1§ “The photographs im NextNafuep s inetricably
ke 1o the plasts and forests from which they
came, | peesent these maberials lite size, emphasizing
the prisary physical reality in & Toemal that
referinces the mageitude of the fonest floor. The
works we composed on o liegn lighthox and then
photographed straight down using & high-resclution
scuning back in the place of film, enabling me to
shirw an apinnishing visual clarity ot Lerge scale, This
allrors ma B0 make images that are less mataphorical
in their regeesentation and more direct, which in tum
sepports a sense of ‘matter-of-fact-ness” in the
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DEsIGN PRINCIPLES

Unity and Variety
Unity and variety are visual twins. Unity, also known as harmony, is
asate of forming a complete, consistent, and pleasing whole that is
planned and controlled by the imagemaker. Variety refers to a similar
class of subject that is somehow diverse or different. A composition
devoid of 2 unifying principle will generate a chaotic or haphazard
msponse 10 what has been photographically represemied. A corn-
pletely wnified composition without variety is often boring and
monaotonous. Unity controls variety, but variety provides the diverse
visual pull within unity that keeps things visually intriguing. Effective
rompositions wsually have a balance between these rao qualities —a
variety of elements held together by a unifying device.

The repetition of pattern, shape, or size plus the harmony of
cotor and sexture are visual ways of creating umity. The more complex
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& composition is, the greater the need for a unifying device. A more
subtle method is continuation, such as when a line or the edge of an.
object leads a viewer's arention from one area of 2 compeosition to
another. Consider a checkerboard pattern or grid that is completely
unified and therefore statle. Vary the color, ize, or texture of the
pattern and it immediately becomes dynamic. In photography, con-
trast is a major method of comtrelling variety — light agains dark,
large against small, smooth against rough, hard against soft. Dramatic
lighting, known as chiaresouro, emphasizes these contrasting grada-
tions of light and dark values in rwo-dimensional imagery, while soft
lighting minimizes these differences.

Emphasis

Most photographs need a focal point or poims to provide visual
emphasis. These are elements that atcract the eye and act as a visual

climax, stressing a key point or points within the composition
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LE By buikfing scale models and casting himsel! 49 all the charaschens, Adams
fabicatied o elaborale pansdy of & grandicse political poster, featuring &
rivtuse of dashing poditical and artictic themes and shyles, “Rather than o
o o eejentt the influence of digital Emaging. | sugiest digital manipulation

st weas nol dhorss, Irestend of & Fakow phobagraph of a real soene. it's a real
shofagraph of 4 fakoe goerse [mude with &0 B = 10 inch view cameral. in which
wottenticity, illusion, ard spparent digital masipulalisn ereabe 4 mame of purrles
i paradoaes. Thend Ane olfben chiass b tha illesions. fuch a8 refleciions of the
tada of cardboasd charactirs b exten Fguees bing arcund the el But their
seing dubisus dacurments of illusians is fully in kping with the olfer
ooriradictions and Secaplions in the peece.”

Witkour emphasis, your eye tends we wander and ks never satksed.
il point devices to keep in mind are color, conirast, depth of beld,

sobatbon, light, placement, perspective, and size. Ome iz often played
[ againa anether; for example, a limited depah ol held may be wsed
tsalane the primary subject. Secondary poines of interest, known a5

scenls, can direct the eve o pans of a composition thar have less

vl valoe than the primary focal point, o are still imporeant (o
deranding the work. Yel sometimes an imagemaker will pur-
sely create an ambiguous composition without a single [ocal poin

by deploing a multplicity of poins; this draws atemion to the entire
iface of the work instead of s individual elemems

Scale

=2l and proponion are imterrelated and both reler to size. Scale
sdzates relarive size of exment in comparison 1o a constam sandard,

ve 1o the size something "ought o be”™ By showing

018 brger or smaller than nommal, a viewer is made o see the

a [resh lool: a1 the .‘\-I;I:lil\.'l\.! A chussie esample i3 the dindn

which i3 wislble when a hurman figure (s arranged in conju

a massive narural or human-made e such as the Grand

a Gothic canhedral. Dadakss and surrealist aniss olten emple

a5 a way o miake the lamilar strange ard the stra Tk [l

LELVE |'.'.'.|'. I,

nctbon with
Lamyon of
e scale

uif. Yarying

the fncal lengrh of your lens (s 3 good indal way 1o experiment with

seale.
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DESIGHN: VISUAL FOUNDATIONS

Propartion

Proportion involves the relationship in size or shape between one thing
and another or between the parts of a whole within a compesition.
Shapes are proportional to the area they occupy within the composi-
tion. Proportion is linked to ratio. The proporions of a subject are
considered correct or normmal if the rado of one component to anather
is accepaable. For example, when making a portrait, if the circle formed
by the head is 3 inches in diameter on a 6-inch background, it will be
meore disproportional than if it were placed on a 12-inch background.
Correct proportion is generally based on what society considers real,
normal, or ideal and can change from one generation to the next.

