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© Brian Ulich. Six Flags Mall from the series Dark Stores, 2009. Variable dimension. Chromogenic color print.



within the scenc, contrast can be pushed to the other extreme
Either way, post-cxposure corrections are often necessary. Low
levels of light translate into long exposures: a tripod, 4 higher

1SO setting that increases digital noise or film graininess

scction on Long Exposures and Digital Aberrations on page

49), or additional lighting may be nceded to make the desir
picture. Despite these issues, dim lighting conditions can be
visually compelling due to the atmosphere of mystery generated
by unusual colors and lack of detail that spark the inagination.

DSLRs have an image adjustment control for altering the ins

contrast and brightness at the time of exposure, Altering the tone
curve can control image-contrast, the relationship between the
disribution of light and dark tones. This is sometimes referred to
1 tone compensation. DSLRs offer a host of contrast manage-

ment options. The Automatic or default option optimizes the

contrast of cach expostire by sclecting a tone curve to match the

situation. Normal uses the same curve setting for all images. Low

contrast prevents highlights from being washed out in direct sun-
light. Medium-Low contrast produces slightly less contrast than
Normal. Medium-High produces slightly more contrast than
Normal. H

ations such as in a foggy

gh contrast can preserve detail in low-contrast situ-

ndscape. Some cameras allow the
2 unique look. RAW

creation of a custom tone curve to deliv
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shadows and highlights presented a challengg

he image by using a handheld
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users will adjust their contrast later, using post-processing soft-
ware, rather than in the camera. The contrast of film can be

managed slightly by altering the choice of film stock and the

time of the first developer, Finer control is possible by scanning

the filim and then using image software 1o make adjustments

Light Metering

M n; S

Metering the subject is another way to determine proper expos-
ure. When in doubt about where to take an exposure reading,
decide what the principal subject is in the picture and take a
reflected reading from it. For instance, when making a portrait,

son or zoom in and ke the meter reading

o up to the p
directly from the face. When photo;
fused, even light, an overall meter reading can be made from the
camera position. If the light is hard (not diffused) or dircctional,
the camera meter can be pointed up. down, or sideways to em-
phasize the sky, the ground, the highlights, or the shadows. In

aphing a landscape in dif-

this situation bracketing is recommmended.
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Exposing for tonal variations is another method that can be used

arcas of cither

in caleulating the exposure, A scenc b

k or light tones can give incorrect information if the exposure

is based on a single reading. When photographing a general out-

door scene, taking two manual light meter readings—one cach

from key |
gether can deliver a correct exposure. For example, suppose
you are photographing a landscape late in the day. when the sky
is brighter than the ground, and detail needs to be retained in
both arcas. Firse, meter a critical highlig
sky, in which detail s required. Let's say the reading is £/16 at
1/250 of a second. If the exposure was made at this setting, the
sky would be rich and deep, but detail in the ground would be

hlight and shadow areas—and then averaging them

in this case the

lost and m
meter reading from a key shadow area of the ground. Say it
i /5.6 at 1/250 of a second. This would provide an excellent
rendition of the ground, but the sky would be overexposed,
completely desaturated of color and with no discernible detail
To obtain an average reading, meter the highlight (sky) and the
shadow (ground) and halve the f-stop difference between the
two readings. In this case, an average reading would be about
/8-1/2 € 1/250 of a second. It is permissible to sct the aperture
in between the f-stops. though DSLRs display the actual f-stop
number, such as {75, 79, 710, and so on. The final result is a
compromise of the two situations, with acceptable detail and
color saturation in each area. Bracket your exposures to ensure
the result you desire. Ofien one will favor capturing highlight

ght appear as a vast black area. Second, take another

detail instead of shadow detal, as overexposed “blown out
highlights are gone forever

If the subject being photographed is either a great de:
darker or lighter than the background, such as a dark-skinned
person against a white background or a fair-skinned person
against a black background, averaging will not provide good




When photographing under foggy conditions the diffused light can tend to have a cool (blue) cast. To bring out warmer tones, shoot n the late
sftermoon of in the early morning, as Steven P. Mosch did with this image shot at sunrise.

