save you money on the long run, especially if you want to extend 
your ball head with accessories like L-plates.

Geared heads – there are just a few brands that have geared heads 
in their line of tripod heads which is a bit strange. This tripod head is 
my absolute preference since you can very accurately fine tune the 
level on all axes with a geared head, which is absolutely not the case 
with ball heads. Often I get so frustrated working with ball heads and 
it can take me sometimes minutes to level my camera correctly with 
a ball head and even then it is still not leveled. Using geared heads 
will save you the annoyance but the comfort and accuracy of geared 
heads come with a price. The best geared heads are from Arca-Swiss 
and the cheapest version, the D4 will cost you around $ 1,000. Their 
top model is the C-1 Cube that will sell for around $ 1,700.

Manfrotto also has a few geared heads that cost between $300 
and $500 but are often too bulky or simply not as robust as their 
Arca-Swiss counterparts. Besides these brands, there are virtually no 
other manufacturers with geared heads. If you are an architectural 
photographer, then do not bother with the ball heads, go for the 
geared heads.

ESSENTIAL EQUIPMENT FOR LONG EXPOSURE PHOTOGRAPHY
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ESSENTIAL EQUIPMENT FOR LONG EXPOSURE PHOTOGRAPHY

ND Filters – In another section in this part of the book on long ex-
posure photography I will explain why I prefer to shoot in daylight 
with exposure times varying between 3 and 7 minutes. The only way 
this can be done during daylight is by using very dark ND filters of 
at least 10 stops. I use Formatt-Hitech Prostop IRND Filters, you can 
read more on them on the Formatt-Hitech website or on my web-
site. Basically you can choose between the circular ND filters and 
the rectangular filters. I have both of them and I tend to prefer the 
rectangular filters to the circular ones. Most of the times it is easier 
to attach your filters to your lens using rectangular filters since you 
only have to slide them into the filter holder that is attached to the 
front part of your lens. With circular filters you always run the risk 
that you accidentally change the focus on your lens when trying to 
screw them onto your lens. Furthermore the filter-holders can be at-
tached to any size lens using an adapter ring. Filters that I prefer to 
use are the Formatt-Hitech IRND Prostop filters that come as rectan-
gular and circular screw on filters, and the B+W ND filters, that only 
come as circular screw on filters.

Lenses – For long exposure photography no specific lenses are 
needed. Just make sure that if you use tilt-shift lenses to cover the 
lens with an old lens bag, for example, to prevent the light from leak-
ing in through the lens. Tilt-shift lenses are usually not built for long 
exposure photography.

Remote – Another important accessory is a remote that locks. If you 
manually press down the shutter button, the camera moves just a 
little bit which results in unsharp pictures. It really does not matter if 
you buy a $300 dollar carbon fibre remote or a simple $ 10 dollar no 
brand remote. It just needs to lock the shutter button. An alternative 
to the remote with shutter that locks is a remote with timer that you 
can set to the needed exposure time and that can stop by itself after 
the exposure has ended. You can still use the lock up of the shutter 
button if you decide to overwrite the exposure you set and lengthen 
it because the light conditions have changed.

Black tape – Yes, black tape. Probably the cheapest accessory in 
your bag but also one that can save you a lot of frustration. Use it 
to cover the viewfinder to prevent the light from leaking in if your 
camera does not come with a built-in cover like some of the Nikons. 
Use it to tape your lens bag around your tilt-shift lens. And there are 
so many other uses when out in the field. Light-leakage is the most 
common mistake beginners make and it will show in your photo as 
a strange overexposed purple or magenta-like area in your photo. 
Most of the times, that is light leaking into your camera. Remember 
that most cameras are not specifically built for long exposure pho-
tography.

The long exposure equipment below is especially useful for ar-
chitectural long exposure photography

Angle viewfinder – gives the possibility to compose when the cam-
era viewfinder is inaccessible or difficult to access (camera in a low 
position pointing upwards, or camera placed very close to a surface 
that limits the access to the viewfinder). Some angle viewfinders of-
fer magnifications up to 3.5X. 

External LCD screen (field monitor) – for even more freedom in 
composition under difficult angles and for checking the results. You 
can attach the angle viewfinder or the external LCD screen on the 
top of your camera and compose your shot more easily. Unlike long 
exposure sea and landscape photography, you will often find your-
self lying flat out on the ground to crawl underneath your camera to 
compose the shot since you will often point your camera to the sky. 
It is far easier to compose your shot with one of these devices, and 
sometimes it is the only way you can do it.

Viewfinder grid or Live View grid – This is often built into your 
camera and helps with composition and leveling.

ESSENTIAL EQUIPMENT FOR LONG EXPOSURE PHOTOGRAPHY

LIGHT-LEAKAGE IS 
THE MOST 
COMMON MISTAKE 
BEGINNERS MAKE 
AND IT WILL SHOW 
IN YOUR PHOTO AS 
A STRANGE 
OVEREXPOSED 
PURPLE OR 
MAGENTA LIKE 
AREA IN YOUR 
PHOTO

CONTENTS

JOEL
TJINTJELAAR

JULIA ANNA
GOSPODAROU

Contributor:



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 269

JOEL
TJINTJELAAR

CHAPTER 26

LONG EXPOSURE PHOTOGRAPHY - TECHNICAL ASPECTS AND PRINCIPLES

MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS

1. First of all, find a subject that you like and just walk around
the area and look for the angle that you like, before setting up your
tripod. It is better to take one good photo, than ten mediocre ones.
Usually before I head out for a location I have already done some
research on the environment. 

Things you have to keep in mind when going to a location you 
have never been to and if you want to increase the chances of 
getting some good results are:

a. How is the weather? Are there enough relatively fast mov-
ing clouds? If you are shooting architecture and there are no
clouds then usually it is no use shooting long exposure photo-
graphs. My preferred blue sky and cloud ratio for architecture
is 60% blue sky and 40% clouds. For seascapes it is more like
80% clouds and 20% blue sky. Preferably I shoot seascapes in
between heavy rain showers with fast moving storm clouds.
In general it is no use shooting architecture with a completely
overcast sky, but there are exceptions. The quality of the skies
is more important with architecture than with seascapes since
many architectural photographers like to point their camera
straight up to the sky.

b. If you are shooting seascapes, then check the tides in
advance. Sometimes high tide is necessary to remove all the
clutter you find on beaches or the seaweed around posts or
piers. Sometimes you need low tide to access a specific location. 
Therefore, checking the location in advance using Google maps 
is an important aspect of my preparations.

2. Now that you have found the perfect angle, you can set up
your tripod and camera.  Make sure your camera is tightly secured 
on your tripod head and the tripod head is tightly locked. If it is
windy you could try to stabilize your tripod by hanging a weight like 
a bag with sand on your tripod. Every bit of vibration can result in
blurry photos.

MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS
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MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS

3. Set your camera to aperture priority mode and choose your
settings. I recommend ISO 100 and f/7.1 or f/8, see also the section
on 5MF8 in this book. Also make sure the lens is set to autofocus and 
turn off image stabilization if your lens has that option. If you leave
it on, then your image will be unsharp and blurred, due to the image 
stabilization. 
Note: if you are using a tilt-shift lens then you have to focus first and
take a proper meter reading before you shift or tilt the lens. The meter
reading with a tilt-shift lens will only be accurate if the lens is in the nor-
mal position and not shifted or tilted.

4. Make sure your subject is perfectly in focus and take a test
shot in aperture priority mode. I do this for several reasons. First of 
all, I want to know if the light that the camera measured was correct. 
Secondly, it serves as a reminder. The shutter speed of this image
serves as the basis of the long exposure image. In case I forget, I can 
just look at the meta data of this image. 

Important: make sure that when you take a meter reading in the aper-
ture priority mode that the viewfinder is properly covered and no light 
is coming in from the viewfinder.  If you do not do that then you will see 
that the meter reading is not as accurate as you wanted it to be and you 
will have an underexposed long exposure photograph as a final result.

5. Set the lens to manual focus and go into bulb mode. Use the
same settings that you used in aperture priority mode. If you used
ISO 100 and f/7.1, make sure that you use these same settings in bulb 
mode.

6. Mount the filters onto the lens. After taking a meter reading
and focused, I finally put the filters in front of the lens. Always in this 
order because the ND filters are usually so dark that the camera can-
not measure any light with the filters on. Important: If you have a
tilt-shift lens then do not forget to cover the lens barrel as well. Last
but not least: cover the viewfinder against any light with the built-in 
cover, black tape or a hat.

MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS
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MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS

7. Calculate your exposure time using the chart below. Or, alter-
natively, you could download one of the many apps available
now for your smartphone. If you forget the exposure time, simply
go back to the shot you took in step 4. 
Note: even though you have calculated your exposure time correctly,
most of the times it will come out underexposed. Often caused by incor-
rect meter readings while light leaking through your viewfinder.

• The table could use a little explanation. The first line represent the shut-
ter speed given by your camera without an ND filter (the line that starts 
with 0, 0, 0, 1/8000s, 1/4000s, 1/2000s etc). That is your reference point.  

• Imagine you would want to use a 6 stops ND filter. First you take a me-
ter reading with your camera without the filter.

• Your meter reads a shutter speed of 1/500s.

• What shutter speed do you need to use with the ND filter? Go to the
top row, this is your reference point. At this row, go to 1/500s. Go down 
in that column until you see a 6 on your far left in the F-stop reduction 
column. I highlighted this example in dark gray You’ll see that you are 
going to need a shutter speed of 1/8s.

• If the suggested metering time is between two stops then always opt 
for the longer one since I always add 30 to 50% to the calculated ex-
posure time.

MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS

0 0 0 1/8000s 1/4000s 1/2000s 1/1000s 1/500s 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m

1 0.3 2 1/4000s 1/2000s 1/1000s 1/500s 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m

2 0.6 4 1/2000s 1/1000s 1/500s 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m

3 0.9 8 1/1000s 1/500s 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m

4 1.2 16 1/500s 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m

5 1.5 32 1/250s 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m

6 1.8 64 1/125s 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h

7 2.1 128 1/60s 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h

8 2.4 256 1/30s 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h

9 2.7 512 1/15s 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h

10 3.0 1024 1/8s 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h

11 3.3 2048 1/4s 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h

12 3.6 4096 1/2s 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h

13 3.9 8192 1s 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h

14 4.2 16384 2s 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h

15 4.5 32768 4s 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h

16 4.8 65536 8s 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h 42d 16h

17 5.1 131072 15s 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h 42d 16h 85d 8h

18 5.4 262144 30s 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h 42d 16h 85d 8h 170d 16h

19 5.7 524288 1m 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h 42d 16h 85d 8h 170d 16h 1yr appr.

20 6.0 1048576 2m 4m 8m 15m 30m 1h 2h 4h 8h 16h 1d 8h 2d 16h 5d 8h 10d 16h 21d 8h 42d 16h 85d 8h 170d 16h 1yr appr. 2yr appr.

F-STOP
REDUCTION

OPTICAL
DENSITY

FILTER
FACTOR
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A quick note about the chart

In theory this chart should be perfect. However it has its flaws. The 
darker the ND filter, the less reliable this table gets. For example, if 
my camera calculates an exposure of 1/30s without a 10 stops ND 
filter, you would need to use an exposure of 30 seconds with the 10 
stops filter. This is true in theory, but does not always quite work out 
like this in real life. I recommend adding around 25% as a correction. 
For the lighter ND filters (up to about 6 stops) this chart holds up 
pretty nicely. But if you use up to 16 stops then the recommended 
correction would be around 50% especially towards dawn when 
light changes rapidly or during other moments in the day when light 
changes fast.

Tip 1: Always take notes while shooting. Make it as detailed as pos-
sible. What type of light (hard sunlight, moon shine, strobe, cloudy), 
what time of day, the subject, how the sky looked, what shutter 
speed your camera calculated, what shutter speed did you end up 
using, etc. These notes will prove their use in the future.

Tip 2: Take your time and carefully compose the shot – do not just 
shoot your subject but instead walk around your subject first, look 
at it through the viewfinder, step forward, step back a bit, look at it 
again, take some normal exposure test shots, etc. Often it can take 
me up to an hour before I really start setting up my tripod and cam-
era. After you are quite confident of the shot you want to take, set 
up the tripod and camera – make sure it is all leveled first. Then fo-
cus with auto-focus, switch to manual focus and do some additional 
focus correction. I do this with the live-view mode of my camera so 
I can zoom in to the object. Switch to Bulb, check all settings. Leave 
it on manual focus and start screwing on the filter very carefully or 
slide them into your filter holder. And then shoot!

Always try to be as meticulous and disciplined as you can be. Take 
your time, it is better to have 2 well composed and executed pho-
tographs than 10 failed poorly prepared and executed photos. Re-
member, often you need to wait for the right combination of weath-
er, clouds and light, before you know it the ideal condition has flown 
into thin air. So make sure you are prepared for that ideal condition.

MAIN STEPS IN TAKING LONG EXPOSURE PHOTOGRAPHS

0 0 0 1/8000s 1/4000s 1/2000s 1/1000s 1/500s

1 0.3 2 1/4000s 1/2000s 1/1000s 1/500s 1/250s

2 0.6 4 1/2000s 1/1000s 1/500s 1/250s 1/125s

3 0.9 8 1/1000s 1/500s 1/250s 1/125s 1/60s

4 1.2 16 1/500s 1/250s 1/125s 1/60s 1/30s

5 1.5 32 1/250s 1/125s 1/60s 1/30s 1/15s

6 1.8 64 1/125s 1/60s 1/30s 1/15s 1/8s

F-STOP
REDUCTION

OPTICAL
DENSITY

FILTER
FACTOR
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IT CAN TAKE ME UP 
TO AN HOUR
BEFORE I REALLY 
START SETTING UP 
MY TRIPOD
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DEALING WITH WEATHER AND LIGHT CONDITIONS

The exposure chart is, of course, just a theoretical chart: it assumes 
light conditions that are constant and stable over a longer period 
of time. It assumes that the moment you take a meter reading until 
the moment that you have stopped the exposure of a shot after 20 
minutes or so, the light is still the same. Of course such ideal circum-
stances are very rare. Depending on the weather and the time of 
day, sunset or sunrise, light can change very fast. How should one 
deal with that? There are a few rules of thumb, but keep in mind this 
is not an exact science, it is still an art, a skill that you have to master 
with a lot of experience.

After you have calculated the exposure time it is recommended to 
always add 25% to 50% exposure time, even in more stable light 
conditions. But the more accurate the meter reading, which is far 
more often the case when you cover your viewfinder, the less cor-
rection you have to apply.

But if light is changing rapidly, close to sunset for example, then of-
ten I just double the exposure time. My bridge-vanishing-in-the-fog 
shot (next page) for example was calculated at 256 seconds and it 
was getting dark rapidly and there was a heavy fog. So I just doubled 
the exposure time during the shot. This is all a matter of experience 
especially in dynamic light conditions. But for more stable light con-
ditions, a good rule of thumb is to increase the exposure with a per-
cent ranging from 25% (if you use a 10-stop ND filter) to 50% (if you 
use more then 10 stops). 

Furthermore it is important to realize that there are no ideal light 
or weather conditions for long exposure photography. You have to 
deal with the circumstances you are faced with. You cannot tell a cli-
ent who invested a lot of money to fly you over, that the photo shoot 
is off because you do not have the right weather conditions! Learn to 
adapt and to deal with any weather condition, with any light condi-
tion and make the best of it.

Usually I prefer to shoot my long exposure seascapes in poor light 
conditions with a lot of clouds and cloud movement, never with a 
blue sunny sky. The light is just too bright and it will show in the 
photos with contrasts that are just too harsh. Besides that under a 
cloudy sky the light is more diffuse and can be controlled better by 
the photographer. It works like a soft-box in studio photography. 
Very often I shoot close to or around sunset when light is fading fast 
and I can shoot longer exposures to achieve a more ethereal effect.

