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BY KATERINA CIZEK

Photos are the fi rst thing you notice in a 

student paper.

The photo catches your eye and leads to 

you the cutline, which leads you to the 

headline, which leads you to the lede. 

By that time, you’ve decided whether or 

not to read the story.

But photos are often the last thing that 

editors at student papers think about.

Let’s face it, student photojournalism is 

rarely what it’s hyped up to be. Student 

newspapers rarely cover spot news, and 

even more rarely is there a volunteer 

photographer with a camera ready to 

jump on public transit to get to it.

The best student journalism tends to 

focus on institutional analysis, so a lot 

of student paper stories just aren’t pho-

togenic.

However, there’s a lot you can do to add 

spunk to your department and bring 

photos into the pages of your paper. 

Here’s a few ideas to help start discus-

sion about why photos are important, 

and why photojournalism is inherently 

political.

MAKING IT WORK

Establishing the kind of look you want 

for your paper is the fi rst step since 

this will set the tone of your photog-

raphy. Are you about having a legion 

of photographers to gather spot news 

and candids or are you about having 

fewer, more talented, photographers 

who will gather high quality images of 

specifi c events?  Is your paper in black 

and white or full colour glossy?  These 

details will set the tone for your photog-

raphers before they head out on their 

fi rst assignment.

Several alternative papers, such as 

Toronto’s Now, the Montreal Mirror, 

the Georgia Strait and the Village Voice 

have become successful at consensual 

portraiture. By this, I mean a medium 

close-up shot with a context and an at-

titude. This style offers great diversity 

in personality and composition with 

more esthetic results than a candid or 

fi le photo. It also delivers a face that not 

only consents but speaks for itself in 

the pages of your paper.

Other papers prefer to run the less 

posed podium photos or walkabout 

shots.  Discussing the ultimate ap-

pearance and tone of your paper with 

photographers, editors and production 

people will help to deliver a sense of 

purpose to your photographers.

FRAMING VS. FRAME-UP

Every time you take a photo, you’re in-

tervening in the micropolitics of your 

community. When you decide to shoot, 

you decide what and whom will appear 

in the photo. This is where your political 

judgment will come directly into play.

For example, when there’s a confl ict 

story, whose photo should appear in 

the paper?

At McGill University, for instance, stu-

dents were petitioning to get rid of a 

science professor because they claimed 

they couldn’t understand his accent. At a 

department meeting everyone thought 

it natural, at fi rst, to take a photo of the 

professor because he seemed to be the 

centre of the story.

But photographers later realized that 

identifying the professor was not nec-

essarily a good idea. because it could 

subject him to more harassment and 

supported the idea that the problem 

was the appearance (and accent) of this 

non-white professor rather than, say, 

the white anglophone students.

The person you choose to use to il-

lustrate a story subtly infl uences the 

point-of-view of the reader. If the story 

is about a confl ict between a developer 

and some neighbourhood activists and 

you only have room for one picture, 

who are you going to feature?

If it’s the developer, then s/he will seem 

like the main character in your story. 

If that’s what you want, then will it be 

a fl attering or unfl attering picture? A 

fl attering photo won’t make any sense 

printed beside a story that attacks the 

developer. On the other hand, if you 

shoot the activists in front of the homes 

they’re trying to defend, you help the 

reader identify the issue and, in turn, 

they become the central character in 

the story.

The photo says a lot about what your 

paper thinks about the story. So does 

the angle (from above or below?), the 

context (getting into their Mercedes or 

sitting in the cafeteria?), framing (in the 

centre, or “on the outside looking in”?), 

lighting (fully exposed or in the shad-

ows?) and tone (smiling, sombre, look-

ing silly, looking outraged?)

That’s why you, as a photographer, have 

to understand the story before you go 

to the session. Knowing what the story 

is about also gives you and your subject 

something to talk about while you take 

the pictures, making the shoot more 

natural.

The politics of photography
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If you can, talk directly to the writer. 

Writers often know more than copy 

editors about when the story is going 

to come in and exactly what the angle 

will be.

PUT A LENS CAP ON THAT GUN

Don’t ever forget that a camera is a 

weapon. You are responsible for it any 

time it’s visible — even when you’re not 

intending to use it. Cameras can intimi-

date people and raise a lot of suspicion. 

Bringing a camera into a situation where 

people’s lives will be affected by public 

exposure can be serious business.

For example, it’s not a good idea to 

shoot demonstrators who are partici-

pating in illegal activities unless you get 

permission. Otherwise they could think 

that you are an undercover cop. You can 

actually end up being one if your fi lm is 

confi scated.

On the fl ip side, I’ve shot police arrests 

with a camera with no fi lm. There’s a 

good chance cops might watch them-

selves a bit more if they think the eye of 

media is watching them.

With public fi gures whose responsibili-

ties beckon to have their faces attached 

to their words, it’s always possible to 

get a photo date. This often requires 

communication with your news de-

partment. It may mean sending the 

photographer before the reporter does 

the interview if you want the best shot. 

That way, the photo doesn’t depend on 

the reporter’s questions.