The Golden Mean

The anciemt Greeks developed a set of ideal proportions called the
Golden Mean, which they converted into ratios that could be applied
1o draw the perfect body or build the perfect architectural structure,
The Golden Mean, AKA the Bule of Thirds is the proporion arising
from the division of a straight line into two, so that the ratio of the
whole line to the larger part {8 exactly the same as the ratio of the
larger part to the smaller part. Mathematically, it is a ratio of 1 1 ™
(W3 + 1), a proportion that i considered 1o be particularly pleasing
to the eye and can be found in natural growth patterns in nature. lis
modular repetition has Bcilitmed its use throughout the history of
design. The Golden Mean can be a good starting peint, bue just
because something is disproportional 1o a subjective ideal does not
make it {lawed, On the contrary, uniqueness is often attention geuing.
This means that deliberaely changing a compositions proportions
can be a good method for creating impact. The position of the camera
and the distance of the subject from the lens ane the easiest ways w0

B

1.9 In & makeshift studio, Goldbeng formally photagraphed members of the
Dallas Cowboys during training camp. By posing the subject with his muscular
ligs in thi foreground, Goldberg was able to make use of our inrate sense of
hesrnan peoportion o generate viewer inberest while comviying a sense of
strength and athleticism.

1Gary Goldherg, Eheneser Bladom, from the seres Dollix Cowhos, 2000, 16 x L2 inchcs

Inkget prise

manipulate proportion. Digital imaging software allows for extensive
post-camera modifications to be made in the areas of propornion and
scale. All these factors control how the meaning is constructed. Camy
Winogrand observed, “Photography i about hnding out what can



CHAPTER TWO

EXERCISE The Golden Mean: A Basic Approach to Good Composition

To concentrale mane fully on the frames and its edges, we are going
take vt an assignment developed by Graham Revell & Cavendlish
EMMHMM#MMM
witich sefs avide usual sbject matter and instead concentrates o
detrifis. Defritus, from Latin detritus, from detenene “wear away, " &
any matier procuced by enosion, such as gravel, sand, st or rock. |
also refers fo debis or waste of any kind: rubbish, fitter scrap,
flotsam and fetsam, rubble; remains, remnants, fragments, scrags,
dregs. beavings, sweeplngs, dross, scum, trash, and garbage; pls
organic matler produced by the decomposition of crganisms. For his
aspignment, you are to inferpret he word detritus and make
photographs following the steps below:. You can be el o
metsphorical in your inferpretation.

1. Build an fmage using the principle of the Golden Mean, a
rectangle whase dimensions are 1 unit x 1.62 units. ¥ your
camers permits, set ils framning aspect ratio fo 1 % 1.5 The
aspect ratio is the relationship of the frame's width fo its
height. The traditional 35mm aspect ratic is about 3 units
wite xt 2 units high

L Use the grid patfem in your camera’s viewfinder to divide
your frame into thirds, which will aid in locating the “sweet
spols™ in which to place your center of interest. Do not
divide the frame i four equal quarters as this tends fo
produce static compositions. Steer clear of placing your
principal point of interest in the dead canter of the frame.

3. Wwwmﬁmﬁwgfmeﬁmh
supplying a wisual path that leads a viewer fo your center of
mm.mmﬂammwm
fo make your path. Make your path link the top, bottom,
and sides of your compasition, and provide an enfrance to
mmmﬁmﬁummmﬂm
entrance is at the bottom of the picturs, The exit is usually
an area that is less wsually imporfant. A door, window, ar
patch of sky can give a viewer's eye a place to stop and
rest; providing a subtle exit. If pour path begins to lead your
eye out of the frame, adjust i, using other design elements
to lead the viewers' eye back fo your path.

4. Simplify. Eliminate detalls that complicate your composition.
Delete anything that does not express your message clearly
and concisely. Keep modifying, combining, and defeting until
you ane satisfied,

3. Pay altention to the figure/ground relationships by bringing
the positive and negative space into balance.

Keey in mind that Westem societies nsad from left to right
wihich tends fo make the leff side of the frame more proviingnt than
the right. We also nead from fop to bottom, making the top of the
frame mare noticeable than the bottom. The comers of & rectangle
act as visual anchars, which is why book page numbers ane
traciitionally found i the fower left and right comers. The center of

W (i




DESIGMN: VISUAL FOUNDATIONS

EXERCISE

ihe frame does not necessantly have the impartance that many take

mmwmawmmmmsm

gurltey.