Shooting architecture is a different matter and I prefer to shoot ar-
chitecture in bright daylight with fast moving clouds and a blue sky 
to cloud ratio of 65% blue sky and 35% clouds.

DEALING WITH WEATHER AND LIGHT CONDITIONS

USUALLY I PREFER 
TO SHOOT MY 
LONG EXPOSURE
SEASCAPES IN 
POOR LIGHT
CONDITIONS WITH 
A LOT OF CLOUDS 
AND CLOUD
MOVEMENT, NEVER 
WITH A BLUE 
SUNNY SKY
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The conditions you need for architectural long exposure pho-
tography are:

• Clouds and blue skies. Very often the ratio should be 65% blue
skies and 35% clouds. This gives me the best possible results.
This also means that there will be lots of sunlight and 10 stops
will not be enough most of the times.

• You often want to shoot with apertures around f/8 or maybe
even wider. No need for small apertures for architecture.

• You also want smooth streaks of clouds that do not look too
thick and hard but look smooth and ethereal and yet very rec-
ognizable as sharp streaks of uninterrupted clouds. Architec-
tural photos with long exposure streaks of clouds that are in-
terrupted due to shorter exposure times look chaotic and not
aesthetic in my opinion. You need longer exposure times to
achieve the best effects in the sky with the smooth, long and
uninterrupted ethereal looking streaks of clouds: usually more
than 5 minutes. I prefer 6 minutes minimum. My ideal setting
for long exposure architecture is approx. f/8.0, 16 stops, ISO 100 
and 6 or 7 minutes exposure time.

• In a later section of this book called 5MF8 I will go into more
detail on the ideal long exposure settings.
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IDEAL CONDITIONS FOR LONG EXPOSURE ARCHITECTURAL 
PHOTOGRAPHY
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VANISHING  
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Too often I have noticed that there are still a large number of long 
exposure photographers who base their aperture setting on the 
preferred exposure time instead of basing it on the depth of field 
and sharpness they need. For example: a photographer only has 10 
stops of filters and wants to shoot in bright daylight with exposure 
times of over 3 minutes. 

Most of the times that is impossible and you would need 16 stops 
to do that generally speaking. Nevertheless they close down their 
aperture to f/22 to reduce the light even more, simply because they 
only have 10 stops of ND filters and never considered stacking filters 
to more than 10 stops, resulting in photos that are not sharp enough 
with a lot of diffraction and even worse: visible sensor dust. Need-
less to say, this is an incorrect approach. 

Always base your aperture on what you need for your photo, 
which is mostly around the sweet spot of the lens which is  f/8.0  

and not because you do not have enough ND filters.

It is much better to buy yourself a set of additional ND filters to cover 
at least 16 stops. Ten stops of ND filters is not the rule, it is a myth. 
If you are a serious long exposure photographer, then you need at 
least a set of filters comprising a 10-stop, a 6-stop and a 3-stop filter 
to cover practically everything between 3 and 19 stops and control 
most light condition. 

Note that in Southern countries where the light is even brighter you 
might have to consider using even 19 stops or close down the aperture 
even more than the ideal setting of around f/8.0. All of the above espe-
cially holds true when shooting architecture. Please refer to the chapter 
on Dealing with weather and light conditions.

APERTURE SETTINGS AND THE 10-STOP MYTH

TEN STOPS OF ND 
FILTERS IS NOT THE 
RULE, IT IS A MYTH. IF 
YOU ARE A SERIOUS 
LONG EXPOSURE
PHOTOGRAPHER, 
YOU NEED A 10-STOP, 
A 6-STOP AND A 
3-STOP FILTER TO 
COVER EVERYTHING 
BETWEEN 3 AND 19 
STOPS
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Let us come back to the neutral density filters (ND) and go into more 
detail about them from the point of view of long exposure photog-
raphy in general. 

There are many ND filter manufacturers, some produce only light 
ND filters, some produce a whole range of them. The filters come in 
different price ranges and in different sizes. Instead of listing them 
all here I think it is better to just name the most important brands, 
my preferred filters and a few competitors.

Formatt-Hitech – Formatt-Hitech produces filters for video and 
photography and has every filter you could possibly think of, includ-
ing a great line of ND filters from 3 stops up to 10 stops, as circular 
screw on filters or as rectangular slide-in filters, as separate filters or 
as complete, value for money kits. Formatt-Hitech’s state of the art 
line of ND filters are officially called IRND filters and are the world’s 
most neutral ND filters. They are available as resin filters and as glass 
filters (only up to 8 stops). The Joel Tjintjelaar Signature Edition 
long exposure filter kit comes with a set of 3 filters:  a 10-stop, a 
6-stop and a 3-stop filter to give you the most commonly used com-
bination for stacking filters. In practice this type of ND filter has a
very neutral slightly cooler color cast that is easy to correct in post
processing. The difference between regular ND filters and IRND fil-
ters is that ND filters are just Neutral Density filters while the IRND
(IR stands for Infrared making it Infrared Neutral Density filters) does 
not have a specific infrared cutoff point, but has an even attenuation 
all the way from UV, through the visible spectrum, to near infrared
and infrared.
This results in a reduced color shift in the ND. The biggest result
however is that the blacks appear beautifully crisp and (most impor-
tantly) black, rather than purple or magenta.

B+W – B+W Produces some great filters that I have been using my-
self for years before Formatt-Hitech released their latest IRND filters. 
The B+W filters are available only as circular screw-on filters in any 
size and up to 10 stops. It is very easy to stack a 10 stop filter with 
a 6 stop filter for example, thanks to the filter thread on both the 
front and the back of each filter. B+W filters are very reliable and 
have a slightly warm color cast that is also easy to correct in post-
processing.

Lee filters – for a few years the Lee filters were some of the most 
popular filters on the market and pushed B+W from the number one 
spot in the ND filter market, especially their so called Big Stopper 
10-stop filter, and were in great demand. They are only available as
rectangular filters to be used with a filter holder that is also provided 
by Lee.  The Lee has a blue color cast which is also easy to correct in 
post-processing. The only major disadvantage of the Lee Big Stop-
per is that ever since their release in 2010 they have been out of
stock everywhere in the world and hard to get.

Singh-Ray – Singh-Ray filters are among the most expensive filters 
in the market but they have a great range of filters. Until recently 
they did not have ND filters with more than 8 stops but they have 
made quite an impression with their recent release of a 10 stops and 
even a 15 stops filter, making them the only filter manufacturer in 
the world to have more than 10 stops in their line-up of filters, al-
though I have to admit that I tested a Formatt-Hitech 16 stops filter 
in 2012. Definitely something to keep your eye on. Singh-Ray also 
have a so called Vari ND filter with adjustable stops varying from 1 
to 8 stops.

The rest – Do not bother taking a look at the rest of the brands, they 
are relatively cheap but the quality is not up to par with the top four 
filter manufacturers listed above, although Hoya is a brand that pro-
duces some very reliable yet not very expensive filters.

AN OVERVIEW OF NEUTRAL DENSITY (ND) FILTERS
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Regarding the choice between screw-on filters, like the ones from 
B+W, versus the rectangular filter holder systems of Formatt-Hitech 
and Lee: I always used the circular B+W filters until a few years ago 
when the Formatt-Hitech IRND filters were released, as there were 
no alternatives. Lee’s filter holder system was quite difficult to get 
and still is difficult to find since they are always out of stock. These 
days with the Formatt-Hitech filters it is much easier to have access 
to rectangular filters and I would definitely recommend using these. 

Having said this, a rectangular filter system is more expensive than a 
circular filter system since you also need the filter holders for a rect-
angular system. A circular filter system might therefore be the filter 
you want. The approach when using circular filters is the same as 
with rectangular filters. The only difference is that you do not need 
to screw on and off the filters from your lens and therefore run the 
risk that you accidentally change the focus on your lens that you 
have just carefully adjusted.

CIRCULAR OR RECTANGULAR FILTERS
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Polarizers

Many photographers use polarizer filters in combination with ND 
filters. The great thing about polarizer filters is that not only do they 
give a little color boost, but also reduces the light by 2 additional 
stops.

There are two types of polarization filters: the circular polarizer (CP) 
and the linear polarizer (LP). There is some talk that a LP filter is not 
suitable for DSLRs, it seems to disable the auto focusing of your cam-
era and the built in light metering. I cannot say for a fact whether 
that is true or not. But why risk it? Just use a CP. Besides, most polar-
izing filters are CP. Also know that the so called variable ND filters are 
based on the concept of 2 polarizing filters to reduce the light. It is 
therefore recommended if you use a variable ND filter to not use it 
in combination with a polarizer filter because the outcome will be 
very unpredictable. 

Step up/down rings

A lot of people who use circular screw on filters will encounter the 
problem that one size does not fit all. So your freshly bought 10 
stops ND filter worth $100 or more, does fit your 82 mm wide-angle, 
but not your 77 mm zoom lens. There is a quick and easy remedy to 
this:  using step up/down rings. A step up/down ring is a thin ring 
that you mount onto the front of your lens. You can screw your ND 
filter onto the ring.

Step up ring

You use a step up ring to fit a filter onto a lens that has a smaller di-
ameter than the filter. For example: using a 77 mm ND filter on a 58 
mm lens. There will not be any vignetting, since the filter is bigger 
than the lens.

Step down ring

You use this ring to fit a filter onto a lens that has a bigger diameter 
than the filter. For example: using a 58 mm ND filter on a 77 mm lens. 
These will cause vignetting. As stated here before: it is a quick and 
easy fix, but do not expect any miracles.

Filter Holders

Filter holders are used for rectangular filters only and are usually de-
signed to be used with 100 mm filters. The filter holder is attached 
directly in front of your lens using an adapter to fit any size lens. The 
filter holder can accept any adapter. Formatt-Hitech and Lee filters 
both have filter holders in their range that are among the best in the 
world. For lenses with a bulging glass element like the Nikon 14-24 it 
is usually very hard to find a filter holder that fits such a type of lens. 
Formatt-Hitech however has a filter holder that can also fit the likes 
of the Nikon 14-24 mm lens by using Lucroit filter holders.

FILTER ACCESSORIES
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Most long exposure photographers use multiple filters at once. They 
might use a 10-stop, a 6-stop and a grad neutral density (GND). Us-
ing multiple filters is called stacking. There is nothing wrong with 
stacking. I even encourage this and I myself do a lot of stacking and 
it is the only way to achieve a 16 stops ND filter. There is however 
a disadvantage to stacking: vignetting. I cannot recommend using 
more than 2 or 3 filters simultaneously. In particular, ultra wide angle 
lenses at their widest encounter this problem.

LIGHT LEAKAGE ISSUES

There are many long exposure photographers who face the prob-
lem of light leakage that results in a magenta or purple like band of 
light in an image when shooting with a ND filter. This light leakage 
can have several causes.
Your camera might be “leaking” light. Holes in your camera permit 
light to enter and mess up your pictures pretty badly. 

The longer the exposure, the more light falls through the holes and 
the bigger the color cast. Note: with holes I mean very small cracks, 
usually in the corners of your camera.  Use black tape to cover parts 
of the camera that might be leaking light. Do not blame the filter, 
blame yourself for not taking precautionary measures. I use to cover 
everything to prevent light from leaking in: black tape to cover the 
gap between two stacked slide-in filters, the lens, the camera, ev-
erything.

Extreme light hitting your viewfinder Never shoot directly into the 
sun when making long exposures. Do not even shoot directly into 
the sun with very fast shutter speeds. It can ruin your sensor. How-
ever, it is also bad to shoot with the sun directly behind you when 
shooting long exposures. Exposing your viewfinder to the extreme 
brightness of the sun for several seconds or minutes can also cause 
light leakage. Cover the viewfinder by standing behind the camera 
or use black tape to cover the viewfinder, while taking the long ex-
posure. 

VIGNETTING AND STACKING FILTERS
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Unfortunately a very common side effect when shooting long ex-
posure photos is that there is more noise in your photos when ex-
posure times increase.  How can you reduce noise and is it useful to 
use the built in Noise Reduction (NR) that comes with most modern 
DSLRs?

It is a basic rule of physics that noise will increase with longer ex-
posures. There is a lot of literature on this subject available on the 
Internet but basically noise will increase in poor light conditions 
combined with longer exposures, because the longer the exposure 
the more the sensor will heat and produce artefacts as noise. There 
is however a difference in how noise is handled by modern DSLRs 
when compared with older model DSLRs: modern DSLRs simply 
handle noise better. There are many websites discussing this issue 
with some great examples and I can certainly recommend reading 
Ken Rockwell’s excellent website on this subject.

How can you handle it in the field? Having a good camera does not 
prevent noise in particular cases, like shooting in very poor lighting 
conditions, or shooting with more than 10 stops. First thing to do is 
to try to avoid noise by shooting at the lowest ISO (100) and if there 

is still noise it is easy to remove it by using noise reduction software. 
Recommendable software for this is NIK Software’s DFine or Topaz 
DeNoise reduction tool. They both work perfectly for me and my 
photos look very clean. 

I never use the in-camera Noise Reduction functionality since, I 
think, together with other respected writers debating this subject, it 
is much more time effective to remove the noise in post-processing 
with, for example, Photoshop or with DFine from NIK software or 
Topaz DeNoise, and controlling all parameters yourself instead of 
the camera. Besides that, and this is the most important argument 
to me: in-camera NR doubles the time of the exposure and since I 
usually shoot with exposure times of 3 minutes or longer this would 
increase exposure times for just one shot up to 20 minutes. This is 
not the place to discuss in detail what in-camera NR does, but basi-
cally it takes another shot right after the regular exposure, with the 
shutter closed. This results in a dark frame with no noise or hot pixels 
from the image sensor, which is then subtracted from the original 
shot, thus removes the noise and hot pixels. This is called dark frame 
subtraction and you can read more on this on Ken Rockwell’s web-
site for example.

THE PROBLEM OF INCREASED NOISE WITH LONG EXPOSURES
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Careful preparation is an important aspect of especially long expo-
sure photography since the nature of long exposure photography is 
such that every shot matters and you will find yourself coming home 
from a day of shooting with just a handful of photos. Setting up just 
one shot usually takes up 15 to 20 minutes so time is of the essence.

What I usually do is scout a location I find particularly interesting by 
using Google maps and/or Google Earth and just zoom in and look 
at it from various viewpoints. At the same time I will search the Inter-
net for photos of the environment and I try to find as many photos of 
a certain object in the area as I can possibly find. But not only photos, 
I also try to find other information in Wikipedia or any other source 
of a certain area or building I want to shoot. 

I also never forget to check the tides if I go out shooting seascapes. 
The type of location I find particularly interesting is based on my 
preference for a certain moment, often triggered by a photo I just 
saw on the Internet or a story I just read, you name it. This type of 
scouting and preparation usually takes me a few hours, sometimes 
even a few days but by the time I actually arrive at the location I  
know where to go to, where to stand, what the ideal position is.

Before actually travelling off to the planned location make sure to 
check the latest weather forecasts and when you shoot seascapes to 
verify the tides, so you can choose your preferred conditions: low-
tide or high-tide.

FINDING GREAT LOCATIONS FOR LONG EXPOSURE PHOTOGRAPHY
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THE LONGER THE
EXPOSURE 
TIME, THE MORE 
DELICATE AND 
SOFT THE CLOUDS 
AND WATER LOOK

So now you have all this information you should be able to go out 
and take some really great long exposure photographs. But what are 
the ideal long exposure settings? 

What is the ideal long exposure time? 