It’s also good to get lots of fi le photos, by 

sending photographers to meetings of 

all your campus and community who’s 

who. File photos are a must for student 

governments, faculty, administrators, 

the mayor, the minister of education, 

leading activists around town and cam-

pus.

Don’t ever think though that a public 

context automatically eliminates ques-

tions of privacy. Just because someone 

who’s gone through a personal crisis is 

walking down the street doesn’t mean 

you should take their photo. Does your 

paper really need photos of somebody 

whose house has just burnt down? 

What’s public and private is up to you. 

But if you’re unsure about the photo, 

ask. If the answer is no, put the camera 

away.

DEALING WITH VOLUNTEERS

Being photo editor doesn’t mean taking 

every photo in the paper. Getting cam-

eras into the hands of recruits and then 

getting them editing their own photos 

is only part of the job of a photo edi-

tor. You also have to get them back out 

again to meet and participate in the rest 

of the paper. 

Talk to your photographers about every 

story. Let them know what its about. 

Discuss possible photo angles — it can 

lead to important political and ethical 

debates.

Be careful not to intimidate new pho-

togs with numbers — technology is a 

numbers game. Photogs, possibly in-

cluding yourself, love to talk numbers: 

F-stops, shutter speeds and, especially, 

how long their lenses are. One way to 

fi ght that is to go way anti-number. It’s 

true that any fi eld is likely to collect 

its share of jargon, but numbers really 

aren’t necessary to understand the ba-

sics of photography. The trick to getting 

people to take better pictures techni-

cally is to get them to understand the 

physics of the camera, not to memorize 

numbers.

Help the photographers and writers 

keep in touch, particularly around con-

tent, but also about deadlines. There’s 

nothing worse than telling a photog-

rapher who’s busted their ass all after-

noon that you aren’t going to use their 

work because the story isn’t coming in.

By letting photographers get involved 

with the copy, you introduce them to the 

rest of the paper. It gives their work more 

dimension and makes them want to fi nd 

out more about why they’re taking the 

photo in the fi rst place. It may make them 

want to come to come to staff meetings, 

where they’ll learn more about all the 

other aspects of the paper. É

Katerina Cizek is a former photo editor 

of the McGill Daily.

The politics of photography2
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BY MATT FREHNER

Learning how to take photos can seem 

daunting at fi rst. This guide will intro-

duce you to the basics of photography, 

including loading your camera, com-

posing the perfect shot and the intrica-

cies of photojournalism. 

Being a photojournalist gives you the 

chance to photograph a wide variety of 

subject matter, access to professional 

equipment, and a group of like-minded 

individuals to learn from and with. 

Photography is a technological trade, 

but trust me, it will become clear with 

time. Always remember that there is no 

substitute for practice. The only way to 

become a good photographer is to pick 

up a camera and shoot heaps of pho-

tos.

THE BASICS

The fi rst step to making good pictures 

is knowing how to use your equipment. 

The only thing worse than missing a 

shot because you can’t fi nd the focus 

knob, is taking a great photo, only to 

realize later that it was horribly under-

exposed.

Though all cameras work differently 

and have their own little eccentricities, 

some things are standard whether you 

shoot Canon, Nikon, or Hassleblad.

The SLR: An acronym which stands for 

Single Lens Refl ex. The SLR lets the pho-

tographer see exactly what the camera 

sees, by refl ecting the light that enters 

the lens into the viewfi nder. This allows 

for maximum control over composition 

and focus, and it eliminates parallax er-

ror, which occurs when viewing your 

shot through another window (like in a 

point-and-shoot camera).

Most SLRs that you’ll fi nd in the student 

press are either 35mm, the standard 

fi lm that most of us are used to, or digi-

tal. Most fi lm SLRs have to be loaded 

manually, so make sure you know how 

to load the camera before you go out 

on assignment. Ask around, somebody 

will be more than willing to show you 

how. It may be simple, but I remember 

wrecking my fi rst few rolls of fi lm be-

cause I was too shy to ask someone how 

to load my camera. Oh, and remember 

to press the little button on the bottom 

of your camera before you wind-up the 

fi nished roll.

HOLDING THE CAMERA

Finally, this may seem silly, but there 

is a right and a wrong way to hold a 

camera. The correct method combines 

fl exibility and stability: rest the base 

of your camera body on the palm of 

your left hand in such a way that your 

thumb and forefi nger can freely adjust 

the aperture and focus rings. This arm 

provides support for the camera, and 

by resting your elbows on something 

you can create an impromptu tripod. 

The right hand operates the shutter. 

Hold the right side of the camera such 

that the index fi nger is free to press the 

shutter. See the pictures below.

A description of the camera itself can 

be found on the following page.

Introduction to photography

Ñ
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1† Focus knob: the outer lens-ring 

controls the focus on a manual cam-

era.

2† Aperture control knob: the inner 

lens-ring changes the camera’s aper-

ture setting.

3† Shutter Speed and ISO control: this 

dial, common to most manual cameras, 

is where you set the ISO of your fi lm, 

and your desired shutter speed.

4† Shutter release: this button takes a 

picture!

5† ISO window: shows the fi lm speed 

you have selected.

