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- basics of

right shutter speed

The first basic camera i'nntl‘ih rezulates the degree to which you stop action. Out of
the half-dozen speed markings on your camera vou must learn how to choose the one
which will give you the results you have in mind as you look at the scene. How often
do vou want to freeze action, as in this picture made at 1,/500 second? When is action
best shown by blur? Which subjects can be stopped by slower speeds such as 125
and 1/50 second? For the answers about shutter speed turn to pages 92 and 93.

correct lens opening

The lens 1r|il'||]1|;_* YO }JII['l'-L determines how :[t*:*p the area of :-I'Ii_!]"H:!II':-':-'- will be in your
|.]i['1lil'l' how much will be sha rp in back of the ﬁllfr_im‘l on which Voul focus, and how
much in front. Again vou have a choice. But before you choose the setting. consider
how vour eve looks at the scene. What do you want to emphasize and make sharp:
the whole area from foreground to background, as in this picture made at {/8, or
just one portion of your scene? There are a number of settings between your wide
;:]u'n stop (often £/3.5) and the smallest lens opening (often {/16). To learn how

to choose the one which will give you the depth you want, turn to pages 94 and 93.

proper camera focusing

Is it enough to focus squarely on your main subject—on a face, a child playing, a
window, a boat in motion, on a tree or on a distant mountain? If vou use vour range-
finder or ground glass focusing mechanism correctly and shoot at the right shutter
speed, these single objects will usually be sharp. But what about foreground and back-
f_'|'1-l1|1:|'." And what about less distant r-lll't'ullntﬁll; nhjw'lr- and their |':*|.'Lliu||-hip Lo
the over-all scene? Will these areas automatically be sharp on vour film when they
are Em;mr‘l:ant to the Jm]udng_-_:ruph as a whole?

Here's where you need to make full use of your third basic camera control-—proper
caimera [l“'ll!‘-i"g, [.:l:ll'r'l:"ﬂ't 1-1]1'[].“ :'l.”l.'lll-'l-.“' '_'I-”” o IFI.[:U.'I' :ﬁ”“l' ]H‘l]ll:l l.lr !"'h:'ll'].]]ll'."?‘ _il.]."'l % .l'll“'ll'
vou need it. Though lens opening determines how deep this band will be, only correct
1= IZI"r :||[I'L||' I‘Hl'l]:"w-ir'lg |'||E"l'|'|i_i||.|!"-||| “i.ll I:]““.":ilii:lll tl]i.“ ]Ji:”“l. t'."l;.i:l.l'l.l_'lu 'Hu'h‘.'t'l' :'||:.l|.l wanl i[ Fl't
the most eflective pi:-tun- result.

Ih"f“]"i' fl,lltl ]'HHLI,‘ an I""'llf]“.';ul'{' llllli'l'. at []H' =R I:'-',lll'l‘l-“”:l. L I:‘Il,'l:'ilil‘ W |'|il'|'| gl Nifal=
must be sharp. Then adjust vour focus to record them that way in the picture. To
know just when and how to use this basic camera control turn to pages 96 and 97,
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PARALLEL ACTION . . . 1/100 SEC.
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How do vou want to show motion in the scene
yvou're about to record? Sometimes the subject
itself will suggest a specific treatment—Dblur, par-
tial blur, *frozen” action. Or vou may be influ-
enced by your personal reaction to the situation.
Whatever your choice, you must know how to set
the shutter speed on your camera to get the pic-
ture result vou want.

Let’s suppose vou want to stop motion. Why is
one shutter speed effective and the other not? Why
is the fun car above stopped at 1,/500 second and
blurred at 1/1007 As you make an exposure a
small image of the moving object is projected on
your film. When the object moves the image moves,
But whether this image is sharp or not depends
on how far it moves across the film plane while
the shutter is open. At 1/100, of course, the image
moves further across the film plane than at 1,/500.
But when this distance is short enough, as above
at 1/500 second, the picture looks sharp.

The same principle holds true for all action. If
the fun car had been coming diagonally towards the
camera its image would have covered less space
across the film—and the photographer could have

|

Right shutter speed:

your COTLtTOl over moving ObjBCtS

used a slower shutter speed. By the same principle,
action directly towards the camera (or away from
it} usually requires the slowest shutter speed of all.