I have shot quite a lot of long exposure photographs and along the 
way I have also studied many of them from other notable long ex-
posure photographers. What I have observed is that in general the 
longer the exposure time, the more delicate and soft the clouds and 
water look. The light is more diffused. It gives a more ethereal look 
to your image, hence a more timeless and fine art look to it. This is 
the reason that I have started to take long exposure photographs 
with an exposure time of around 5 minutes or even longer. In most 
of the cases this requires at least 13 or 16 stops of ND filters, a 10 
stops filter will not do most of the times, and the days that 10 stops 
filters were the norm are over. What photographers mostly did when 
shooting with 10 stops was to shoot with smaller apertures up to 
f/22 to decrease the shutter speed. 

A major disadvantage of this is that there is a lot of diffraction be-
cause of the very small aperture and even worse, every little bit of 
dust on your sensor or lens is immediately revealed. I always aim to 
shoot with the ‘sweet spot’ of the lens, which on average is around 
f/8.0, no matter what lens you use. The advantage of this is that 
the photo is at its sharpest with the least amount of diffraction 
and that any dust on your sensor or lens is not visible at all. If you 
can see sensor dust even with this wider aperture, it means your sen-
sor is really very dirty and should be cleaned immediately. 

A disadvantage of shooting with wider apertures is that you would 
need another way to stop the light other than shooting with a small-
er aperture, while still being able to shoot with an exposure time of 
five minutes or longer. The solution is actually a very simple one: 
shoot with more ND stops. I always recommend to have a set of 
three ND filters: 10, 6 and 3 stops. With this basic set you can ba-
sically shoot anything at any time of day, poor light conditions, 
very bright sunny conditions, anything. I can recommend using 
the Formatt-Hitech Prostop Long Exposure kit – Joel Tjintjelaar 
Signature Edition that comes with the 10, 6 and 3-stop ND filter. 

Another disadvantage according to landscape photographers 
would be that if you do not shoot with a smaller aperture like f/22, 
the depth of field would be too narrow and not everything in the 
photo would be sharp enough. However with the use of the hyper 
focal distance (method that helps you calculate the distances be-
tween which the objects will look sharp in the capture) you can get 
everything in the photo sharp enough. The advantage of shooting 
with a smaller aperture for the depth of field does not weigh up 
against all the disadvantages of it.

How to approach this concept of shooting extended long exposures 
with a wider aperture and having access to the set of three ND filters 
mentioned above? I have summarized my approach in a few steps 
and additionally created a preferred Long Exposure Setting Chart 
based on the concept of shooting with the ideal aperture of the lens 
and an ideal exposure time of around 5 minutes: a concept or ap-
proach that I call the 5 minutes @ F/8.0 Long Exposure rule or short: 
5MF8 LE Rule.

IDEAL LONG EXPOSURE SETTINGS: THE FIVE MINUTES @F/8.0 
LONG EXPOSURE RULE – 5MF8 LE RULE
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LONG EXPOSURE PHOTOGRAPHY - TECHNICAL ASPECTS AND PRINCIPLES CHAPTER 26
SHUTTER SPEED AND CHOICE OF APERTURE/ND FILTER – 5MF8 RULE 
EXPLAINED

LONG EXPOSURE PHOTOGRAPHY - TECHNICAL ASPECTS AND PRINCIPLES

1. In general with long exposure always go for a shutter speed of
more than 3 minutes. I always prefer something more than five
minutes with a maximum of around 7 minutes. Anything longer
will result in hot pixels/noise, anything shorter will not give you the
smoothness in the sky (and to a lesser extent the smoothness in the 
water) you need. It would look too contrasty and visually too hard.
This does not mean however that sometimes slow shutter speeds
of 1 minute cannot look good! It depends on the situation and as
always, the exception proves the rule.

2. Try to go with an aperture between f/5.6 and f/8.0 –> f/8.0 is the
ideal setting. Do not go smaller because this results in decreased
quality. The critical point is f/13 and smaller. So if you need smaller
apertures (see #3) then do not go smaller than f/13 since you will
also see sensor dust!

3. Keeping in mind the above you need to vary with filters/stops/ in 
the following way:

a. If the meter reading without the filter says something between
roughly 1/25 and 1/150 seconds then this is not usable. You cannot
go with 10 stops, this would result in exposure times that are not
long enough (< 45 seconds) and you cannot go with 16 stops, since
this would result in > 7 minutes exposure time. The solution is:

i. Add a 3 stops filter to your gear so you can go with 13 stops.
or
ii. Decrease the aperture up to f/13 max.

b. If the meter reading without the filter reads something between
roughly 1/20 and 1/2 of a second then you can go with 10 stops. 1/4 
would be ideal so you can go with 5 minutes. 1/20 becomes tricky -
in that case decrease aperture till it reads 1/4 or 1/8

c. If the meter reading without the filter reads something between
roughly 1/200 and 1/500 of a second then go with 16 stops. 1/400
would be ideal for an exposure time of 6 minutes approximately.

SHUTTER SPEED AND CHOICE OF APERTURE/ND FILTER – 5MF8 
RULE EXPLAINED

Five Minutes @ F/8.0 Long Exposure Rule - 5MF8 LE Rule Preferred Long Exposure Setting Chart

ND stops 16 ND stops 13 ND stops 10 ND stops

Preferred camera settings
Close down to 

f/9.0 - f/13
Open up @ f/5.6 to f/7.1 for 16 stops Open up @ f/5.6 to f/7.1 for 13 stops

Exposure time without filter @f/8.0 1/640 1/1500 1/400 1/250 1/200 1/160 1/100 1/50 1/25 1/15 1/10 1/4 1/2

ND Zone
Smaller aperture 

zone
Preferred 16 stops zone Add 3 NDs zone

Preferred 13 
stops zone

Add 3 NDs zone
Preferred 10 
stops zone

Exposure time with ND filter 1-2m 2m 3-4m 4-6m 7-8m 1m 1-2m 3m 6m 1-2m 2m 4-6m 8m

16 stops  When exposure times with 16 stops are 2 minutes or shorter at f/8.0 (in blue) then dial down the aperture to a value between f/9.0 and max. f/13 to go with 4-5 minutes
13 stops When exposure times with 13 stops are 2 minutes or shorter at f/8.0 (in red) then dial down the aperture to a value between f/5.6 and max. f/7.1 and go with 16 stops
10 stops When exposure times with 10 stops are 2 minutes or shorter at f/8.0 (in green) then dial down the aperture to a value between f/5.6 and max. f/7.1 and go with 13 stops
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CRYSTAL PIER II, SAN DIEGO CA
© JOEL TJINTJELAAR

VANISHING, THE NETHERLANDS
© JOEL TJINTJELAAR

LONG EXPOSURE PHOTOGRAPHY - THE FINE ART APPROACH

This is the most popular and perhaps most traditional form of long exposure pho-
tography. The camera is pointed straight at the (imaginary) horizon, using the 
smooth and blurred water effect and the soft blurred clouds as crucial compo-
sitional elements. Another important aspect of this type of photography is the 

deliberate and concise use of negative space to add the much sought after ZEN 
look and feel. Piers, bridges and also rocks are the most commonly found subjects 
for long exposure seascapes. The high-key effect in the water is often obtained or 
exaggerated in post-processing.

LONG EXPOSURE TECHNIQUES IN SEASCAPES
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SHAPE OF LIGHT II 
© JOEL TJINTJELAAR 2012

SHAPE OF LIGHT V 
© JOEL TJINTJELAAR  2012

LONG EXPOSURE PHOTOGRAPHY - THE FINE ART APPROACH

In the more contemporary and popular approach to architectural photography, 
the camera is pointed straight up to the sky, resulting in dynamic streaks of clouds 
and a dramatic, surreal and abstracted perspective. The quality of the clouds and 
the cloud/blue sky ratio plays a crucial role in this type of architectural photogra-

phy to obtain the dynamic look of the clouds. Since the camera is pointed straight 
to the sky the clouds are moving faster and will have a completely different (more 
dynamic and ‘fast’) look, compared to long exposure seascapes.

...IN CONTEMPORARY ABSTRACT ARCHITECTURAL PHOTOGRAPHY
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BERGEN OP ZOOM SKYLINE - NOCTURNE I
© JOEL TJINTJELAAR 2012

LONG EXPOSURE PHOTOGRAPHY - THE FINE ART APPROACH

You can combine the two main subjects in LE photography: architecture and  sea-
scapes. City skylines are well suited to this approach as can be seen below. The 
advantage of this type of photography is that you treat it as you would treat a 
seascape: you do not need to point your camera to the sky. 

This photo of the Bergen op Zoom skyline was composed using both classic LE 
elements in the frame: cloudy sky and smooth silky water with the reflection of 
the buildings in the water being an important point of interest in the image.

…AND LONG EXPOSURE ARCHITECTURE AND SEASCAPES COMBINED
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Shooting architectural subjects in general is more difficult than 
shooting seascapes and this holds even more true when using long 
exposure techniques. I personally think that architectural photogra-
phy using LE:

– Is more technical

– Is physically more demanding

– Can be more abstract

– Can be less accessible

– Allows you far more creative/artistic freedom since you can com-
pletely eliminate any reference points (like a horizon) that will re-
strict you in your artistic interpretation. The photos that follow are a 
good example sustaining this idea. They could be composed as they 
were since there was no such thing as a horizon or any other refer-
ence point that would restrict you in allowing yourself more creative 
freedom in composing the shot.

DIFFERENCES BETWEEN LONG EXPOSURE SEASCAPES 
AND LONG EXPOSURE ARCHITECTURE 

MIND TRICKS III © JOEL TJINTJELAAR, 2011 
- ROTTERDAM
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I will elaborate here on how I create the specific LE streaks of clouds 
that I am looking for.

These examples are meant only to give an idea, some artists may 
have similar steps of moving away from reality, some others com-
bine all the phases after step 2. But it is important to realize that 
once you strip away the colors and use long exposure you are al-
ready 2 steps away from reality.

In the next pages I will provide many examples of these special 
clouds that I have mentioned and compare them with long expo-
sure architectural photographs with shorter exposure times that do 
not have this special ethereal and soft look. The photographs with 
the extended long exposure times, using the 5MF8 method are long 
and uninterrupted, soft, not too thick and not too contrasty, and 
gradually transitioning into the dark sky. Their characteristic is an 
ethereal look. 

The way to capture this kind of streaks of clouds is to use prolonged 
long exposure times. The longer the exposure time, the longer and 
less uninterrupted the clouds will look and the thinner and more 
ethereal they are. That’s why I prefer to use 16 stops so I can open up 
the aperture and at the same time extend the exposure times up to 
5 minutes and longer. My experiences showed me that usually ex-
posure times of 5 minutes or longer create this effect in the clouds.

As  a conclusion, here are summarized the... 

IDEAL SETTINGS FOR LONG EXPOSURE 
ARCHITECTURAL PHOTOGRAPHY

– Blue Sky / Cloud ratio 65/35
– Exposure time >4 min.
– Aperture f/5.6 – f/8

LONG EXPOSURE SKIES AS ADDED FINE ART ELEMENT

LONG EXPOSURE PHOTOGRAPHY
THE FINE ART APPROACH CHAPTER 26 LONG EXPOSURE SKIES AS ADDED FINE ART ELEMENT

CONTENTS

JULIA ANNA
GOSPODAROU

Contributor:



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 289

JOEL
TJINTJELAAR

LONG EXPOSURE PHOTOGRAPHY - THE FINE ART APPROACH

Examples of Long Exposure Skies taken with shorter exposure 
times or how it should not be done

The exposure time in long exposure architecture is essential. I use 
extended long exposures of 5 minutes or longer to get the ethereal 
looking clouds I am looking for in my photos.

If you use a shorter exposure, say less than 1.5 minutes, the effect 
is that the clouds will show dynamic movement but in general they 
will not have an outstanding look. They may look dramatic and ex-
pressive, but due to the shorter exposure time they will be inter-
rupted, thicker, too hard and too contrasty. In the image on the right 
you can see an example of a shorter exposure. This photo was shot 
with only a 10 stops ND filter at f/22 and an exposure time of only 
34 seconds. You can clearly see the difference between this kind of 
look and the one in the images captured with extended exposure 
times. The sky in this case looks cluttered and not very aesthetic; the 
clouds go in all directions, the contrast is too hard and there is too 
much visual information in the image. 

I could  say that this is more an example of applying a technique, 
the technique of long exposure,  than it is the expression of an ar-
tistic vision.

LONG EXPOSURE SKIES AS ADDED FINE ART ELEMENT
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URBAN SHAPES II 
© JOEL TJINTJELAAR, 2010
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Another example of a shorter exposure and how it should not be 
done, is shown next. This is also one of my very first long exposure 
architectural photographs.  

Again, I created a dynamic composition with 2 buildings converging 
towards each other. For this shot I used a 10 stops filter at f/22 and 
an exposure time of 1 min and 30 seconds. The result is dramatic and 
expressive, but from a technical point of view not a brilliant piece of 
work. The reason? The lines are too intense and not differentiated 
enough and the  contrasts are too high. And there is no aesthetic 
quality to the sky. The clouds go in all directions and the contrast is 
too high, resulting in the eyes of the viewer being drawn to the sky 
instead of to the buildings.

LONG EXPOSURE SKIES AS ADDED FINE ART ELEMENT

LONG EXPOSURE PHOTOGRAPHY
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OPPOSITES ATTRACT 
© JOEL TJINTJELAAR 2009
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LONG EXPOSURE SKIES 
- HOW IT SHOULD BE DONE

Using shorter exposure times of less than 1 minute 
does not always mean that you will get an image 
that doesn’t look good because of an exaggerated-
ly intense looking sky.  In the image of the Erasmus 
Bridge the sky was not adding much to the visual 
aesthetics of the image so I decided to “suppress” 
it and make it only a subtle background for the 
bridge. This is an example of using B&W process-
ing techniques to dramatically change the look of 
an image. On the following pages examples of ex-
tended exposure times and how it should generally 
be done are shown. 

TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 2 m/6.5 ft
Weather Overcast
Blue sky/clouds ratio 10/90
Cloud Speed Slow
Filters 10 stops ND filter
Lens Type  Wide angle lens
Aperture f/22
ISO 100
Focal Length 13mm
Exposure 30 sec = 0:30 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

LONG EXPOSURE SKIES AS ADDED FINE ART ELEMENT
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FROZEN MUSIC VI 
© JOEL TJINTJELAAR 2011
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For all the following images this workflow applies: 
import RAW files into Lightroom, then export as 
TIFF file with 300 DPI to Photoshop and use Silver 
Efex Pro2 as the main B&W conversion tool and 
then process further in Photoshop.