6† Viewfi nder: look through this to 

compose your picture. In most cam-

eras, the meter can be seen at the edge 

of the viewfi nder. Some viewfi nders 

Introduction to photography

www.viiphoto.com

www.cpoy.org/59

www.jamesnachtwey.com

www.nmpft.org.uk

www.eastmanhouse.org

cmcp.gallery.ca

www.photography-museum.com/main.html

www.pinhole.org

www.pbs.org/ktca/americanphotography

www.kodak.com/US/en/corp/features/moore/mooreIndex.shtml

www.life.com/Life/lifeclassic.html

www.poyi.org

www.masters-of-photography.com

www.kenrockwell.com

www.photoethnography.com

digitaljournalist.org/feature.html

www.sportsshooter.com

robgalbraith.com

www.photo.net

show your shutter speed and aperture 

as well.

7† Film winder: on manual camer-

as, this advances the fi lm to the next 

frame.

8† Maximum lens aperture: this num-

ber, 1:1.8 on this lens, tells you the max-

imum aperture of your lens. Here, it is 

f/1.8.

9† Focal Length: this number tells you 

the focal length of your lens, 50mm in 

this case.

10† Film Rewind knob: once your roll 

is done, press the fi lm release button 

on the bottom of the camera, and wind 

this knob to return the fi lm to its home 

inside the canister.  É

2

A fi lm SLR camera

Suggested websites
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BY MATT FREHNER

There are three factors that control the 

exposure of a photograph: fi lm speed, 

shutter speed, and aperture. The fi rst 

two deal with the amount of light en-

tering the camera, the fi rst with the ac-

tual chemical composition of the fi lm 

(or signal amplifi cation in the digital 

world). Again, the language here gets 

technical at times; it is the nature of the 

beast. Don’t worry if you don’t under-

stand it all on fi rst read.

FILM SPEED (ISO)

Let’s start with the easiest of the three: 

fi lm speed. This number represents the 

speed at which the fi lm reacts to light. 

Film with a speed above ISO 1600 is 

very fast, ISO 400 is regular, and below 

100 ISO is slow. Each type of fi lm has its 

own rating, so it is important to remem-

ber to never change fi lm speed halfway 

through a roll. Choice of fi lm depends 

on the light available: 1600 fi lm is great 

for concerts and indoor sports, and 400 

or 800 is great for everyday photogra-

phy and outdoor sports.

Why not always use faster speed fi lm? 

Because the fi lm takes less time to ex-

pose, it does a poorer job of capturing 

the image. The gist of it is that a photo 

at 200 will look signifi cantly smoother 

than one of the same subject at 3200. 

So, in addition to technical factors, fi lm 

choice is an important aesthetic con-

sideration.

Digital cameras, obviously, are a little 

different.  In the digital world, ISO is 

the term used to describe the sensi-

tivity of the digital sensor.  Imagine a 

microphone picking up a vocalist on a 

stage: to change the sensitivity of the 

microphone to the singer’s voice, you 

adjust the gain on a sound board.  ISO 

on a digital camera is kind of like the 

gain on a sound board.  But, with high 

ISO (gain), the signal is amplifi ed more 

and you can get feedback, which shows 

up as noise and graininess in your pho-

tograph. The advantage with digital, 

though, is that you can set your ISO 

differently for every photo rather than 

waiting to fi nish your roll of fi lm.

Basically, just remember to set the ISO 

appropriately every time you load your 

camera, and you’re good to go. On older 

cameras, ISO is usually set with a dial 

on the top of the camera, or through a 

menu in newer cameras.  Of course, if 

you are using digital, you can set your 

ISO at any point —but try to always use 

the lowest ISO possible, as fi le quality 

on most digtal SLRs is pretty bad at  ISO 

above 800

SHUTTER SPEED (SS)

Shutter Speed is the amount of time 

that the shutter is open, allowing light 

to strike the piece of fi lm (or the sensor, 

for you digital types). This takes place in 

a fraction of a second; normally, shut-

ter speeds range anywhere from one 

second to 1/1000th of a second. Choice 

of shutter speed can drastically alter a 

photograph, so it is important to choose 

the speed which best compliments 

your subject. Changes in shutter speed 

are measured in incremental steps 

known as “stops”. These are: 1 sec., 1/2, 

1/4, 1/8, 1/15, 1/30, 1/60, 1/125, 1/500, 

1/1000. Each step down lets in half as 

much light as the step before. So, for ex-

ample, if we change our shutter speed 

from 1/15 to 1/60, we have quartered 

the amount of light entering the cam-

era, and sped up the movement of the 

shutter by two stops — this is referred 

to as “stopping down” since we are let-

ting in less light.

APERTURE (F-STOP)

The camera’s aperture works in the 

same way as the eye’s pupil, opening 

and closing to compensate when the 

intensity of the light changes. Unlike 

our eyes, though, which adjust auto-

matically, we have to tell the camera 

how to compensate. 