6 Do the opposite. Now that you have tried this exercise,
reverse all the instruciions and compare and cantrast the
results. Apply your findings to your next picture-making
apportunity.

happen in the frame. When you put four edges around some facts,
you change those facts.”

Balance

Balance is the visual weight or equilibrium of the objects within a
composition, Balance is instinctive and determined by imagining &
center axis ranning through the picrure plane with the expeciation
that there will be some equal distribution of visual weight on cither
side. Think of the axis a5 a fulcrum on & seesaw, where it is necessary
to maintain equilibrium or crash 1o the ground. Perfectly balanced
pictures tend 10 be boring, so it is usually helpful 1o have a certain
degree of imbalance 1o gencrate visual tension and movement within
a composition., Some key categories of balance o consider are:

« Asymmetrical balance: A composition that has equal visual
. weights, but whose forms are disposed unevenly. For instance,
a smaller shape positioned near the composition's outer edge

The Golden Mean: A Basic Approach to Good Composition—continued

Educator Joseph Labate of the University of Arizona takes this &
mmwmmmwm “bad " and
=goad” photographs that are technically the same, and then has the
class analyze the differences.

may balance a large shape near the center of a composition
Asymmetrical balance is active, dynarmic, and exciting.

« Symmetrical balance: If you were 1o draw a line through the
center of this type of composition, both sides will be an equal
mirror image. Symmetrical balance tends to be calm, dignified.
and saable.

« Radial halance: This occurs when a number of elements point
outward from a central hub, such as the spokes of 2 bicycle wheel.
It is readily seen in nature, such asin snowflakes and the ourward
growth pattern of flowers. Radial balance can be explosive. imply
directional movement, and indicate infinity, It can ofien be
revealed photographically threugh the use of close-ups.

« Balance through color and value: The weight of a color can become
the focal point in a picture. Warm colors (red, magenta, yellow)
tenchto advance andfor have more visual weight than cool colors

{blue, green, cyan). The majority of a landscape ts composed of
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DESIGN:

VISUAL FOUNDATIONS

cool colors. Warm colors appear mainly as sccents (birds and
flowers). A small amount of red can be equal to a large area of
blue or green. Much of the landscape in the American West is
an exception. There are few trees and the predominant colors
are the warm earth tones. During fair weather daylight hours,
the amount of a cool color can be regulated by varying the
proportion of sky included in the frame. The time of day and
weather conditions also affect the amount of cool and wam
colors, as the color of the light changes.

Balance through contrasts in value: The contrast between dark and
light also provides a resting point for the eye. A darker, smaller
subject will have the visual weight of a lighter, darker one. Since
a hlack subject against white background generates a stronger
contrast than gray against white, a smaller amount of black is
necessary 1o visually balance a larger amount of gray.

Balance with texture: Ay visual texture possessing a varied dark
and light pattern has more visual artraction and weight than
smooth untextured one; thus, a small wextured area can balance
4 large area of smooth surfaces,

EXERCISE Balance

Onge you have familiarized yourself with these categeries of
balance, conguct some personal lests by making different
horfzontal and vertical compasifions of a salic soane and
reviewing them on your camena monitor fo see which one

ad

detivers the resuffs you ane affer
- .

Riythm

Rhythm is a strong, regular, repeated pattern that forms a harmonious
sequence or correlation of colors or elements, which usually develops
from organizing the space between objects. This rhythmic flow, which
is accomplished by repetition, acts as a unifying device for the com-
position and s often wsed to suggest movement. Alteration of large
and small areas of negative (dark) space within a composition gener-
ates this sense of motion.

* Alternating rhythm: This sense of rhythm consiss of successive
patterns in which the same elements reappear in a regular order.
A common example of this aliemating theme can be s2en in the
columns of a classic Greek temple. Fhotographically, altemating
light against dark areas or using complementary colors, such as
green and red, is a way o create this effect.

* Progressive rhythm: This is produced through the repetition of a
shape that changes in a regular manner, generating a sequential
panern. It is frequently accomplished with a progressive varia-
tion of the size of a shape, through its eclor, value, and/or

LEXIMEE,

VISUAL ELEMENTS

Onee you comprehend the basie design principles and overall struc-
ture, you are ready 1o make use of the visual elements within this
CconsICL

Line
Lines, per se, do not exist in nature. A line is a human abstraction
invented for the simplification of visual statements o symbolize ideas.
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