TECHNICAL DATA & EXIF

Camera angle (vertical axis) Vertically Tilted
Camera angle (horizontal axis) Aligned 180°
Distance to subject 1 m/3.3 ft
Weather Sunny with clouds
Blue sky/clouds ratio 30/70
Cloud Speed Medium
Filters 16 stops 

(10+6 stops ND filters stacked)
Lens Type  Wide angle lens
Aperture f/11
ISO 100
Focal Length 17mm
Exposure 330 sec = 6:30 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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SHAPE OF LIGHT II 
© JOEL TJINTJELAAR 2012
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 3 m/9.8 ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 70/30
Cloud Speed Medium
Filters 16 stops  

(10 stops ND+IR filter stacked)
Lens Type  Wide angle lens
Aperture f/5.6
ISO 250
Focal Length 19mm
Exposure 270 sec = 4:30 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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THE SHAPE OF LIGHT PRELUDE 
© JOEL TJINTJELAAR, 2011-2012
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 3.5 m/11.5 ft
Weather Sunny with a few thin clouds
Blue sky/clouds ratio 70/30
Cloud Speed Relatively fast
Filters 10 stops ND filter
Lens Type  Wide angle lens
Aperture f/16
ISO  100
Focal Length 10mm
Exposure 180 sec = 3:00 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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FROZEN MUSIC III 
© JOEL TJINTJELAAR, 2011-2012
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 1.5 m/5 ft
Weather Sunny with clouds
Blue sky/clouds ratio 65/35
Cloud Speed Relatively fast
Filters  16 stops

(10+6 stops ND filters stacked)
Lens Type  Wide angle lens
Aperture f/16
ISO 100
Focal Length  10mm
Exposure 180 sec = 3:00 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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THE SHAPE OF LIGHT I 
© JOEL TJINTJELAAR, 2012
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned 90° 
- perpendicular to building

Camera angle (horizontal axis) Aligned 180°
Distance to subject 1.5 m/5ft
Weather Sunny with clouds
Blue sky/clouds ratio 60/40
Cloud Speed Slow
Filters 16 stops 

(10+6 stops ND filters stacked)
Lens Type  Wide angle lens
Aperture f/5
ISO 100
Focal Length  21mm
Exposure 396 sec = 6:46 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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THE SHAPE OF LIGHT VII 
© JOEL TJINTJELAAR, 2012
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned 90° 
- perpendicular to building

Camera angle (horizontal axis) Aligned 180°
Distance to subject 1.5 m/5ft
Weather Cloudy
Blue sky/clouds ratio 70/30
Cloud Speed Slow
Filters 10 stops  ND filter
Lens Type  Wide angle lens
Aperture f/13
ISO 100
Focal Length 17mm
Exposure 181 sec = 3:01 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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A MONOCHROMATIC SLICE OF MONODRIAN 
© JOEL TJINTJELAAR, 2011 - 2012
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After having talked in detail about the long exposure technique and 
how it applies to architectural photography, let us come back for a 
few more considerations to the question of how to choose your sub-
ject and composition in a compelling way and at the same time in a 
way that will be an expression of your personal style.

The first thing you should do when searching for an architectural 
subject is to look for one that evokes an emotion: they can be prima-
ry or secondary emotions. You can simply be in awe of the vastness 
of a building or be intrigued by the subtle, harmonic and melodious 
play of lines in a structure. As Goethe once said “I call architecture 
frozen music”.  Look for the musicality of a structure when trying to 
find your next subject. Geometrical shapes and recurring patterns 
are a great photographic element, you will find them in abundance 
in architecture.

Look for sculptural architecture. It may be a classic subject in LE ar-
chitectural photography, but do not restrict yourself to the high rise 
buildings.  They may be impressive, but the subject can also become 
boring after intensive use. 

Try to find buildings that look as if they were conceived by a 
sculptor and built by an architect.

Look for swirling lines and curves. Sometimes a building may look 
as if it was built only with straight prosaic lines, but depending on 
your position all these lines can turn into a symphony of curved lines 
if you are at the right spot. The next image  is a good example of this 
idea. The building in the image looks chaotic and even ugly from all 
sides except from the point that the photograph was taken from and 
that offered an original perspective with unexpected line play and 
superposition of planes. 

Finding the right spot is many times the key to an outstanding, 
award-winning photograph.  

Therefore, move around while looking up and in every direction as 
well, inch by inch, until you find that magic spot where all the lines 
seem to come together to create an unexpected magic image. Every 
remarkable architectural object has that magic spot. Try to choose 
the one representative image of the building, the one that moves 
you and triggers the artistic emotion in you. That will be your per-
sonal interpretation of the object in front of you.

FURTHER CONSIDERATIONS ON SUBJECT MATTER AND COMPOSITION

LONG EXPOSURE PHOTOGRAPHY
THE FINE ART APPROACH CHAPTER 26 FURTHER CONSIDERATIONS ON SUBJECT MATTER AND COMPOSITION
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LOOK FOR THE 
MUSICALITY OF
A STRUCTURE
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned 90° 
- perpendicular to building

Camera angle (horizontal axis) Aligned 180°
Distance to subject 1.5 m/5ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 70/30
Cloud Speed Medium
Filters 10 stops ND filter
Lens Type  Wide angle lens
Aperture f/16
ISO 100
Focal Length 10mm
Exposure 180 sec = 3:00 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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FROZEN MUSIC I 
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned 180° 
- parallel to building

Camera angle (horizontal axis) Aligned 180°
Distance to subject 100 m/330 ft
Weather Overcast
Blue sky/clouds ratio 10/90
Cloud Speed Slow
Filters 16 stops  (10+6 stops 

ND filters stacked)
Lens Type  Wide angle lens
Aperture f/5
ISO 100
Focal Length 22mm
Exposure 421 sec = 7:01 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

EXAMPLES AND IMAGE ANALYSIS
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© JOEL TJINTJELAAR, 2012

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 301

JOEL
TJINTJELAAR

LONG EXPOSURE PHOTOGRAPHY - THE FINE ART APPROACH

LONG EXPOSURE PHOTOGRAPHY
THE FINE ART APPROACH CHAPTER 26

A FINE ART APPROACH TO CLASSIC (COMMERCIAL) ARCHITECTURAL 
PHOTOGRAPHY

THIS MORE CLASSIC
APPROACH 
WILL INCREASE 
THE LEVEL OF 
DIFFICULTY
WHEN POST-
PROCESSING
TO BLACK AND 
WHITE IN ORDER 
TO KEEP IT 
MINIMALISTIC AT 
THE SAME TIME

You can compose in a  straightforward way, standing at a reasonable 
distance from the subject and capturing large parts of the building 
or even the entire building and its surroundings, without any con-
verging lines. This is the more classic and conventional approach to 
(commercial) architectural photography. When approaching your 
architectural subject it in a more classic way, straight horizontal 
and vertical lines are essential. You cannot afford to have distorted 
horizontals and verticals since this type of photography includes 
its environment and has a visible or invisible orientation point: the 
horizon. This will increase the need to have a more specific lens for 
correcting any distorted lines: the tilt-shift lens.

If you are not using any long exposure techniques and even leav-
ing out the artistic interpretation in black and white, then this will 
result in the familiar conventional architectural photographs. How-
ever, combine this with long exposure elements and a creative and 
personal black and white conversion, and this type of architectural 
photography can add so many more elements to your photograph 
to tell a story or support your creative expression. It will add con-
text to your image since it is de-abstracted compared to the more 
recent and popular ‘shoot-straight-to-the-sky’ type of architectural 
photography.

Using long exposure elements in this type of architectural photog-
raphy, the clouds will look more like the clouds in a seascape and 
will have “less speed”, meaning the clouds will not look like streaks 
of clouds but more like conventional long exposure clouds, typical 

of long exposure seascape photography. This type of architectural 
photography is often used for skyline shots. They work well espe-
cially when we add to the composition the classic LE element: water 
with the soft and smooth LE look and its reflections. If the water is 
missing and we capture only a building  without another composi-
tional element to add interest to the image, most of the times the 
result will not be satisfactory. The next photos exemplify this case. 
In the next image I added interest by using the pass-over as a strong 
compositional element. Without the leading lines of this small pe-
destrian bridge and the brightening of the bridge the composition 
would not have looked very interesting and the image would have 
lacked depth. The long exposure sky in this case is average and not 
very dynamic, and that happens simply because of the straightfor-
ward type of shot, since for this capture I positioned the camera par-
allel to the building and did not point it to the sky.

At the same time this more classic approach will increase the level 
of difficulty when post-processing to black and white and keeping 
it minimalistic at the same time; the chance of clutter and other un-
wanted elements are much higher than when shooting straight to 
the sky. With the right creative mindset this can easily be overcome, 
for example by emphasizing and adding shadows to unwanted 
parts that otherwise had to be removed with a clone-tool. The Rot-
terdam Erasmus Bridge photo is exemplary for this approach and 
how to creatively use shadow as a supporting creative element that 
at the same time will remove unwanted visual noise.

A FINE ART APPROACH TO CLASSIC (COMMERCIAL) 
ARCHITECTURAL PHOTOGRAPHY
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VISUAL ACOUSTICS VII - SILENCE AND LIGHT - ERASMUS BRIDGE 
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Conventional architectural approach, combined with seascape elements. 
The downside of shooting architecture in a conventional way is the inclusion of 
environmental unwanted visual noise. 

By adding and emphasizing shadows in a creative way the visual noise is not only 
removed but the shadows also create a specific mood. 
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MY PHOTOGRAPHY VISION AND FINE ART PHILOSOPHY  
- SHOWING THE BEAUTY, MAKING THE WORLD LOOK PERFECT

BECAUSE THIS IS 
WHAT ART GIVES US 
IN THE END:
A PERFECT WORLD 
AND A WAY 
OF FEELING IN 
BALANCE WITH IT

As I was saying in the beginning of this book, fine art photography 
is first and foremost about beauty and about finding and showing 
the soul of the subject. I have always dreamed of a perfect world. I 
have always looked at and loved the beauty around me, so much so 
that I instinctively ignored the un-beauty I was coming in contact 
with. This is my philosophy and always was, this guides the way I am 
thinking and the way I am analyzing the world, and it translates into 
my photography too, influencing the way I am presenting the world. 
I will always try to make my subject look perfect. The idea of perfec-
tion can be subjective, especially in art, and it has to do with the 
personal style of the artist, therefore what I see as perfect and what I 
present as such might not be what someone else sees as perfect, but 
searching for perfection in one’s work, for what each of us considers 
perfect,  is a way of living our art and a way of creating it. 

I was not always processing my images in the measure I do today. In 
the days of film, but also when I started working with digital, I was 
mainly trying to find the beauty and perfection in the world, ready 
for me to just capture it.  During that time though  I was constantly 
wondering:

 “WHAT IF?” 
What if the light was softer, what if it was coming from another 

direction, or the scene was simpler, or those people were not 
there, or the building was whiter, or newer, and much more.

These were small changes I would make to the scene so it would 
look perfect to me. But since I could not intervene in the real world 
I could not create the perfect images that I aimed for till I decided 
not to wait for the perfect moment anymore but just try to create it 
through processing, just like a painter would recreate the world on 
his canvas. That set free the perfect image I had in my head since 
I was the only one in charge with how my images will look in the 
end. 

I am an advocate of the idea of “capturing it in the camera” but this 
mostly stands for when you have that perfect moment out there, 
ready for you. Many times though you do not have all the elements 
already in the frame to make it perfect and you need to add them so 
you can show what you have inside your mind and soul when you 
look at the scene. Then you need processing, you need light manip-
ulation, you sometimes need image manipulation also. In a word, 
you need to ignore reality, or take from it only what you need and 
replace the rest with your reality. And that is what I do, I ignore 
what I do not like and put in its place what I like and this gives me the 
idea of a perfect subject. Because this is what art gives us in the end: 
a perfect world and a way of feeling in balance with it. 

The way I am feeling in balance with the world is by filtering it 
and retaining from there only the essence and replacing the rest 

with my imagination.

MY PHOTOGRAPHY VISION AND FINE ART PHILOSOPHY  
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In my case what allowed me to create the “perfect world” I wanted 
to show in my images was the technique of  long exposure and the 
use of B&W. By adopting these two ways of expression I discovered 
that I can find the answer to my quests and that my world will finally 
look perfect. By replacing color with tonalities of gray and by simpli-
fying an image using long exposure I manage to reach the essence 
of what I am seeing and create the reality I see in my imagination.
But this was only the first step. Finding the idea is always the first 
and sometimes the easiest step. Making it real needs further work 
and dedication. And in fine art LE photography this is ten times more 
valid than in other genres, as capturing the photograph is only the 
first step on the way towards reaching the  perfectly beautiful image 
the artist has in his head.

The second step in this process is learning how to express your-
self through editing, learning how to use this tool to convey your 
thoughts and feelings by means of your image. How to make the 
image look like what you imagine. Manipulating an image, modify-
ing it in order to suit your ideas and style, is like writing a book, like 
writing your ideas on paper, not by using letters and words though, 
but lines and light. And the beauty here is that everyone can invent 
his own alphabet and can create his own “words”, that will have  a 
meaning only for the artist in the beginning, but as the final image 
comes to life, these words will create a whole story that is exactly 
what our imagination sees. 

That is how I feel when I am working on an image. I start by 
re-inventing my alphabet every time and I am not satisfied till I 

write a story that can be read and understood. 

That for me is the moment when I feel in balance with the world and 
that is how I know when to stop, when an image is ready. This pro-
cess might be a time consuming one, but art, fine art needs time to 
be created: the idea needs time to be born and then the final image 
will have to have passed through multiple filters, the filters that the 
artist has set to his work, so that the result resembles his own idea 
much more than reality. Think of your image as a work of art you are 
working on. How many painters do you know to have finished an art 
piece  in an hour, or even in a day? None! 

So, that is exactly what it is about:  it is not photography, it is fine 
art photography. It is art! 

Over the next pages we will talk about this “fine art long exposure 
language” that  we need to think in and to use when creating our 
images. I will share some of the things I discovered and that can help 
you too create your own language by seeing how it works in my 
case. We can call these pieces of knowledge  “fine art long exposure 
language tips and principles”.

DISCOVERING A FINE ART LONG EXPOSURE LANGUAGE

MANIPULATING AN
IMAGE, MODIFY-
ING IT IN ORDER TO 
SUIT YOUR IDEAS 
AND STYLE, IS LIKE
WRITING A BOOK, 
LIKE WRITING YOUR 
IDEAS ON PAPER, 
NOT BY USING
LETTERS AND 
WORDS THOUGH, 
BUT LINES AND
LIGHT
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I will start this section of tips, principles, plus examples and analysis 
of my work with a few words about my workflow. Let us start by say-
ing that I always shoot in RAW 14-bit, most of the times exclusively 
in RAW and this is vital for how high the quality of the working file 
will be. 
Then, as image processing per se, I start in Lightroom where I do 
the basic settings for my image: exposure correction, white balance, 
contrast tweak,  basic sharpening, dust spots (etc.) cleaning, basic 
lens correction (I do the serious lens and perspective corrections in 
DxO View Point 2 - a great tool for this kind of corrections, especially 
when you shoot with a wide angle lens). From Lightroom I export a 
TIFF file for editing in Photoshop where I do most of the processing. 
I use Topaz BW Effects 2 for my initial B&W conversion  (you can read 
here, if you didn’t do it earlier in the book, an Extensive Topaz BW 
Effects review I wrote). You can alternatively use DxO Film Pack 5  or 
NIK Silver Efex Pro 2, but I would recommend Topaz because it is a 
very rich in options but easy to use plugin. DxO Film Pack 5 also has 
a few presets that can give you an interesting film look and beautiful 
gray tones, and I like to use these presets, but it is not so extensive 
as Topaz BW Effects. 
I also use Topaz DeNoise for reducing the noise in the image (a very 
good tool for the purpose), then Topaz Detail and Topaz Clarity to 
increase sharpness and enhance definition, I combine Topaz Re-
Mask with the selection tools in Photoshop to create my selections, 

an extremely important part of my processing as you already know, 
then  I do most of the rest of the work in Photoshop, using the meth-
od of Photography Drawing (PhtD) that I explained previously in 
the book - meaning, in two words, rendering the volumes with light 
and shadow so I can create depth and make them seem real and 
three-dimensional. As I mentioned already, this method is related 
to the principles and techniques we use in  classical drawing. The 
main tools in my processing are the selections, the gradients and 
the dodge & burn tool. It is a time consuming method if you want 
the results to be perfect but you can reach perfection if you use it 
correctly and with patience. 

TOPAZ LABS DISCOUNT - Topaz Labs offers to the readers of this 
book a 15% discount that you can obtain by using the code juliaan-
nagospodarou to order any plugin or the entire collection from the 
folowing link Topaz Discount. 

DxO FILM PACK PRESETS - To experient with FilmPack and re-cre-
ate the look you see in my images, you can download and install the 
series of free fine art DxO presets “Dark City” I created. 

In the following, I will analyze some of my images from the point of 
view of the  shooting conditions, the shooting set up and the set-
tings of my camera. 