Before you set your shutter speed, however, re-
member that distance counts, too. Backing off from
yvour subject reduces both image size and the dis-
tance the image travels across yvour film plane. The
car above could have been stopped at 1,/100 by
use of a greater camera-to-subject distance.

But suppose you want to show motion by blur?
For a fast-moving subject set shutter speed one,
two or three speeds slower than the one required
to “stop” action. Pick the one which will give vou
the exact degree of blur you want.

Blurring the background is another story. Ever
notice how vou move your head to follow rapid
action and see it clearly? When you swing your
camera to follow motion it’s called “panning.”
and you get an effect like above, opp. page. By mov-
ing the camera with the action you actually reduce
the distance the image travels across your film
plane. The moving object is sharp. You get a real
feeling of motion. And best of all you can use a
slow shutter speed, like 1,/25 second.

.+« 1/500 SEC
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One scene, several rates

of motion? What do you do?

Here’s a problem faced by everyone who photographs
motion. Unless your scene is highly unusual you’'ll find
not just one—but at least two rates of motion in the
same picture area. Often these are part of the main
subject. Take the situation at left. There are three rates
of speed in the center of interest: the moving cart,
the child’s arms in action, the sway of her body.

Oldtime advice was: use a shutter speed which will
halt the fastest action. For many situations this is
still sound technique. But is it the right treatment for
all pictures? Must everything be dead sharp as in the
exposure made at 1,200 (left below), or totally blurred
as in the 1/50 second exposure (left) ?

That depends on the setup, and on what you want to
get across, If partial blur fits the picture mood better
than complete sharpness, set your camera according
to the technique for blurring a fast-moving object,
described on the opposite page.

Choose a speed which will blur the objects you want
to blur, and leave others sharp. In the case at left,
L/100 sec. would do the trick if you wanted to show
arms blurred, but the car sharp. All other things being
equal (shooting distance and rate of motion), vou'd
need a faster speed to stop motion if the cart were travel-
ing parallel to your film plane. For the reasons why
this is so, see text on the appostle page,
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Correct lens opeuing:

' 4 your control for depth of ﬁeld.

Let's talk terms for a moment. Lens opening (or | stop )
regulates the intensity of the light which reaches your
film. When you move the marker on your camera from
a large lens opening to a smaller one—from say {/2,
2.8, or 3.5, towards /8, 11, 16—vyou decrease the in-
tensity of illumination which hits the film emulsion.
But something else happens, too. The area which seems
sharp (beginning in front of the point on which you
focused, and ending behind it} is extended. Your "{It*plh
of held” becomes greater in a picture made at {/16
(above right) than in one photographed at {/3.5 (above
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left). And depth of field at a given f/stop increases as
your camera-to-subject distance increases,

'.'lTI.I:IE:l.I. li”-l'!"- Illi."' mean Lo :'l-“U d= !J‘]'Il;ll1"';.'hr'[:l.IPJ'II'lf'l.llll }III'I.'I.
can vou use this control over :h';llh to make your |lh1r-
tographs say what you want them to say? There are
]::'I'::'l]i}' '-|Il I.i”flt'."- W I]'.:'” (ALY l'I‘-L’L]l .“-I:liirl”li"."'-?': i.."' :'H'l:'E'J::I[HIFIL' I"Illl
{IUI:?"”-I ‘li” th!.' Imost {HI' }“"l' .""Ulfjl"l'l_, '[]HE' dlnswer i."1 Lo
throw background or foreground out of focus by reduc-
il]lﬂ your 1]1'}1”1 of field, What _Hm-n' r|ni|all_r 15 contrast-
ing a sharp area against a fuzzy one, to put the accent

where you want it. The pn.-a.-xi|li|ili{':-' are unlimited.




Which lens npwu’ng should

you use for the f?.rpﬂsure?

i

[-xposure meter in hand. you see a dial with at
least a dozen f stops (and vr-nrrl*:-i]:nlltlin;:' shutter
speeds) yvou could use to make the picture. Which
one should you choose?

Getting enough light to strike the film is no real
problem. From the sample set of five meter com-
binations (shown at right), plus the pictures made
using each one, you can see that about the same
amount of light st rikes the film in each case.

The exposures are equivalent because f/stop has
been shifted in inverse proportion to shutter speed.
As your speed is moved to 1,/100 to let light fall
on the film twice as long as at 1,200, the f/stop
is made one full stop smaller, to cut the light's
intensity in half. This balance is maintained all
the way down the line. And each {/stop change
shown here is one full stop smaller than the one
shown above iL.