The aperture is the circular opening in-

Exposure

Ñ

Aperture Shutter speed
1.0 1/1000

1.2 1/750

1.4 1/500

1.8 1/350

2.0 1/250

2.4 1/800

2.8 1/125

3.4 1/90

4 1/60

4.8 1/45

5.6 1/30

6.7 1/20

8 1/15

9.5 1/10

11 1/8

13 1/6

16 1/4

19 1/3

22 1/2

27 1/1.5

32 1

38 1.5

45 2

54 3

64 4

76 6
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side of the lens, created by interlocking 

metal leaves. A larger opening means 

more light can enter the camera, given 

an identical shutter speed. Aperture is 

measured in “f-stops”, usually ranging 

from f/1.0 to f/64. The regular aperture 

stops are: f/1.0, f/1.4, f/2.0, f/2.8, f/4, 

f/5.6, f/8, f/11, f/16, f/22, f/32. Just as 

with shutter speed, each step down 

results in half as much light. By ex-

tension, a step up would double the 

amount of light hitting the fi lm. If, 

then, we were to change our aperture 

from f/8 to f/2.8, we would be letting 

in eight times as much light, and “stop-

ping up” the aperture by three stops. 

This numbering system is slightly 

counterintuitive — an aperture of 

f/1.0 is fully open, whereas an aperture 

of f/64 would be nearer in size to the 

width of a needle. It is important to re-

member that a bigger number means 

less light is entering the camera. 

The chart on the previous page shows 

the relationship between f-stops and 

SS, in half-stops.

TOGETHER AT LAST

Shutter speed and aperture have a nice, 

reciprocal friendship. When one chang-

es a certain amount in one direction, 

the other should be compensated in 

the other direction to maintain correct 

exposure.

Some of us who like analogies say that 

this friendship is like the fl ow of water 

through a tap. If fi lling your coffee mug 

is the correct exposure, we can either 

open the tap all the way, which means 

the mug fi lls up quickly, or open it only 

part way, which takes longer to fi ll up. 

Each way has its advantages: if you 

are really thirsty, faster is better. If you 

are worried about spilling, slow is the 

way to go. OK, so back to cameras. As 

you’ve probably guessed, the fl ow of 

water is equal to the shutter speed, and 

the tap is the aperture. See the helpful 

diagram down below.

What does thirst and spillage translate 

into? Well, this is a bit more compli-

cated. As we saw, shutter speed is the 

amount of time that a photo is exposed. 

With a longer exposure the subject may 

move slightly while the shutter is open. 

This can make the image blurry, even if 

it is in focus. Sometimes a blurred ef-

fect is desirable, but most of the time in 

newspapers, sharpness is where it’s at. 

Because we are naturally unsteady 

holding a camera, some movement is 

inevitable. To prevent this from impact-

ing your photograph, a good rule for ev-

eryday shooting is never let the shutter 

Left top: An open aperture 

inside a lens. 

Left below: The fl ow of 

water is equal to shutter 

speed, and the tap works 

like aperature. 

Right: A shutter speed of 

1/15th of a second shows 

the motion of the train, rela-

tive to the station and per-

son waiting. Though hand-

holding a camera at such 

a speed usually makes an 

image too blurry, the wom-

an appears sharp because 

of the contrast between her 

and the moving train.

Exposure2



chapter fi ve      ≠ ≠ ≠ photography

≠ ≠ ≠     ≠ www.cup.ca   ≠ ≠ ≠ ≠ C A N A D I A N  U N I V E R S I T Y  P R E S S    ≠ ≠ ≠ ≠ resource 2007  ≠ ≠     ≠ ≠

speed’s denominator be less than the 

focal length of your lens: don’t go under 

1/60th of a second for a 50mm lens, and 

not under 1/250th for a 200mm lens. 

Depending on your subject, though, a 

higher shutter speed may be necessary 

to freeze the action. Sports, in general, 

need to be shot at no less that 1/250th, 

and for fast-paced sports like volleyball, 

1/500th is advisable. 

Now the most diffi cult concept: Depth 

of Field (DoF) is what is affected when 

aperture changes. A large aperture like 

f/2.8 has a “shallow” DoF, whereas a 

large aperture has a “deep” DoF. What 

does this mean? The depth of fi eld re-

fers to how much of your image is in 

focus. Shallow means very little is in 

focus, deep means a lot is.  Generally, 

a shallow DoF is good for interview 

shots, because it can remove a distract-

ing background. Deep DoF works well 

in sports when you want players on a 

variety of focal planes to be crisp. 

USING YOUR METER

Alright, so now we know about how ex-

posure affects the image, but how ex-

actly do we make sure the exposure is 

right in the fi rst place? 

Almost all cameras have a built-in sen-

sor, called a light meter, which mea-

sures the light entering the lens. The 

way this is represented varies from 

camera to camera, but the basic struc-

ture is constant: the light meter tells 

you how to set the aperture and shut-

ter speed so that the picture will look 

right when developed. When looking 

through the viewfi nder, the light meter 

is usually located on the right-hand or 

bottom edge of the frame. It will in-

volve a needle, or a + and -, or a sys-

tem of lights and numbers, or some 

combination thereof. 

Since each lightmeter is different, ask 

around to fi gure out how the one in 

your camera works.