MY SHOOTING AND PROCESSING WORKFLOW

JULIA ANNA
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1. CONCENTRATE ON DETAILS

Long exposure architectural photography is essentially an abstract 
type of photography. We are not interested in presenting the build-
ing as it is in reality, as we see it when we walk by it, but we want to 
find an exceptional point of view or detail that can transform it into 
fine art photography. One of the ways of creating an exceptional im-
age and make it differ from the more common interpretations of the 
subject we present is to concentrate on details and not on showing 
the entire scene. A full view of the scene will almost always be recog-
nizable by the eye, thus not so compelling as a smartly chosen detail, 
section of the structure or part of the building we want to present. 

Even more, these details can be placed in the frame in an original 
way, for instance with the horizon tilted, so as to make an even big-
ger impact and become even more unexpected for the eye. We can 
also find an extreme perspective, unusual points of view or original 
juxtapositions to transform a normally recognizable structure into 
an object that challenges the mind and plays with the visual memo-
ry of the viewer who tries to identify and classify it. This is one of the 
goals in art, to find and show a new and different view of a “usual” or 
recognizable object,  a view that will offer food for thought and that 
can reveal the beauty of the object under a completely new light.

TIPS AND PRINCIPLES - SHOOTING

SHOW A NEW AND
DIFFERENT VIEW 
OVER A “USUAL” OR
RECOGNIZABLE 
OBJECT, A VIEW 
THAT WILL OFFER
FOOD FOR 
THOUGHT
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Accentuated tilt
Camera angle (horizontal axis) Tilted
Distance to subject 1,3 m/4.3 ft
Weather Partially cloudy
Blue sky/clouds ratio 70/30
Cloud Speed Slow
Filters 15 stops ND filters 

(9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/8
ISO  100
Focal Length 18mm
Exposure 272 sec = 4:32 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

TIPS AND PRINCIPLES - EXAMPLES AND IMAGE ANALYSIS

LIKE A HARP’S STRINGS III - RISING 
© JULIA ANNA GOSPODAROU 2012 - ATHENS
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2. MATCH THE SKY WITH THE BUILDING

Try to find a point of view from where the direction of the clouds is 
such that it adds to the composition and is not in contradiction with 
it. Not always possible since we cannot control nature, but some-
times a little change of position may reveal new angles that work 
better for the dialog between the clouds and the structure. The best 
scenario would be for the clouds and their formation to continue the 
motive of the building (patterns, dominant lines, combinations of 

shapes and angles), either in position or direction, connecting in this 
way the building with its background. A very good example of this 
kind of situation are my next  images A Path to The Sky III - Stroke of 
Light and Fluid Time I - An (en)Visionographic Chicago Story,  where 
I was lucky to have the clouds placed in a very good position in both 
cases, also having proportions, textures and density that matched 
perfectly the building I was shooting, also matching my vision for 
these images. 

TIPS AND PRINCIPLES - SHOOTING
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TIPS AND PRINCIPLES - EXAMPLES AND IMAGE ANALYSIS
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 3 m/9.8 ft
Weather Partially cloudy
Blue sky/clouds ratio 55/45
Cloud Speed Medium
Filters 15 stops ND filters 

(9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/8
ISO 100
Focal Length 18mm
Exposure 301 sec = 5:01 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

A PATH TO THE SKY III - STROKE OF LIGHT 
© JULIA ANNA GOSPODAROU 2012 - BERLIN
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned  180° 
- parallel to building

Camera angle (horizontal axis) Aligned  180°
Distance to subject 100 to 250 m/330 to 820 ft
Weather Sunny with clouds
Blue sky/clouds ratio 70/30
Cloud Speed Medium
Filters 13 stops ND filters 

(10 + 3 stacked)
Lens Type  Tilt-Shift lens
Aperture f/11
ISO 100
Focal Length 24mm
Exposure 141 sec = 2:21 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

*Tilt-Shift lens settings – 8.5 degrees vertical tilt, 12 mm shift (rise)

TIPS AND PRINCIPLES - EXAMPLES AND IMAGE ANALYSIS

FLUID TIME I - AN (EN)VISIONOGRAPHIC CHICAGO STORY 
© JULIA ANNA GOSPODAROU 2013 - CHICAGO
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3. LOOK FOR MINIMAL, NOT TOO BUSY SUBJECTS

Simple shapes, volumes, clear intersections, an obvious subject, a 
limited amount of decorative elements, if any, and an angle of view 
that will simplify the composition and keep the frame clean. All 
these will create an image that will have much more impact than 
one where you see too much and where there is no hierarchy. Leave 
out trees, branches or other plants that might appear in the frame 
(if you point the camera to the sky this is relatively easy to achieve, 

unless there are trees very close to the building). Try to avoid the 
security cameras placed on the walls (not always possible; when not 
possible try to clone them out in post-processing, unless you need 
them for a certain effect). A building looks much more elegant and 
the image goes more directly to the essence of a structure without 
these irrelevant objects attached to it or in its vicinity. This principle 
is in line with the idea I was talking about in the beginning of the 
chapter, the idea of making the the image look perfect as an artistic 
philosophy and as a guideline for shooting and processing it. 

TIPS AND PRINCIPLES - SHOOTING
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Aligned  180°
Distance to subject 1,5 m/4.9 ft
Weather Partially cloudy
Blue sky/clouds ratio 45/55
Cloud Speed Slow
Filters 16 stops 

ND filters (10 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/9
ISO 100
Focal Length 11mm
Exposure 333 sec = 5:33 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

ODE TO BLACK  (BLACK HOPE) I - SELF BLACK
© JULIA ANNA GOSPODAROU  2013 -  CITY OF LONDON
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned  180° - parallel to 
building

Camera angle (horizontal axis) Aligned  180°
Distance to subject 6 m/20 ft
Weather Relatively cloudy
Blue sky/clouds ratio 45/65
Cloud Speed Medium
Filters 15 stops ND filters 

(9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/14
ISO 100
Focal Length 21mm
Exposure 240 sec = 4:00 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

TIPS AND PRINCIPLES - EXAMPLES AND IMAGE ANALYSIS

A PATH TO THE SKY IV - WAVES IN THE SKY   
© JULIA ANNA GOSPODAROU 2012 - BERLIN
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4. LOOK FOR EVENLY LIT SURFACES

The play with light and shadows can give outstanding results in an 
image, but many times when you search for a surreal, other-worldly 
look, and you need the freedom to intervene and modify the light 
balance in the frame to suit your vision, it is preferable to have to 
deal with more even and neutral light. Too intense shadows from 
side lighting for instance can make processing the image difficult 
if you need to change the light balance in the image, and may de-
tract from the smoothness and the ethereal look of a long exposure 
architectural image. In this respect, unless the artist is looking for 
the opposite effect, intense shadows and uneven lighting are better 
avoided in order to simplify processing. 

In the next image I had to deal in post-processing with a very in-
tense shadow on the building, shadow that is still visible in the right 
side of the image. From what you see, the shadow does not seem 
strong anymore because I changed the balance of light in this area 
and I brightened the shadow so it matches the rest of the image. But 
doing that meant intervening in the image in a radical way  which 
changes the balance in the pixels and can introduce banding and 
loss of detail, so for this reason it should be avoided.  It was not pos-
sible though to take the shot at a different time, so I had to work with 
what I had. Normally the best thing to do when the conditions are 
not ideal is to wait for another chance to shoot. In this case though 
it was not possible and since  the clouds were very good I chose to 
take advantage of the clouds, even if that meant I had to correct the 
shadow in post processing.

TIPS AND PRINCIPLES - SHOOTING
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Aligned  90° - perpendicular 
to building

Camera angle (horizontal axis) Aligned  180°
Distance to subject 1,5 m/5 ft
Weather Partially cloudy
Blue sky/clouds ratio 60/40
Cloud Speed Fast
Filters Polarizer + 12 stops ND filters 

(9 + 3 stacked)
Lens Type  Wide angle lens
Aperture f/18
ISO 100
Focal Length  18mm
Exposure 68 sec = 1:08 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 20 to 60 m
Weather Sunny with clouds
Blue sky/clouds ratio 70/30
Cloud Speed Medium
Filters 13 stops ND filters 

(10 + 3 stacked)
Lens Type  Tilt-Shift lens
Aperture f/9
ISO 100
Focal Length 24mm
Exposure 121 sec = 2:01 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit

*Tilt-Shift lens settings – 8.5 degrees oblique tilt at 45 degrees ro-
tation, 12 mm shift (rise)
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5. THE “DECISIVE MOMENT” IN LONG EXPOSURE
PHOTOGRAHY - CHOOSE THE RIGHT MOMENT TO
PRESS THE SHUTTER

Even if we are talking about long exposure photography, we can still 
talk about a “decisive moment”. There is always a decisive moment in 
photography, no matter the genre. 

In long exposure photography there are two things that are vari-
able, all the rest being stable: the light and the clouds.

Therefore, the decisive moment is related to these two elements 
and occurs when the light has the right intensity and even more 
when the clouds are in the right place. To be able to capture the 
streaks of clouds in the right place related to the frame and the sub-
ject we have to anticipate where they will be when the exposure 
starts and ends, in other words what their trajectory will be in the 
image. Thus we will have to think and decide how long our exposure 
has to last according to the speed of the clouds and when is the right 
moment to start the exposure in order for the result to be uniform 

streaks of clouds in the right place and not interrupted ones appear-
ing randomly in the sky. 

How do we know when this moment is? By observation and experi-
ence. As a rule of thumb and if you have this option, do not start 
an exposure when a group of clouds is halfway into the frame. That 
would lead to an image with too short streaks and that can be unbal-
anced. The best moment to capture the clouds is to start the expo-
sure  when the clouds enter the frame and keep the shutter open till 
they leave it. This way the result is uniform streaks of clouds across 
the frame and this will give a much greater freedom in post-process-
ing in order to arrive at the image of the sky that you have built in 
your mind: it is easier to take away or hide parts of the sky if you do 
not want to show all the captured clouds, than to try to extend the 
clouds you have if you need more of them. For most subjects, when 
the frame shows a detail of the building and the sky in the back-
ground and if we consider a medium cloud  speed, the exposure 
time should be at least 4:30-5:00 min with a total of 15-16-stop ND 
filter.
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 1,5 m/5 ft
Weather Partially cloudy
Blue sky/clouds ratio 60/40
Cloud Speed Fast
Filters Polarizer + 12 stops 

ND filters (9 + 3 stacked)
Lens Type  Wide angle lens
Aperture f/18
ISO 100
Focal Length 18mm
Exposure 72 sec = 1:12 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted 
Camera angle (horizontal axis) Tilted
Distance to subject 1,2 m/4 ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 75/25
Cloud Speed Very slow
Filters 15 stops 
 ND filters (9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/16
ISO  100
Focal Length  18mm
Exposure 271 sec = 4:31 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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1. MAKE THE RIGHT IMAGE CHOICE

It might seem a matter-of-course but choosing the right image is 
vital for being able to convey an idea and express your vision.

If you took several exposures of the same subject, which is often the 
case, it is very possible that you will have to choose among them the 
one that expresses best the idea you have about that subject. Unless 
you know for sure which image to process, compare the images in 
Lightroom or Photoshop Bridge, preferably already cropped, to de-
cide which is the best shot, which one will best express your vision 
and will be the most compelling to the viewer. Try to choose without 
being emotionally involved. We all can like one image better than 
another because we relate in a certain way to it or to the moment 
we took it.  

But if that has to do with other things that happened to be in the 
place and not with what we captured per se, it is better to wait 
for the impressions to settle in order to make an objective choice. 
Consequently, try to put a distance between, on one side, the 
memories you have about the image or about how it is related 
to the place and,  on the other hand, the image  itself as visual 
representation of a subject.  This process may take hours or you 
may even need to leave the images for days or weeks untouched so 
you can detach yourself emotionally from them, but it is a very im-
portant step and it should not be sped up. The most important thing 
in making the right choice is to be objective, because only by being 
objective can you experience the emotion of the image the way the 
viewer will experience it and be able to create something that has an 
effect on someone other than you. 
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted
Camera angle (horizontal axis) Tilted
Distance to subject 10 m/33 ft
Weather Sunny with clouds
Blue sky/clouds ratio 70/30
Cloud Speed Very slow
Filters 15 stops ND filters 

(9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/6,3
ISO 100
Focal Length 23mm
Exposure 332 sec = 5:32 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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2. BALANCE THE BUILDING WITH THE SKY

The sky and the building should complement each other, as far as 
processing is concerned. Always try to find a relation between the 
two, either it is a relation of resemblance or one of contrast. The two 
must be clearly differentiated, yet have the same “feel” so they can 
tell the same story.

Try to match the smoothness (or hardness) of the light in both the 
building and the sky. A very contrasty sky cannot fit with a building 
treated with soft tones. 

The opposite is also true but the first is more frequent. Generally the 
softer the light, the more “natural” the image will look and so the 
more difficult and time consuming the processing will be. A harsh 
contrasty look can be achieved much more easily, using tools that 
modify the light generally, as curves, levels or even control points in 
Silver Efex Pro2. 

In order to achieve a soft and more appealing look you have to work 
in detail, on every area of the image separately, using gradients, the 
dodge & burn tool, the brush, cloning out the imperfections or soft-
ening surfaces.
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted 
Camera angle (horizontal axis) Tilted
Distance to subject 3 m/9.8 ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 70/30
Cloud Speed Very slow
Filters 15 stops 

ND filters (9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/9
ISO 100
Focal Length 18mm
Exposure 332 sec = 5:32 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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3. MAKE THE CHANGES YOU NEED TO MEET YOUR VI-
SION

One of the most important decisions you can make in fine art pho-
tography is to let your vision prevail over the image you captured. 
In other words to not take for granted the image the camera gives 
you and even the one that you see in front of you, but replace it 
with what you see in your mind. You may not yet see the final image 
in your mind but only guess how it will look in the end, you may 
just know that it is there and that you can create your vision starting 
from the base image the camera gave you, but you need to search 
and find the way to do it. What this means though is that you will 
need to make changes to the image you start with, to add or remove 
things, to modify them to suit your idea of harmony, of good com-
position, of good light balance etc.

We have talked about changing the light in an image as a tool that 
will help us reach our vision, but sometimes we will not be able to 
restrict ourselves to changing the light distribution in an image, at 
least as far as I am concerned, especially when only changing the 
light in the image will not be enough to make me reach my vision. 

Often I may need to become the “designer” of my image and so will 
you, if, like me, you need more than working on the light to give a 
shape to your imagination in the image you create. 

Just like an architect designs the building starting from nothing, 
from just an idea and a base, which is the site and the surround-

ings, in the same way you should start creating your fine art 
images. 

Start from the base you capture in your camera and do whatever you 
need to reach the end image you imagine. Work on the volumes to 
make them suit your ideal, even if this means changing their propor-
tions for instance, if the way you were able to capture them was not 
satisfying for you and you could not do it otherwise. Ignore the color 
when converting to B&W if it does not sustain your idea. Remove 
unwanted objects from the frame to create a more harmonious im-
age. Do whatever you need but without changing the essence of 
the object you are presenting since you still want to reveal its “soul”. 
Generally use the power you have as “designer” of your creations 
to make them look like what you planned in your mind. This is 
what will free your creativity and allow you to go all the way with it.
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted 
Camera angle (horizontal axis) Tilted
Distance to subject 1,3 m/4.2 ft
Weather Relatively cloudy
Blue sky/clouds ratio 35/65
Cloud Speed Medium
Filters 15 stops 
 ND filters (9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/10
ISO  100
Focal Length  32mm
Exposure 251 sec = 4:11 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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4. REDUCE THE CONTRAST IN THE SKY

The sky in architectural  long exposure photography is a back-
ground, not the main subject as it could be in landscape photogra-
phy.  One way to achieve this and give the sky the aspect of a suit-
able but non-intrusive background is to reduce the contrast in the 
sky and use it mainly in rendering the building (i.e. dark building 
with accents of light creating contrast, next to a dark sky with not 
so bright clouds). Another way is to create contrast between the sky 
and the building (i.e. a building rendered in bright tones opposing a 
dark sky).  There is also the possibility of a brighter sky, but I prefer to 
work with darker tones especially for the background (as the sky is), 
apart from personal preference, also because darker tones are there 

to sustain the bright ones, so a darker sky will send the eye to the 
building (which is the subject) and this is what we aim for.