Which are the full stops on your camera? Some-
times }.Hll-]'i' shooting fast and want to alter the
settings without consulting your meter. In the

series of f/stops shown at right, you'd have an
additional full stop between /2.8 and {/4, the
largest lens opening shown. But when your cam-
era starts at £/3.5, it runs a bit differently: half
stop to {/4—then full stops as shown at right. For
the record. a half stop separates each of the fol-

lowing: 1/4. f/4.5, 1/5.6, /6.3, 1/8.

W hen lens opening comes first

Whenever depth of held 1s paramount and there
is no rapid motion in the scene, f /stop takes
jrrrl'mh*nu'v over shutter speed. This 1s the time to
make use of a depth of field scale like the one
=_~hn1.~.|| on  page 90, .1"r|u~'l modern cameras ]'I;I".'f.".
them, and they're usually on the lens barrel or on
the side focusing knob. After you've focused on
vour subject vou can use this scale to see at a olance
just what vour depth of held will be at a given
stop. If it isn't enough you can pick the stop
which will give you the exact depth of field you
require for vour picture.

F/stop or shutter speed?

Choice of shutter speed, however, can be vour
first consideration when you're shooting rapid
action and depth of field is not a factor. But a
sCene ]':'1]uit"|r|;: in|l_|1 ;_I]'i'.'ih't' lll:"lllll of ﬁi'lil }+|ll.-i-
fast shutter speed is often a problem. Here's where
you have to compromise. The scene at right, for
example, contains each of these elements to a cer-
tain degree. To handle similar situations: use your
depth of field scale, follow instructions for shoot-
ing moving objects shown on pages 02 and 93—
and play it safe by making several shots of the
same scene al l'i[ll'n.'llz'nl exXposures.




-,

What good is depth of field if you don’t have it where
you want it? Most of us focus on the main subject (as
the boys below), stop down as far as possible in a situa-
tion like this (here f/16), then shoot away hoping that
the depth of field will cover everything.

It doesn’t always, in this hit or miss way of shooting.
Sometimes as below, most of the depth of field falls out-
side the picture, and a foreground object like the boat
may be annoyingly out of focus.

How can this happen when lens opening is set at

“wt  Proper camera focusing:
et your control for picture sharpness

f/16—an opening which provides great depth of field?
A quick look at the depth of field scale (below) tells
the tale. With the focusing scale set at 30 feet for the
boys, and lens opening at {16, only objects between 15
feet and infinity could possibly be sharp. The boat in
the foreground occupies a space between 10 and 13 feet.
It is excluded from the sharp area on the scale. It there-
fore appears out-of-focus on the print.

Is there any solution when you've stopped down as
far as you can go—but your picture still isn’t sharp from

DEPTH OF FIELD
SCALE SET AT 30 FT.




foreground to background? The answer isn’t always
more depth of field, which incidentally you could get by
hacking off. It’s positioning the depth of field vou do
have by proper use of focusing—your third basic cam-

era control,

Let's look at some basics about depth of field and its
position. Generally less than half of your total depth
will fall in front of the focusing point. In fact, the
amount will be considerably less than half as your focus-
ing marker approaches infinity—and your total depth of
ficld becomes greater.

\ll focusing scales work on this principle. However,
if your camera has a lens of a different focal length
than that used here (a 75mm lens on a Rolleiflex) the
readings will differ. That’s because when distance and
the f/stop are kept constant, the depth of field will de-
crease with increased focal length—and vice-versa,

Now to the actual solution of the picture problem

DEPTH OF FIELD
SCALE SET AT 15 FT.

shown at left. How do you determine the point of focus
so that vour depth of field will cover the whole picture
area? The first step is to focus on your nearest object—
in this case the part of the foreground boat which you
want to include in the picture. This is at ten feet. Next
focus on the furthest point which you want to be sharp—
here the stern of the boys” boat, about 33 feet away.

Now look at your depth of field scale. Locate 10 on
one end of the footage marker and an approximate 33
or 35 on the other. Then turn the focusing knob until
these numbers are inside the two (f/16) markers, or
fall directly opposite them. This happens when focusing
distance is at 15 feet.

You're ready to shoot now ‘(provided lens opening
and shutter speeds are set properly) to get the entire
picture. By focusing in front of your main subject you've
shifted your depth of field forward and positioned it
where it can work for your picture.—Cora Wright
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