Alright, so now we know about how ex-

posure affects the image, but how ex-

actly do we make sure the exposure is 

right in the fi rst place? 

LIGHTING

One fi nal word before we move on to 

lighting in general. 

There is a reason photography is called 

drawing with light. With no exaggera-

tion, the way in which light is manipu-

lated and controlled is the most impor-

tant part of telling a story photographi-

cally. 

We can see the effect of a change in aperture on an otherwise identical image. From left to right, the 

f-stops are: 1.8, 5.6, and 16. Notice how with a greater depth of fi eld (f/16) the subject begins to blend 

in with the background.

Exposure3
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Exposure

Lighting can age a person by 25 years, 

or remove their wrinkles. Light creates 

mood, it betrays the photographer’s in-

tention,  and it informs the viewer what 

they are supposed to think about the 

image they are seeing.

We can begin to understand light by 

simply observing it. A good photogra-

pher is constantly aware of the light in 

any given situation — they approach 

everyday objects with an eye to photo-

graphing them. Look at what is around 

you right now. What kind of atmosphere 

is being created? How does the avail-

able light emphasize or de-emphasize 

objects in your environment? Shadows 

and highlights create natural lines and 

shapes. Pay attention to them.

Type of light is also important. Candle 

light creates a markedly different feel-

ing than fl orescent; one is romantic and 

subtle, the other surgical and austere. 

When photographing a subject, think 

about how the light can be manipulated 

to your advantage.

This could be as simple as stepping 

into the shade. Direct sun creates harsh 

shadows and emphasizes angles. This is 

usually bad news for a portrait, as high 

contrast makes people appear older 

and angrier. People don’t like to look 

angry. Remember, if the lighting sucks, 

don’t stand for it. Take your subject 

somewhere else. É

Matt Frehner was CUP 68 graphics bu-

reau chief. 

4
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BY MATT FREHNER

Photography is the art of subtraction. 

Ideally, there shouldn’t be anything in 

the frame which doesn’t contribute 

to the story you are trying to tell. Few 

people appreciate sprawling prose that 

leads nowhere, and likewise, extrane-

ous information makes a photograph 

unappealing. Of course, in practice this 

can be diffi cult to achieve, so here are a 

few simple tips:

ß Watch for things coming out of peo-

ples heads, like lampposts and trees.

ß Pay attention to the borders of the 

frame, as it is easy for extra (read: dis-

tracting) objects to encroach on the 

composition.

ß Avoid cutting people off at their 

joints. It makes them look silly.

ß Choose your depth of fi eld wisely. A 

busy background can often be distract-

ing.

All of this culminates in our most im-

portant point: have one centre of inter-

est, and make it distinct. Newspaper 

photography is not art photography. It 

has a simple purpose, which is to docu-

ment the world and inform the reader. 

This does not mean that photojournal-

ism must lack creativity and artistry. 

A good documentarian presents the 

world in an interesting and novel way, 

but aims to portray it honestly. 

What follows are basic tried-and-true 

rules of composition. As they say, rules 

are meant to be broken. The best tools 

should always be thrown away once 

mastered. Still, these rules provide a 

great starting point for creating strong, 

dynamic, photographs.

RULE OF THIRDS

Imagine your frame sliced up like a 

tic-tac-toe board. There will be four 

points where the lines intersect: place 

your centre of interest on one of these 

intersections. This will give your image 

dynamism — a sense that it is going 

someplace. A centre-weighted image, 

conversely, creates a sense of holism 

and comfort. If you aren’t careful, this 

means your photo will be stagnant and 

dull. 

The rule of thirds can be utilized to 

overcome this. With landscapes, or any 

image with a horizon, place it on either 

the 1/3 or 2/3 line. This will tell your 

viewer where to focus their attention—

an image cut in half likewise splits at-

tention in half.

 LEADING LINES

Lines help draw the eye to the centre of 

interest. Because the eye reads from left 

to right, lines which run from the left-

hand corners of the frame seem to fl ow 

most naturally.

Lines can be real or imagined. They can 

be physical objects like beams, arms, or 

roads — or they can be simple the line 

implied by somebody’s gaze.

SHAPES

Another way to add excitement to an 

image is through the use of shapes. This 

is sometimes called circular or triangu-

lar composition. Look at the way lines 

combine in an image, and the shape 

Composition
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these combinations create. Sharp an-

gles make an image dynamic, while cir-

cular lines give a feeling of wholism.

NEGATIVE V. EMPTY SPACE

Newspaper folk talk a lot about negative 

space. What exactly is the difference be-

tween having “negative space” in an im-

age, as opposed to simply empty space? 

Of course, negative space is strictly 

speaking, empty. When the emptiness 

is purposeful, though, it adds  gravity to 

the subject. The weight of empty space 

gives an object prominence, and can 

create a feeling of isolation. 

The trick is to use negative space with 

purpose. The image at the bottom has 

very little visual information in it. How-

ever, because the empty space is brack-

eted by two centres of interest, a tension 

is created, because the eye fl its between 

the performer and the lights. I believe 

that this makes the image effective. 