The goal is to keep the building as the main subject and avoid the 
sky competing with it. 

How do you tell  if the sky takes away from the building? If the eye 
leaves the building, goes to the sky and stays there, it means the 
sky is too intense and its importance has to be reduced.

In order to reduce the intensity on the sky without taking away from 
its importance in the frame, the most effective tools are to darken 
the sky and reduce its contrast and also to smoothen its texture.
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted 
Camera angle (horizontal axis) Tilted
Distance to subject 6 m/20 ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 70/30
Cloud Speed Slow
Filters 15 stops 

ND filters (9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/13
ISO 100
Focal Length 23mm
Exposure 271 sec = 4:31 min
Captured in RAW file 14-bit 
Working file TIFF file 16-bit
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5. TAKE YOUR TIME

Perhaps the most precious piece of advice I can give to a long expo-
sure photographer, in the field as well as when processing, is to be 
patient. If you are impatient, you cannot do this kind of work as it 
should be done. Even if you are impatient by nature or because we 
live in an extremely fast paced world that sets the rhythms, you may 
be surprised how rewarding it can be when taking your time with 
capturing long exposure photographs and then with processing the 
images, and how the results improve not only with your increasing 
skills, but also by giving yourself enough time so your creative side 
can freely manifest itself. 
You will also be impressed of how your attention to details will 
sharpen during this process of slowing down.

And everyone knows that the details make the difference between a 
good image and a perfect one. 

Creating the idea of an image in your mind, finding the subject, 
searching for the best point of view, waiting for the best light and 
clouds, setting up the shot, choosing the best frame to process, 
processing the image till it looks like the image you have in mind, 
and thus achieving perfection,  all these things take a large amount 
of time, and frequently you cannot speed up the process without a 
loss of quality.  Months may pass from the idea till the final image. 
Therefore, in order to do this right and be happy with the result, you 
need  patience. 

You need passion at the same time and if you have enough of it, it 
will give you the patience you need.
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TECHNICAL DATA & EXIF

Camera angle (vertical axis) Tilted 
Camera angle (horizontal axis) Tilted
Distance to subject 1,0 m/3.3 ft
Weather Sunny with a few clouds
Blue sky/clouds ratio 75/25
Cloud Speed Slow to medium
Filters Polarizer + 15 stops  

ND filters (9 + 6 stacked)
Lens Type  Wide angle lens
Aperture f/11
ISO 100
Focal Length 18mm
Exposure 285 sec = 4:45 min
Captured in RAW file 14-bit 

Working file TIFF file 16-bit.
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AN INTRODUCTION 

“You don’t take a photograph, you make it.”  
– Ansel Adams

“The negative is the equivalent of the composer’s 
score, and the print the performance.” 

– Ansel Adams

I am starting this section on the art of Black and White post-process-
ing with two quotes that exemplify for how Ansel Adams thought 
about black and white post-processing as an important aspect of 
the creation of fine-art photographs. Ansel Adams is widely consid-
ered to be the artist/photographer who gave B&W photography 
the foundations for not only understanding good B&W photogra-
phy, but also for knowing how to create good B&W photographs. 
Although Ansel Adams formed and taught his foundations in the 
analog era for the conventional darkroom, they still apply in this day 
and age of digital B&W photography and can be extrapolated to the 
digital darkroom.

Contrary to what many (purist) people think, Ansel Adams post-pro-
cessed his images heavily in the darkroom to align it with his artistic 
vision, some would even consider it to be manipulation. His skills 
in the darkroom were unparallelled. He was a firm believer that the 
artist/photographer should do whatever is necessary to make the 
photograph in the darkroom: using all the tools and skills available 
to reach and express his final artistic vision. “You don’t take a photo-
graph, you make it.”

The next section is in Ansel Adams’ spirit: a B&W post-processing 
method for the digital age to give any aspiring and advanced black 
and white artist, the tools and skills necessary to have full control 
over his B&W image and to be able to make a photograph and align 
it with his artistic vision.

There is no right or wrong, too much or too little: in fine-art black 
and white photography there is just your artistic vision and what-
ever is needed to express that to the world. Push the curves, burn 
whites to make it black, dodge blacks to make it white, do anything 
in B&W post-production, but never set yourself limitations. In art, 
everything is allowed for the sake of expressing oneself truly, freely 
and without any restrictions.

CONVERTING BLACK AND WHITE IMAGES USING ITERATIVE SELECTIVE 
GRADIENT MASKS – iSGM
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There are several methods for creating great black and white images 
and one of the easiest ways of course is by just using the presets that 
plugins like NIK’s Silver Efex Pro 2, Topaz B&W Effects 2  or OnOne 
Software are offering. Even using the Black and White options in ei-
ther Lightroom or Photoshop is relatively easy to use. Even easier is 
just set your camera to monochrome and there you have a Black and 
White image. Although plugins like Silver Efex Pro or B&W Effects 
from Topaz are fantastic and can offer great results I prefer to use 
a self-developed method that gives me full control over the B&W 
post-processing workflow. 

Do not forget that the presets in Silver Efex Pro or B&W Effects are 
pre-programmed presets, that often do not reflect your vision, even 
if you fine-tune the presets with the sliders and buttons that come 
with these otherwise great plug-ins. 

Keeping in mind my vision of moving away from reality as many 
steps as I can to create my own individual world, to reflect a very 
unique and personal view on the world - to approach and create 
fine-art - I believe that using a self-developed method of B&W post-
processing that gives me complete control makes my work even 
more individual and hence will approach fine-art even more.

In the following sections you will find a detailed description with ex-
amples of my Black and White workflow that I have named iterative 
Selective Gradient Masking or iSGM. If you would like to see this 
workflow in a visual way, then I can recommend purchasing one of 
my video tutorials. The links to this video tutorial and other online 
sources can be found in the addendum of this book.

iterative Selective Gradient Masking - iSGM™ - Processing 

STEPS PHASE A – Optimizing the color image:
1.  Import RAW Color original in Lightroom
2.  White Balance Correction, exposure correction and crop in 
Lightroom
3.  Save as TIF, 300 DPI.
4.  Import TIF in Photoshop with NIK Software Plugins 
or alternatively with Topaz B&W Effects or any other tool.
5.  Use Topaz DeNoise or  NIK Define Software to reduce noise.
6.  Use NIK RAW Pre-sharpener selectively (I used it only on the 
surface of the bridge in this example)
7. Use NIK Color Efex Pro to correct/enhance colors usually using 
the Pro Contrast feature. Also, if needed use Graduated Neutral 
Density filter with Color Efex Pro to darken the sky or to lighten the 
water.
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THIS IS THE FINAL RESULT IN COLOR, 
READY FOR B&W CONVERSION.
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PHASE B – Post processing done in Photoshop CS6 (PS CS6) and 
Silver Efex Pro 2 (SEP2)

Depending on the result I would like to achieve and the composi-
tion/type of shot I have, I use different workflows. In this case I will 
show you the workflow for seascapes with an object in it. 

Usually this workflow is similar to that of architectural photos but 
architectural photographs generally require a far greater number of 
intricate selections due to the greater number of objects with dis-
tinctive lines and shapes in architectural photographs compared to 
seascapes.
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1. Depending on the subject matter I usually create 3 different
black and white conversions out of a single RAW color image, or
at least 2. In the past I have called this method ‘Controlled Dodg-
ing and burning’ CD&B (ironically by not using the dodge and burn 
tool) since this term covers the final result. More recently however
I have called this technique Selective Gradient Masking (SGM) or
iterative Selective Gradient Masking (iSGM), since that better de-
scribes the technique itself. 

The 3 black and white versions that I create are: 
A. A neutral version. This version can be used for the subject itself: 
the bridge in this case. You can do this in SEP2 or Topaz B&W Effects 
2 (BWE2), which is the easiest to do, or you can do it in PS CS6 using 
the different conversion options. I will not discuss that here. I recom-
mend you to use NIK SEP2 or Topaz BWE2. I have used Photoshop
B&W conversion options many times in the past but especially in the 
iSGM method using Photoshop is too time-consuming compared to 
the presets that SEP2 or BWE2 are offering.
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B. A darker underexposed version. This one is used for the sky and 
the black tones in certain parts of the bridge. You can use the neutral 
version in step ‘a’ for this and play with the curves option in SEP2 or

you can use the Underexposed preset in SEP2 for that. I prefer play-
ing with the curves to have maximum control.
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C. An overexposed version for the water and other highlights. Again, you can use the SEP2 preset or use the neutral version and 
adjust the curves. Let us now use the Overexposed preset in SEP2.
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2. Now you have three versions that you can use to create a final
B&W image that covers a complete tonal range and has the right
contrasts. In this article I will use PS to ‘merge’ the three images
to one final photo. But with SEP2 it is possible to have a result that
comes close to the end-result using this iSGM workflow, by using
only one converted shot and the control points and new SEP2 fea-
tures. But I find this iSGM method offers far greater control over all
the elements in a B&W image.

3. First start blending the underexposed image with the overex-
posed image to merge the dark, dramatic sky with the high-key wa-

ter in PS. Usually I duplicate the layer of the underexposed shot and 
place it on top of the overexposed version. Then I add a mask and 
create a selection with the quick selection tool (size 21) to isolate 
everything that is not sky or water, in this case the bridge. You will 
have a very rough selection now but I will refine that selection us-
ing Quick Edit mode in PS and using the brush to accurately refine 
the selection at 500% or more Zoom mode. That is the most tedious 
part of this conversion method but it will pay off in the end. Once 
you have the final selection do not forget to save the selection so 
you can use it later on in your processing.
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4. Now you will merge the water with the sky. You can do that by cre-
ating another selection separating the sky from the water but in that 
case you will get a very unnatural looking and very sharp horizon. I
prefer a natural looking horizon to that. So you should use the Gradi-
ent tool in Photoshop to merge both parts in a smooth and natural
looking way. Besides that doing so is much quicker! 

Do not forget to inverse the selection first, before you start using the 
gradient tool and then just click and drop the gradient vector line 
until you have a smooth transition from water to sky. I usually start 
close to the horizon and stop 1 or 2 inches above the horizon as you 
can see in the image below (you can tap alt+click on the mask to 
view the selection and the gradient fill in mask mode).
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5. This is how the result will look  in normal view. Notice the smooth 
transition from water to sky. Depending on where you start to
drag and where you  drop the gradient tool this result can be even
smoother.

6. As you can see the bridge itself is too dark now. So you need to save 
this temporary result and blend this Underexposed+Overexposed
result with the neutral version to get all the details in the bridge.
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7. Duplicate the layer from the
Underexposed+Overexposed re-
sult and place it on top of the neu-
tral version layer, then add  a layer
mask and after that  load the selec-
tion (that was saved earlier).  You
do not need to invert the selection
now, since  you want to isolate the
bridge this time. Again you will
use the gradient tool, since you do
want to reveal the details under the 
bridge but you want to conceal the
dark part of the bridge in the water. 
And of course you want a smooth
and natural looking transition. This
is how the result looks like in mask
mode. Notice that the darkest part
of the bridge now will have the de-
tails from the layer of the neutral
version.

8. This is the result in normal view:
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9. Now you have merged all three versions, the Underexposed+
Overexposed+Neutral version, into one image and you have a high-
key looking white water, a dramatic sky and details under the bridge 
with neutral tonality. Some will like this version, but I am a perfec-
tionist and want to improve it. My observation: I think the water
looks too flat and it does not have enough depth. What you should
do to remedy this is to darken the lower part of the image to create
depth in the water and to make it look more natural. This way the
eye will be led to the center of the image. You can do that in various 
ways, for instance by using the Burn Edge tool in SEP2 or by using
the neutral version to merge the darker tones into the nearly final

result. This is what I have done here. I duplicated the layer resulting 
from the Underexposed+Overexposed+Neutral version on top of 
the Neutral version, added a layer mask, loaded the (saved!) selec-
tion, inverted the selection, and finally used the gradient tool to cre-
ate a smooth and subtle transition. Be careful not to make the lower 
part too dark, it should be subtle.  

Rule of thumb: If you reduce the photo to thumbnail size and it looks 
like a black band, then you will know this area is too dark. Here you see 
that a subtle gradient in mask mode has been used to darken the water.
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10. This is the result in Normal view, notice that there is more depth 
and subtlety in the tones in the water now. It no longer looks arti-
ficial and besides that you will see in the histogram that the tonal
range is better now since the mid-tones have increased.

11. So is it done now? No, the sky could still be better. I think there
is too much contrast and too many whites in it. It is better to reduce 
the contrast in the sky and give it a more neutral and ‘toned down’
look. Remember: a good image is a visually balanced image. This
shot is about the bridge, not about the sky. To have more balance in 
this shot we should have a neutral sky, with the bridge getting all the 
attention, but at the same time we should retain the subtle drama
typical of long exposure skies.
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This is what you could do: Use the most up to date version of the 
Underexposed+Overexposed+Neutral version and copy the layer. Then 
add a layer mask to this layer and deselect it so you can look at the first  
background layer, now active, as you can see in the image below:

CONVERTING BLACK AND WHITE IMAGES USING ITERATIVE SELECTIVE 
GRADIENT MASKS – iSGM

BLACK AND WHITE POST PROCESSING USING iSGM CHAPTER 28

CONTENTS

JULIA ANNA
GOSPODAROU

Contributor:



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 346

BLACK AND WHITE POST PROCESSING USING iSGM

JOEL
TJINTJELAAR

12. Now that the background layer is visible and selected you should 
use the Curves option in PS to darken and de-contrast the sky. No-
tice how  the curve has been dragged down at the right end of the

histogram (the highlights) to remove the brightest parts. But in fact 
this is just personal taste, you just play with it and see how it works 
for you.
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13. Here are a few other examples of how to suppress the sky to cre-
ate stunning effects or perhaps make a very boring and neutral sky
more lively and dramatic by using the curves tool and just cutting

off the highlights. This is a shot of Calais Beach huts with a dark sky. 
Below you can see the end result...
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…that has been created from the sky in the next image which is too 
white and with too many contrasts, while a darker more balanced 
sky would be preferred. So the curves tool has been used and the 
contrast has been reduced by cutting off the highlights and some 

of the darkest tones. Some additional dodging has been applied to 
finish it off. Do not think in S-curves only, think creatively and do not 
be afraid to do some radical adjustments.
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Notice how the sky is darkened dramatically with less contrasts to make it visually more neutral and less distracting to the eye by dragging 
down the curve and reducing the extreme blacks and whites.
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that was created starting with this image:
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14. Another example, this time a shot of the Erasmus Bridge. 
This is the final result:
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The sky here has too much contrast and takes away from the im-
pact of the bridge.  Creating a darker sky is not enough, the contrasts 

should also be removed by playing with the curves like this:

The highlights have been cut off drastically and the sky darkened 
making sure there were not too many blacks in it by adjusting the 
curve at the very left end of the histogram. When doing something 
like this you should note that you only have to look at the part that 

you want to have included in the final image. Do not pay any atten-
tion to the darkened pylons of the bridge, that part will be dese-
lected!
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After this you can apply a similar but opposite treatment  to the bridge itself like this (notice the curve):
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This is how it looks when the pylons have been masked out in the second layer:
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After this, mask out the sky of this version and replace it with the sky 
from the previous step. As a final step you can do some dodging and 
burning and add a gradient on the pylons of the bridge to create 
depth and luminosity.