©Steven P. Mosch. Trees and Fog, Spring Island, SC, 2002. Variable dimensions. Inkjet print

Tog and Mist

Fog and mist diffisse the light and tend to provide monochro-
natic compositions. The light can tend toward the cool (bluc)
ide. If this is ot a

cptable, alter your white bakmce, use an
$1A warming filter, or photograph in the carl

v morning or late
siternoon when there is the chance to catch some warm-colored

If the sun is going in and out of the clouds, wait for a
moment when a shaft of light breaks through the clouds. This
can create drama and break up the two-dinensional flatness that
these cloudy scencs often produce.

Because the light is scattered. both colors and contrasts are

e softer and subtler. If you want a sense of depth in the mist

v ot to fill your frame completely with it. Attempt to offsct

twith a dark arca. To capture mist, expose for the highlights or
an incident light meter. Bracketing is crucial.

In fog, tal

reading from your hand in light similar to that

ich i on your subject. Then overexpose by ¥ to one f=stop
depending on how intense the fog happens to be. Bracket a
eview your exposures.

Ran
Commonly, rain tends to mute and soften color and contras

while bringing glossy refiections into play. Include a warm
accent if

ntrast or depth is de

red. The shutter speed s im-
portant in the rain. The faster the speed. the more distinet the
saindrops will appear. At speeds below 1/60 of 4 sccond. the
drops blur. Long exposures will scem to make them disap-
car. Experiment with different shutter speeds to see what
sou can achieve. Review and make adjustments as you go.
The aficrcficets of rain can make certain colors
more vibrant.

nd surfaces

When working in wet conditions, keep your camera in a
plaic bag with a hole for the lens. Use a UV filter to keep the
ot of the lens dry. Hold the camera inside your jacket when it
is not being used. Ifare going to be consta geta water
proofbig to hold your cquipment. Camping stores scll inexpen-
ave plastic-bag cases that will allow you to photograph in wet
conditions without worrying about ruining the
bundanina to wipe off any excess moisture.
produce underwater
eamers in difficult w
0 the controls

amera, Carry

Some manufacturers
amera housings and/or cascs to proect the
ather conditions while allowing fre

Dust

Dust can be a bitingly painfl experience to a photographer and
pment. Use a UV filker, plastic bag, and lens hood to protect

o shoot this scene, Brian Ulrich made a 30-second exposure
around midnight in an empty parking fot. His biggest challenge was
dealing with the elements. He was able to overcome the elements “by
using the trunk of the car to block the snow and rain from hitting the lens
and also shielding the camera from the wind.” Ulrich began this series

to analyze the intersection of consumerism and patriotism shortly after
September 11, 2001, amidst threats of economic collapse. Ten years later,
he tells us, “In the recent economic downturn some of the very stores |
photographed at the beginning of the project are now emptied and laid
barren in the hulking empty architecture of the big box mall or store.”

© Brian Ulrch. Linens’ N Things, from the project Copia, 2009. Variable
dimensions. Chromogenic color print

the camera. Avoid changing lenses or opening the camera back
in dusty situations. Dust s the bane of dig

tal sensors, producing
ted spots and specks, so avoid changing lenses or opening
the camera back in dusty situations or you may need to have
your camera professionally cleancd.

Use the same shutter speed guide for snow (see page 88)
to help determine how the duse will appear. Dust in the sky can
produce astonishing atmospheric

unw.

o

. If turbulence is to be
shown, expose for the highlights. This causes the shadows to go
dark and the clouds will stand out from the sky. A polarizing
ter may be used to darken the sky and increase color saturation
If detail is needed in the foreground, use the camera to meter for
one-third sky and two-thirds ground, and bracket one
her direction.

stop in
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