Someone might disagree, though, and 

say that the space is empty and useless, 

that a closer portrait of the artist would 

serve as a better image.

A WORD ABOUT VISUAL CLICHES 

Photojournalism is rife with clichés.  

You have your smiling toddler covered 

in cake, your smooth business man in 

a nice suit at a big table, your guitar-

ist screaming into a microphone, your 

football receiver diving for that long 

bomb, and there are many more.

These images are clichés for two rea-

sons: they portray a stereotype, by 

showing some subject in its quintes-

sential form, and they are effective. The 

best way to learn to recognize these 

images is to look at a lot of newspapers 

and magazines. Once you understand 

the trends, you can exploit them.

Instead of avoiding a cliché, take it on, 

and give it a novel twist. Make the view-

er think the image is going to unfold in 

a certain way, and then suprise them. 

This is diffi cult to achieve, I’m not going 

to lie. But the best images are always 

ones that take the viewer by surprise. I 

will always remember an image by Jeff 

Wall, which looks to be a simple docu-

ment of a gory battlefi eld, replete with 

corpses and blood. Only on closer ex-

amination do you realize that the dead 

bodies are actually alive, and carrying 

on a pleasant conversation, while blood 

pours from their sides.

To a certain extent, with any composi-

tion, preference always boils down to 

personal aesthetic taste. It is important, 

then, to have a reason behind any pho-

tographic decision. Why is the image 

framed this way, in that light, at such 

an angle? Be prepared to answer these 

questions, and to learn from what other 

people think of your choices. É

Matt Frehner was CUP 68 graphics bu-

reau chief. 
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BY MATT FREHNER

Sports photography is great practice. 

Things happen quickly, so you’ll learn 

how to operate your camera swiftly 

and confi dently. There are two things 

which make an outstanding sports 

photo: peak action and emotion. You 

should be able to explain why you took 

the photo at one moment, as opposed 

to another. Scoring is always a great 

moment for peak action, but look for 

diversity: say, a great dive in volleyball 

or an illegal hit in basketball. Never 

put your camera down once the basket 

is made or the goal is scored, as mo-

ments of celebration can also make in-

teresting pictures. 

One more general tip — keep your at-

tention focused on what is happening 

close by. Your subject should usually 

fi ll a good third of the frame, anything 

less, and the point of focus might be-

come unclear. So pick a spot, and stick 

to it for a while. You’ll fi nd the pictures 

will come more easily if you wait, rather 

than frantically following the action. 

Each sport has its own money shots — 

knowing where to stand to get a great 

photo is the fi rst step to capturing that 

slam-dunk.

SOCCER

Your best bet here is either behind the 

opposing team’s net, or just strolling 

along the sidelines. Focal lengths over 

100mm work well here; remember to 

fi ll your frame with the action, which 

means avoid shooting when the play is 

on the other side of the fi eld.

Field hockey and rugby are a lot like 

soccer to shoot.

FOOTBALL

Don’t be intimidated by the huge, 

sweaty, grunting players. I’m sure they 

are all buttery soft on the inside. That 

said, keep your wits about you — get 

out of the way when the play comes too 

close. Because a lot of the action hap-

pens in the middle of the fi eld, a long 

lens (200mm or even 300mm) is crucial 

here. The peak actions here are passes 

and tackles—follow the ball with your 

camera and wait for somebody to hit 

somebody else. 

VOLLEYBALL

Volleyball and basketball take place in 

gyms. The lighting here is atrocious, 

it makes everyone look like they have 

jaundice, but there’s not much we can 

do about it. I’d recommend an exposure 

here of f/2.8 & 250 at ISO 800, or f/2.8 & 

500 at ISO 1600.

Volleyball is perhaps the hardest sport 

to shoot. The action shifts in a split-

second, so it is the perfect sport for im-

proving your reaction time and focus-

ing skills. With a short lens like a 50mm, 

shoot from the sidelines in front of the 

bleachers or the announcer’s table. This 

is the place to capture spikes and digs. 

Wait for peak action moments, like a 

dive or a perfect set/spike. 

Remember to stay low to the ground, or 

the large fellow who always sits in the 

front row will yell at you. Another great 

place, if you’re a bit braver, is under the 

referee’s stand. Here, you can even use a 

28mm, and get some really great shots. 

Just keep an eye out for wayward balls. 

With a longer lens, 200mm or above, try 

shooting perpendicular to the net, for 

Photographing sports
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some intense blocking and spiking ac-

tion. Or, for a unique perspective, head 

upstairs and shoot a birds-eye view of 

the game. Remember though: keep the 

frame tight.

BASKETBALL

Like volleyball, basketball is extremely 

fast-paced, and much of the same ad-

vice applies. Shooting from the side-

lines works well here too, but the best 

spot is right under the net. From here, 

with a 28mm or a 50mm, you can cap-

ture the meat of basketball: jumping, 

hitting, and grunting. Oh, and scoring 

baskets. Look for intense expressions, 

be they concentration, anger, surprise, 

or excitement.