15. Back to the bridge. Now that I have a sky that I like, I have to
merge it with the rest of the original image in a way that would fit

perfectly while respecting my vision. Re-select the top layer, load 
the selection again, invert the selection and use the gradient tool for 
a smooth transition from the  sky to the water (now you have to drag 
and drop the gradient tool downwards). This is how it looks in Mask 
Mode. Notice how subtle and smooth the transition from the sky to 
the water is, resulting in a very natural looking horizon instead of an 
unnatural sharp and edgy horizon line.
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…and this is how it looks in normal view (image below).

Looking much better already. But I miss some highlights in the wa-
ter, it needs to pop more and it needs some depth. So again I add 

a layer via Copy on top of this result (after flattening the end-result 
to one layer). Then add a layer mask, deselect the top layer and se-
lect the  background layer and use this layer to play with the curves 
again.

CONVERTING BLACK AND WHITE IMAGES USING ITERATIVE SELECTIVE 
GRADIENT MASKS – iSGM

CONTENTS

JULIA ANNA
GOSPODAROU

Contributor:



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 354

BLACK AND WHITE POST PROCESSING USING iSGM CHAPTER 28

BLACK AND WHITE POST PROCESSING USING iSGM

JOEL
TJINTJELAAR

This time I dragged the curve upwards to make the whites in zones 8/9/10 even brighter.
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16. After you have played with the curves and you have the high-
lights that you want in zones 8 to 10, then click OK, re-select the top 
layer, click on the layer mask and load the selection again: notice
that it pays off to invest time in the beginning to create a very accu-
rate selection and to save it. Invert the selection to select the water
and sky and use the gradient tool. Now I like to highlight only a part 
of the water, a small band where the focus should be. 

I want the highlights on a specific part of the water only and do not 
want to increase the brightness throughout the water area. Use of 
very selective contrasts is essential here to lead the eye of the viewer 
effectively to the parts of the image that you want the viewer to look 
at. To achieve this effect I use the Reflected gradient tool option in 
the gradient tool:
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17. Now apply the gradient in a small and specific part of the water
only and by using the gradient tool you are going to make sure that 
you will not see a very unnatural looking band of white in the water 
but one that is smoothly merged with the rest of the water. This is
how it looks in Mask Mode.
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…and in normal mode. 

It is looking better now. You can add some silver toning in SEP2 (usu-
ally 16-18% in SEP2, 3 or 4% in SEP1) and do some additional dodg-
ing, burning or whatever it is you would like to fine tune. 

In general, selective gradient masking techniques are unparallelled 
when it comes to merging several larger parts of an image with dif-
ferent tonalities together in a smooth and very natural looking way 
with a transition from the darker parts to the lighter parts in an in-
credibly subtle way. Dodging and burning is very useful for adding 
highlights or shadows in the more detailed elements of an image. 
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Luminosity masking is a very popular technique giving superior con-
trol in increasing highlights or shadows in an image. The luminosity 
masking technique also automatically creates and saves the selec-
tions that you have created with the luminosity masks. The selec-
tions that are created by creating luminosity masks are so incredibly 
subtle that the transitions from selected parts to non selected parts 
are almost or completely invisible to the eye. In some cases you do 
not see the ‘marching ants’ but they are really there, only invisible 
due to the subtlety of the selections. The only downside of luminos-
ity masks is that they are based on the intensity of pixels in an image 
(highlights or shadows or midtones) and contrary to the normal se-
lections created with the quick selection tool for example, they are 
not based on the shapes of a subject in your photo. 

Creating presence and depth in a building for example is possible 
with luminosity masking but it is pre-dictated by the original place-
ment of the highlights and shadows; whereas in my view on fine-
art photography as an art form, the artist should dictate where he 
wants to place the highlights or shadows, or he may even decide to 
make black what was originally white or vice-versa by  altering the 
tonal relationships. 

However, when you combine luminosity masks with regular selec-
tions based on the shapes or lines of a subject in your image you can 
increase the control over your black and white photograph in a way 
that is very powerful.

Luminosity masks are easily created by going to the channels tabs, 
click CMD+the RGB icon (or CTRL+RGB icon) which will result in a 
bright selection. Then save that selection as ‘bright’. While the se-
lection is still active, load the saved bright selection and intersect 
it with the current active selection. This results in a selection that 
reveals only the even brighter parts. Save that as ‘brighter’ and while 
the brighter selection is still active, load the saved brighter selec-
tion and intersect again. Which again results in an even  brighter 
selection. Save that as brightest. You can repeat this a few times till 
no brighter parts can be selected anymore. The same can be done 
for shadows by inverting the bright selection, save it as ‘dark’, load 
the dark selection while the current dark selection is still active and 
intersect it and you have a ‘ darker’ selection, and so on as with the 
bright selections until you cannot create any darker ones. If you look 
at the channels you will see the saved selections there: white reveals, 
black conceals and you will see that the selections are so refined that 
it is impossible to create finer selections than that.

iSGM 2.0 - THE ADVANCED  VERSION OF iSGM 
- COMBINING LUMINOSITY MASKS WITH SELECTIVE GRADIENT MASKING
FOR A SUPERIOR CONTROL OVER THE IMAGE

MY VIEW ON 
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AN ART FORM, IS 
THAT THE ARTIST 
SHOULD DICTATE 
WHERE HE WANTS 
TO PLACE THE 
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SHADOWS
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An example of a luminosity mask in which you can see the selec-
tion for the ‘brightest’  part of an image. Notice the subtle transitions 

from revealed to concealed parts of the image. Impossible to create 
with normal PS selection tools.
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I will try and demonstrate an example of how the very subtle luminosity mask 
selections can be used with normal selections with the iSGM method to have su-
perior control over any black and white image. 
Suppose that I want to give the dome in the Sacre Coeur photo more presence 
and depth. 

I would first create several normal selections in Photoshop of all the elements in 
the photo, including the dome that I want to work on. Notice the marching ants in 
the left medium size dome: very straight forward. Also note the many selections 
in the channel tab.

SACRE COEUR NORMAL SELECTION 
LEFT DOME
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If you switch to Quick Mask mode (for editing and refining your selections) you 
will see how straightforward the selection is: it is either red (not selected) or trans-
parent (selected). 

There are no red values in between. It is an accurate but very hard selection con-
sisting of the exact contours of the dome that I want to isolate to give it more 
presence and depth.

SACRE COEUR NORMAL SELECTION 
LEFT DOME QUICK MASK MODE
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Then I am going to load the luminosity ‘dark mask’ selection that I created earlier 
in the process. You can either create the luminosity masks from the original color 
photo or from a basic converted black and white photo. Depends on the effect 
you want to achieve.  White reveals, black conceals. Notice that you cannot create 
a luminosity mask from just a single element in the photo like the dome to iso-

late that part for editing. But here is where the normal selections are very useful. 
Notice also the incredibly subtle selections: it is not just black (conceals) or white 
(reveals) but many other tonal values in between to give superior control over 
highlights or dark tones.

SACRE COEUR LUMINOSITY
DARK MASK SELECTION LEFT DOME
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Having both the dark luminosity mask and the normal selection of the left dome, 
I can now first load the dark luminosity mask and then load the normal left dome 
selection and intersect it with the earlier loaded luminosity mask selection to 
have the left dome isolated and to reveal and edit the darker tones only. 

The result is visible in marching ants in the left dome that separates the dark tones 
from the brighter tones in the dome in a very subtle way in a very isolated section 
of the image only.

SACRE COEUR LUMINOSITY DARK MASK SELECTION INTERSECTED 
WITH NORMAL SELECTION FOR THE LEFT DOME
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Looking at the intersected normal selection with the dark luminosity mask in 
Quick Mask Mode the subtlety of the selection is very well visible: there is not 

only one dark red or a transparent tone, but so many variations of red in between.

SACRE COEUR LUMINOSITY DARK MASK SELECTION INTERSECTED 
WITH NORMAL SELECTION FOR THE LEFT DOME IN QUICK MASK MODE

CONTENTS



© JULIA ANNA GOSPODAROU & JOEL TJINTJELAARFROM BASIC TO FINE ART BLACK AND WHITE PHOTOGRAPHY - ARCHITECTURE AND BEYOND 365

BLACK AND WHITE POST PROCESSING USING iSGM 2.0

Having such an accurate and subtle selection of an isolated element 
in the photo provides you with great control over each element in 
the photograph. Add to that the subtle tonal gradations using the 
gradient tool, used in masks to merge different tonal values or ob-
jects in separate layers, and applied to individual sections, and you 
can imagine how powerful your control of every square inch of the 
photograph will be when using the iSGM method: a very powerful 
and sophisticated black and white conversion method suitable for 
the digital day and age we live in.

SUMMARIZING iSGM 2.0

– Create normal accurate selections to isolate elements in your im-
age based on shapes, lines or zones

– Create bright and dark luminosity masks to have selections based
on the light intensity of pixels in your photograph, independent of
shapes or lines for subtle transitions of merged layers

– Intersect normal selections with luminosity mask selections to
isolate an element in your photograph and add subtle transitions
in tonal values or elements from merged separate layers using the
mask tool

– Use the gradient tool for even more subtle transitions between dif-
ferent tonal values or elements from merged separate layers using
the masking tools

– Use traditional dodging and burning tools to highlight or darken
smaller detailed sections in your image only: finishing touches

TIPS AND OBSERVATIONS

TIP

Having complete control over your image starts with having a pre-
visualized image in your mind and then knowing what selections 
need to be created and how to combine them effectively. Invest 
time in determining that first.

MORE GENERIC TIPS

1. Expose to the right. You can create the darkest of dark tones
from an image that has been overexposed, but it is much harder, if
not impossible to create beautiful bright whites from an underex-
posed image.

2. Contrasts – not global contrasts but selective contrasts make an
image powerful.

SUMMARIZING iSGM 2.0

BLACK AND WHITE POST PROCESSING USING iSGM 2.0 CHAPTER 29 SUMMARIZING iSGM 2.0
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1. Vision is quintessential. You need to know in advance how you 
want the final result to look. Sometimes I have an idea but it is not 
‘complete’ yet. What I do then is just take a look at the presets in 
SEP2 or  Topaz BWE2 and pick one that I really like and start playing 
with the sliders if necessary. It has happened more than once that a 
specific preset has inspired me to go in a specific artistic direction. 
Or you can go and take a look at similar images. What is it that you 
like or do not like? ‘Steal’ what you like.

2. Creating an image that wins awards takes dedication and 
time, especially time. Take the time to let an image settle in your 
eyes and mind. What I often do is work on an image on one day, let 
it rest for a while and take a look at it another day. Then work on it 
again, let it rest, take a look, let it settle. If I still like an image after 
working 5 days on it then it has potential. I would never ever create 
an image in just one day even if I could. The artistic result needs time 
to ripen, to grow, to settle.

3. If you master these techniques – and really they are simple 
techniques – especially in combination with the luminosity masking 
techniques, you can realize every single vision that you could pos-
sibly have in a beautiful Black and White print. 

VIDEO TUTORIAL

If you would like to know more about the iSGM technique in an ex-
tensive step-by-step video tutorial format then there’s  the opportu-
nity to purchase my Black and White Masterclass video tutorial at the 
following website address:

https://sites.fastspring.com/fototv/instant/longexposureworkflow 

NOTES

BLACK AND WHITE POST PROCESSING USING iSGM 2.0 CHAPTER 29 NOTES
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The price list presented in this section is a combination of various 
pricing guidelines that are currently being used by photography pro-
fessionals all over the world, to which I have added my take based on 
my own personal experience with various international professional 
photography projects. The list is purely meant as a guideline for you, 
the professional photographer who wants to have an idea how to 
price his photographic efforts,  nothing more or less. Do not expect 
that every client will pay the indicated prices or anything close to it.

Sometimes you are lucky and you will get something close to the 
prices indicated and, even rarer, on some occasions you can get 
more, especially if you are dealing with a large, globally operating 
client, and you are an established name yourself. At that point it is 
easier to get the prices as listed in the following pricing lists.

The prices that you will see may sometimes look academic but I will 
try to give you a few practical pointers on how to use these guide-
lines in daily practice when a client approaches you with an assign-
ment and asks for a quote.

PRICING YOUR PHOTOGRAPHY ASSIGNMENTS

First of all you have to break down the assignment into activities and   
licenses.

Activities could be:
1. Shooting on location
2. Post processing of images
3. Hiring assistants and/or equipment
4. Expenses for travelling, fuel and hotel accommodation

Try to determine how many hours you will need for these activites 
and determine a rate per day. Usually the processing of images can 
be set at a lower rate than the actual shooting on location, since this 
is an activity that can be done from the comfort of your own home 
and is physically less demanding. Of course there are photographers 
for whom the post processing part is the most demanding: intellec-
tually, artistically and even physically. Usually those photographers/
artists are established names with a reputation for their easily recog-
nizable signature post processing and they can ask a rate that can be 
even higher than the actual and physical shooting.

Licenses could be:
A. Unlimited licenses
B. Limited licenses
C. Exclusive and non exclusive usage

There are a lot of variations in licenses, but always keep in mind 
that most clients are only looking for a typical usage of an image 
for which the client will be licensed. A client seeking to obtain the 
copyrights of an artist is a very rare eventuality.

Never sell your copyrights!

I will strongly recommend to never consider selling your copyrights 
and transferring it to a client. Only sell licenses for usage of an im-
age. Licenses can be limited to a specific usage, e.g. for 1 year only, 
or for use on a website only. Licenses can also be exclusive, e.g. only 
a specific client can use the images, limited or unlimited.
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A financial quote therefore usually has the following compo-
nents as a minimum:

1. A calculation of the hours needed for the activities like shooting
on location. Try to round up to working days of 8 hours and set a
rate for that.

2. A calculation of the hours needed for the post processing; also
round up to working days and determine a rate per day. Usually the
rate for post production work is lower than when doing a photo-
shoot on location.

3. A calculation of your charge for  the image based on the type of
license and the rate per license.

4. A calculation of the costs for travelling, fuel, hotel accommoda-
tion and food.

This is the minimum for most financial calculations and obviously 
you can extend these with additional expenses like hiring assistants 
and specific equipment. Rates for shooting locally are usually low-
er than rates per day for shooting abroad. Simply because shoot-
ing abroad requires more strict planning and preparation, and also 
takes into account additional unforeseen material and immaterial 
efforts (e.g. being away from the comfort of the family and home for 
a longer period of time, jet lag, stress level increases when working 
in an unknown location and language that you are not familiar with). 
You can find the suggested rates to use for the aforementioned cal-
culations in the tables that follow in this section.

Finally, it is good to note that companies that represent A-brands or 
operate globally, usually have a bigger budget and even hire sepa-
rate advertising agencies to work with the artist/photographer. It 
seems logical that these clients are often more likely to pay a price 
that is in line with the suggested pricings in this guideline. Be aware 
of that and make sure that whenever you start negotiations to do a 
proper research first and know what type of client you are dealing 
with. Sometimes you have to adapt and adjust your financial expec-
tations to meet the budget of a smaller client, but at the same time 
it is important to stand firm and not give away all the hard and time 
consuming effort you put in for the client, for a bargain.

The pricing guidelines are presented in tables in the most common-
ly used categories and therefore not limited to those mentioned 
only. If you need a specific category not mentioned in the tables, 
then the best way is to find a category that comes closest and try to 
extrapolate from there.

Note 1: The prices presented are prices from April 2014. Prices will be 
corrected for inflation each year to a level amounting to between 5 to 
8% of the original value.

Note 2: Prices are only presented in the euro (EUR) currency, but if you 
need the price in USD then it is recommended to not convert the prices 
using the rate of exchange, since most prices in USD in the USA have a 
1:1 relation with EUR prices in Europe, despite the higher value of the 
euro on the global market. This does not apply to other currencies.
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 ALL PHOTOGRAPHY RELATED LABOUR ASSIGNMENTS
 (SHOOTING, POST-PROCESSING, ETC.)

RATE PER DAY 
(BASED ON 8 HOURS, EXCLUDING TRAVEL & HOTEL EXPENSES)

Domestic assignments  € 800 - 1,000

Regional assignments € 1,000 - 1,200

International assignments abroad  € 1,200 - 1,500

UNRESTRICTED LICENSES RATE PER YEAR

All types of usage € 6,350.00

All types of usage but non commercial € 2,570.00

ONLY commercial (ads, billboards, etc.) € 4,150.00

All above mentioned prices are applicable to usage for a 1 year license

Exclusivity for 1 single branch + 50%

Complete exclusivity + 100%

* ALL PRICES ARE IN EURO AND SIZES IN CM. 
IF YOU NEED THE PRICES IN USD THEN DO NOT CONVERT BUT USE THE SAME AMOUNT IN USD.
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NEWSPAPERS, NEWS MAGAZINES, DOOR TO DOOR 
AND OTHER PAPERS

Diagonal Size Small
(<10cm)

Medium  
(10-25cm)

Large
(25-50cm)

Edition up to 
30,000

€ € 100  € 132  € 460

50,000 € € 104  € 160  € 560

100,000 € € 108  € 168  € 584

200,000 € € 130  € 202  € 700

300,000 € € 157  € 242  € 840

500,000 € € 188  € 290  € 1007

1,000,000 € € 240  € 370  € 1280

Photo on front 
page of 
newspaper

+ 100%

Photos on front 
page of a 
section

+ 50%

Press agencies per photo € 360

* Prices in EURO - for USD do not convert but use as is in USD.

MAGAZINES, MONTHLIES, WEEKLIES,  GLOSSIES, JOURNALS, 
ILLUSTRATED, NEWS MAGAZINES

Diagonal Size Small
(<10cm)

Medium  
(10-25cm)

Large
(25-50cm)

Edition up to 
20,000

€ € 146 € 225 € 783

 30,000 € 160 € 247 € 861

50,000 € 176 € 272 € 947

100,000 € 193 € 299 € 1,042

200,000 € 222 € 344 € 1,198

300,000 € 255 € 395 € 1,377

500,000 € 293 € 454 € 1.583

1,000,000 € 351 € 545 € 1,900

2,000,000 € 405 € 625 € 2,185

3,000,000 € 465 € 720 € 2,512

5,000,000 € 535 € 828 € 2,890

Photo on the 
cover

+ 100%
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CALENDARS FOR CONSUMERS

Diagonal Size Small 
(<25cm)

Medium  
(25-50cm)

Large
(50-75cm)

 Edition up to 
5,000

€ 280 € 420 € 580

10,000 € 320 € 480 € 660
20,000 € 360 € 550 € 760
30,000 € 410 € 620 € 860
50,000 € 470 € 710 € 990

100,000 € 540 € 800 € 1,130
200,000 € 610 € 930 € 1,300
300,000 € 700 € 1060 € 1,490

Re-use cover 
photo inside

50% off the second use

* Prices in EURO - for USD do not convert but use as is in USD.

CALENDARS FOR BUSINESS AND ADVERTISING

Diagonal Size Small 
(<25cm)

Medium  
(25-50cm)

Large
(50-75cm)

 Edition up to 
5,000

€ 340 € 520 € 720

10,000 € 390 € 595 € 825
20,000 € 445 € 680 € 950
30,000 € 510 € 780 € 1,080
50,000 € 580 € 900 € 1,250

100,000 € 665 € 1,025 € 1,430
200,000 € 760 € 1,175 € 1,640
300,000 € 870 € 1,350 € 1,880

Re-use cover 
photo inside

50% off the second use
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OUTDOOR ADVERTISEMENTS: BILLBOARDS, POSTERS

Diagonal Size Small 
 (<100 cm)

Medium  
(100-250 cm)

Large
(250-500 cm)

 Edition up to 
1

€ 430 € 720 € 1,500

5 € 500 € 840 € 1,730
10 € 520 € 880 € 1,820
20 € 550 € 920 € 1,900
50 € 600 € 1,010 € 2,100

100 € 640 € 1,060 € 2,200
500 € 730 € 1,220 € 2,550

1,000 € 770 € 1,280 € 2,670
2,000 € 800 € 1,350 € 2,810
5,000 € 880 € 1,480 € 3,080

* Prices in EURO - for USD do not convert but use as is in USD.

CATALOGS, ADS, BROCHURES, LEAFLETS, 
PRINTED TEXTILES, PACKAGING

Diagonal Size Small 
 (<20 cm)

Medium  
(20-50 cm)

Large
(50-100 cm)

 Edition up to 
1,000

€ 240 € 340 € 510

2,000 € 260 € 380 € 580
5,000 € 350 € 500 € 760

10,000 € 400 € 570 € 880
20,000 € 460 € 650 € 1,000
50,000 € 600 € 850 € 1,320

100,000 € 680 € 980 € 1,520
200,000 € 780 € 1,120 € 1,740
500,000 € 1,030 € 1,480 € 2,290

1,000,000 € 1,180 € 1,700 € 2,630

2,000,000 € 1,350 € 1,950 € 3,030

5,000,000 € 1,780 € 2,570 € 4,000

10,000,000 € 2,040 € 2,950 € 4,590
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BOOKS (PRICES PER PRINTED LANGUAGE)

Diagonal Size Small (<13cm) Medium (13-25cm) Large (25-50cm)

 Edition up to 2,000 € 140 € 190 € 480
5,000 € 160 € 230 € 580

10,000 € 180 € 250 € 640
20,000 € 200 € 270 € 700
50,000 € 230 € 320 € 840

100,000 € 250 € 350 € 920
Photo on cover +100%

* Prices in EURO - for USD do not convert but use as is in USD.
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INTERNET WEBSITES WITH INTERNATIONAL DOMAIN NAMES
(.COM, .ORG) - PRICES AND PHOTO ON HOMEPAGE

Size in pixels 100x150 200x300 400x600

 Duration: < 1 month  € 340  € 410  € 480
< 6 months € 520 € 620 € 740
< 1 year € 650 € 770 € 920
> 1 year € 800 € 960 € 1,150
Not on homepage -25%
Not an international domain name -25%
Websites  without own  domain name
(e.g. ww.<host-provider>/<user>/)

-50%

* Prices in EURO - for USD do not convert but use as is in USD.
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CD, DVD, VIDEO AND GAME  COVERS AND ALBUM ARTWORK

Cover type Front cover Back cover Inside

 Edition up to: 3,000 € 580 € 390 € 220
5,000 € 640 € 430 € 240

10,000 € 700 € 470 € 260
20,000 € 770 € 510 € 290
30,000 € 850 € 560 € 320
50,000 € 930 € 620 € 340

100,000 € 1,020 € 680 € 370
200,000 € 1,150 € 770 € 420
500,000 € 1,400 € 950 € 580

1,000,000 € 1,800 € 1,200 € 770

* Prices in EURO - for USD do not convert but use as is in USD. 
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BLACK AND WHITE LONG EXPOSURE MASTERCLASS VIDEO TUTORIAL BY JOEL TJINTJELAAR
This is a video  tutorial created by Joel Tjintjelaar in association with FOTOTV.com (world’s largest pho-
tography  related WebTV). The tutorial  was released in May 2013 and is Joel Tjintjelaar’s first video tutorial 
series. This video tutorial will guide you step-by-step through his Black and White workflow using his 
own method of iterative Selective Gradient Masking or iSGM. At the same time Joel gives you a look on 
how he approaches architectural and landscape photography using long exposure techniques. The video 
includes an exclusive interview with Joel.

CREATING (EN)VISIONOGRAPHY VIDEO TUTORIAL BY JULIA ANNA GOSPODAROU - LONG EXPO-
SURE, ARCHITECTURE AND BEYOND 
In almost 3 hours of rich video content,  Julia Anna Gospodarou is exploring the depths of fine art pho-
tography, explaining how you can create a photography based on your own vision and representation 
of the world, how you can be authentic in your work and move from creating simple photography to 
creating fine art photography. The video contains detailed analysis of how to work with long exposure 
photography and architecture photography, giving you an insight into Julia’s thinking process and meth-
ods of creation, also guiding you step-by-step on how to apply in practice everything she does to create 
award-winning photographs, through hands-on case studies and direct descriptions. The video tutorial 
is accompanied by a 50-page eBook presenting Julia’s processing method Photography Drawing (PhtD) 
demonstrated in practice on one of her gold award-winning photograph. 
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FORMATT-HITECH – LEADING FILTER RESEARCHING AND MANUFACTURING COMPANY
Formatt-Hitech are a boutique filter manufacturing company whose products are truly revolutionary and 
which differs from other filter manufacturers in many areas, such as using the highest quality materials and 
supplementing their manufacturing activity by a very serious scientific activity to study the best solutions 
in creating filters. They create the IRND and the Firecrest IRND filters, two major innovations in the world 
of ND filters and they are also the creators and producers of the Joel Tjintjelaar Filter Kit, out favorite ND 
filters and and those of many other photographers also. Formatt-Hitech produces not only ND filters but 
a very large range of filters for photography and cinematography used extensively all over the world. We 
warmly recommend the Formatt-Hitech filters to any serious B&W photographer and to any photographer 
working with long exposure.

PROSTOP IRND LONG EXPOSURE KIT – JOEL TJINTJELAAR  SIGNATURE EDITION
The ProStop IRND Long Exposure Kit, Joel Tjintjelaar Signature Edition, introduced in September 2013, is 
the result of a collaboration between Formatt-Hitech filters and B&W Long exposure expert Joel Tjintjelaar. 
The kit with his name contains three densities of ProStop IRND (3, 6 and 10 stops) and is designed to allow 
photographers to easily shoot exposures of 5 minutes and longer to create a more ethereal and very subtle 
look to your long exposure images. The ProStop IRND has been called the most neutral dark ND in the 
world. The neutrality comes from the perfectly even reduction of light from all spectrums including visible 
light and infrared. ProStop IRND stops the infrared contamination that causes digital artifacts, meaning that 
your RAW images are more suitable for the heavy post production required in creating fine art images. The 
ProStop IRND also stacks beautifully with other filters.

FIRECREST FILTER HOLDER KIT – FEATURING JULIA ANNA GOSPODAROU’S PHOTOGRAPHY 

The Firecrest 100mm Holder Kit, introduced in September 2016, came as an answer to the needs of the 
photographers who, like us, shoot long exposures with extended exposure times and need a better light-
proof  of the filters to avoid light leaks, which can be a serious problem when shooting long exposure. The 
holder is the best choice for those shooting long exposure with square filters, being an advanced solution 
for avoiding light leaks. The kit is constructed with different sealing elements, like the revolutionary top 
and bottom covers and the built in low-profile gasket, so the filters mounted inside are light-proof on the 
edges, where the light leaks occurs. The holder comes with a top of the range Firecrest 82mm multicoated 
polariser, one of Julia’s favorite filters except for the neutral density filters, that can be attached or detached, 
depending on the case. 
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TOPAZ LABS – LEADING SOFTWARE CREATING COMPANY
Topaz Labs is one of our favorite software companies when it comes to digital processing. It is one of the 
best tools that you can use to create (en)Visionography and we can recommend it warmly to anyone working 
B&W, architectural and other photography. Our favorite Topaz plugins for B&W and architecture are: B&W Ef-
fects for converting to B&W, Topaz DeNoise, a very powerful but subtle noise reducing software, and the two 
plugins to use to increase sharpness and definition in your images: Topaz Detail and Topaz Clarity. Also for 
working with selections, Topaz ReMask is one of the best tools you can use in combination with Photoshop. 
Besides creating great pieces of software, Topaz is also very active in supporting the photography community.  
TOPAZ LABS DISCOUNT - Topaz Labs offers to the readers of this book 15% discount any plugin or the entire 
collection. You can obtain them by using the code JULIAG to order from Topaz Discount. 

TOPAZ CLARITY TOPAZ DETAIL TOPAZ ReMASKTOPAZ DeNOISE

TOPAZ B&W EFFECTS
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DxO NIK COLLECTION – SILVER EFEX PRO 2
DxO NIK, created from the former NIK Software company has kept all the initial NIK plugins, among 
which our favorite is Silver Efex Pro, and it has added a new one, Analog Efex Pro. Silver Efex Pro, the 
best known NIK plugin, has a great feature called Control Points and this is the main reason why we like 
it. NIK Silver Efex Pro could be a very good addition to Topaz B&W Effects if you want to try a different 
system to work on your B&W conversions and is a plugin that we have used in the past with great results.

DxO LABS – SOFTWARE AND CAMERA TESTING COMPANY
DxO Labs is a software and camera testing company and we are featuring them here especially for their 
software which is covering different aspects of processing, but what we like best is their DxO ViewPoint 
plugin for architectural photography, a plugin that helps to correct the deformations a wide angle lens 
introduces, and the DxO FilmPack, a software that brings the feel of film to digital photos. Our favorite 
presets are the ones covering different types of B&W film and DxO Optics Pro, an all-around editing 
program with many available  features.

DxO Optics Pro DxO FilmPack DxO ViewPoint 2
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PHOTOGRAPHY INSPIRATIONS

BEST WORLDWIDE PHOTOGRAPHY

SMUGMUG – PHOTOGRAPHY HOSTING AND SHARING SERVICE AND WEBSITE
SmugMug is a photography hosting and sharing service and  website that works in a very professional 
but also friendly manner with the photographers whose work they host. They offer a multitude of ser-
vices that cover perfectly the needs of the fine art photographer, or any type of photographer, amateur 
or professional. Not only is SmugMug a very professional community but they also support photography 
worldwide through different actions, such as sponsoring workshops or promoting the work of the pho-
tographers they work with. Last but not least, the entire SmugMug team is extremely helpful and friendly 
while highly efficient. A pleasure to work with, if you ask us.

CAMERAPIXO – PHOTOGRAPHY MAGAZINE AND PHOTOGRAPHY RELATED SERVICES
Founded and lead by Anetta G. and Artur J. Heller, Camerapixo is a monthly independent photography 
magazine that is issued in electronic and printed version and has a reach of 200.000 readers around the 
world. It is one of those publications that you will admire but also feel very close to if you are a pho-
tographer. Having an unique point of view and always featuring the best photographic creations. The 
Camerapixo team is also very active in promoting the artists and in providing other services for them. 
Camerapixo is not only a magazine, it also creates designs for books, websites, portfolios and other types 
of visual presentations. Besides being one of Camerapixo leaders, Artur J. Heller is also a very talented 
and creative graphic designer who has also created the graphic design of this book, so you can see the  
high level of professionalism of the people behind the name Camerapixo.

ADORAMA – A CAMERA STORE AND MUCH MORE
Everyone knows Adorama and many of you already use it as your main camera store. We can only agree 
with you and add that Adorama not only sells photography equipment but also has a great collection of 
tutorials and photography training videos that we highly recommend if you want to get better in tech-
nique and (en)Visioning your creations. You can find this extensive collection of photography material 
at Adorama TV.
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A FINAL CONSIDERATION

We want to thank the readers for purchasing this book and we hope you’ve enjoyed it and that this 
book will find its place among your favorite art and photography books.

Since we aim to update or improve this book whenever the need arises, we would like to encourage 
you to leave a comment on our websites:

www.juliaannagospodarou.com and  www.bwvision.com

Thank you and stay true to your inner voices and visions!

(en)Visionographers
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