HOCKEY

A good starting point is ISO 800, f/2.8 

and a shutter speed of 500. Try to get 

as close to the ice as possible — shoot 

from the corners of the rink, or behind 

the opposing team’s net. Make sure that 

you shoot perpendicular to the glass, as 

glare can easily appear in pictures.

A fi nal note: take most of your pictures 

when the home team are on the offen-

sive. Most papers don’t usually run pho-

tos of their teams getting slaughtered 

— though in the spirit of journalistic 

integrity, we probably should.É

Photographing sports2
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Concert photography is ripe with visual 

clichés. Some dude playing guitar, or 

someone screaming into a microphone. 

The challenge here is to take a new per-

spective on something absolutely for-

mulaic and often monotonous. 

Examine the lighting in the venue. How 

does it strike the performers? From 

what angles can this light be used to 

your advantage?  Try to make the light-

ing compliment the mood of the show; 

bright and cheery or dim and sombre. 

Lighting varies wildly from venue to 

venue. Some places have their lights 

more or less set. Hand metering can be 

of benefi t here, or meter by fi lling your 

frame completely with the subject — 

say the guitarists face — to make sure 

no stray light is distorting your meter 

reading.

Other places have variable lighting. 

Here, your meter is useless. Because the 

lights are constantly changing, an accu-

rate reading one moment will be use-

less the next. Start with an exposure of 

ISO 1600, f/2.8 and 1/60 or 1/125, and 

bracket like mad. 

With most A&E assignments, you’ll 

need to access areas which normally re-

quire a ticket or some sort of payment. 

If you are shooting the assignment for 

the paper, your editor should make sure 

that either your name or “YourPaper 

Photographer” should be on the guest 

list. The best thing to do is introduce 

yourself, mention that you should be on 

the list, state that you are taking photos 

for the YourPaper, and show them your 

camera. If there is a problem, or the 

person at the door is wavering, you can 

show them your press pass or give them 

your editor’s card and ask them to con-

tact them. Also, as a last resort, ask to 

talk to the promoter and explain your 

situation to them. 

The other main type photography we do 

which is unique to A&E is the theatrical 

photo call. These are great experience, 

since you get to boss around actors and 

technicians until you have the perfect 

picture. Don’t be shy about asking the 

actors to run their scene one more time, 

especially if you have an idea for a shot 

you couldn’t get. Wait for moments of 

high action, and get them to repeat it 

again and again. 

Try getting close with a wide angle lens, 

and shoot some portraits with a tele-

photo. É

Photographing arts & entertainment
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NEWS

There are essentially three types of 

news photographs: illustrations, spot 

news, and interview shots. A good 

news photo does not just illustrate, it 

informs. Allow the photograph to bring 

something new to the story; be it a slice 

of personality, a new perspective, or a 

piece of additional information. 

When shooting an interview, snap 

the shutter when the subject appears 

natural, but is also engaged with the 

interviewer in some way. Look for lines 

created by interesting hand gestures, 

moments of emotion, and eye-contact 

with the story’s writer.

All that said — there are times when 

the subject is less than animated. If 

you don’t sense any good images com-

ing from the interview, take a couple of 

pictures, and save space until the inter-

view is completed. Then, ask if you can 

take the subject somewhere interest-

ing. Ask them to suggest a spot or prop 

which helps illustrate the story. Explain 

that it will only take a few minutes, and 

will help make the story more visually 

appealing. Always come to the photo 

shoot with a couple of ideas in mind, 

just in case the subject isn’t very forth-

coming.

Sometimes it’s impossible to get photos 

of the interview subject; or, the story 

is better served with an illustrative ap-

proach. This is a great chance to add 

something extra to the story, an angle 

which can be better expressed visually.

The third kind is spot news.  This is 

when something happens, be it a car 

accident or crashing scaffolding, that 

is impossible to predict.  This relies on 

quick information, lightning fast re-

fl exes, and the fact that you have your 

camera with you all the time.

Spot news photography is about con-

veying events and reaction while it is in 

the process of happening.  Shoot a lot 

because when the moment passes, it’s 

over forever and you’ll only have what 

you captured.

OPINIONS

Opinion illustrations work a lot like 

news ones, except you can be funny.  

Read the article you are about to illus-

trate. Think about the writer’s tone and 

theme, and how this can be best repre-

sented in an image. Or, make a picture 

that shows a contrary opinion.

This need not be very complex. The im-

age below is an illustration for a news 

article on how snowboarding accidents 

are on the rise. All we had was a little 

hill and some fake blood made of corn 

syrup. The picture is simple and draws 

the reader into the story. 

Opinions photography is a great way to 

learn lighting because you have longer 

to conceptualize adn shoot.

FEATURES

Features are the most open-ended area 

of photography. Here you have the 

greatest creative freedom, and the op-

portunity to work extensively within 

the framework of a story. Because more 

than one photo is almost always used in 

feature stories, variety of content and 

perspective is key. 

The approach is usually similar to opin-

ion photography — take a story and try 

to add a new perspective, or illustrate 

an important part of the story.

Also, think of creating images which 

can easily be incorporated into design. 

Try leaving a space of solid colour in the 

frame, so text can be dropped onto it. 

Try taking images of solid objects that 

can be made into cut-outs. The key here 

is variety, the more diverse the photo-

graphs, the better the feature.

There is also the opportunity for photo-

oriented features. Think of it as a photo 

essay, where you tell a story through im-

ages. If you have an idea, bring it by. É

Photographing news, features, opinions
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BY JASON CHIU

Have you ever returned from a sport-

ing event with over a thousand photos? 

Does your production require that im-

ages are named and numbered in a spe-

cifi c manner? Did you ever wonder how 

photojournalists tag and caption thou-

sands of images with a push of a button? 

How do they do it in a real newsroom?

Major newspapers and wire services of-

ten have proprietary software designed 

specifi cally for their workfl ow or plat-

forms.  However, the majority of staff 

photographers and freelancers who 

work for publications ranging from the 

Globe and Mail to the New York Times 

to Sports Illustrated to Newsweek all 

rely on several core programs.  

CORE PROGRAMS

ß Photo Mechanic (Ingest, caption 

and view program).

ß Photoshop, Aperture, Lightroom 

(Some ingest, some transmit, edit-

ing).

ß Transmit (FTP client, Mac only).

ß Image Station (Ingest, caption, and 

transmit client).

Together, some or all of these programs 

can make the life of a photographer and 

photo editor painless and easy.  Your 

digital workfl ow can cut down the pro-

cess of ingesting, making selects, edit-

ing, transmitting and captioning from 

hours to minutes.  The key here is to use 

each program to its full potential and to 

understand what it is capable of doing.  

Photo Mechanic 
This is an excellent program that allows 

you to ingest successive memory cards 

into designated folders while also re-

naming and captioning fi les in the EXIF 

data.  If you use Photoshelter to backup 

your image fi les or if you FTP your im-

ages to a server you can also use Photo 

Mechanic for this purpose.  

Photoshop 
This program was designed for graphic 

designers not photographers.  There 

are more features in the program than 

any photojournalist will ever need.  Yet, 

it still is the program of choice for the 

majority of working photographers be-

cause of to ability to edit images faster 

than any other program out there.  

Aperture
Aperture is a program designed for pho-

tographers that has gained the backing 

of a some of the most notable photogra-

phers in the industry: Laforet of the New 

York Times,  

Frakes of 

Sports Illus-

trated and 

rumor has it that the Globe and Mail now 

uses Aperture as well.  The one downside 

to using Aperture is its need for serious 

computing power. Also, its only available 

on Apple computers.  To fi nd out more 

go to apple.com.  

Lightroom
Lightroom is the compromise between 

Photoshop and Aperture.  A program 

designed with photographers in mind, 

for both platforms and with the same 

power as Photoshop, without the 

frills.  Some have complained that the 

program is clunky while others have 

praised it. 

The decision is yours, whether you are 

infl uenced by cost or fl exibility, any and 

all of these programs should and can 

serve as your primary tool when deal-

ing with images.  

Image Station 
This program is a platform used by 

many wire service staffers including 

CP, AP and Getty.  The cost of the soft-

ware is astronomical but the utility of 

the program is undeniable. If you have 

the money, and you think that you need 

to be transmitting photos from remote 

locations around the world via FTP on 

a windows platform, this is your pro-

grams.  

ADVANCED CAMERA TECHNIQUES

So you think you’re ready for the ad-

vanced world of photojournalism.   Per-

haps you’re even considering taking 

your twenty best shots to a photo editor 

or art director at a major newspaper or 

advertising fi rm and seeing if you can 

land your-

self a free-

lance gig.  

Well, read-

ing about it isn’t going to get you any-

where. 

In order to make it in this world of pho-

tography you not only have to be as 

good as the staff that is already working 

for company X, but have to better than 

that staff’s weakest link.  It’s true, photo-

journalism can be unforgiving, only the 

seasoned professionals are hired again 

and again for jobs.  But, there’s always 

room for an aspiring shooter.  

So, instead of teaching the basics and 

principles behind more advanced cam-

era techniques like panning, zooming 

while taking the photo, on and off cam-

era strobes, making your own light, see-

ing the light and remotes — I’m going to 

recommend what Andy Clark of Reuters 

and Jacques Boissinot of the Canadian 

Press told me during a portfolio review.  

Digital workfl ow

Ñ

“Shoot, shoot, shoot, shoot, 
shoot, shoot, shoot all the time.” 
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Shoot, shoot, shoot, shoot, shoot, shoot, 

shoot.  

In the age of digital photography there 

is no excuse for those with DSLRs to not 

be shooting 24/7.  You don’t have to pay 

for fi lm, processing or prints. Shoot, 

shoot, shoot, shoot, shoot, shoot, shoot 

all the time.  Some of the best photog-

raphers (and the highest paid, I might 

add) in the world are self-taught.  

So, if you want to see how far someone 

can make it as a self taught photog-

rapher see: David Burnett of Contact 

Press Images.  If you’re less into docu-

mentary and more into advertising and 

stock images, see Chase Jarvis.  É

Jason Chiu was Ontario Board Rep in-

CUP 70 and 

Graphics Bureau Chief CUP  69.
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