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When I bought my first 35 mm camera (a sturdy, all manual, 4

Zenith EM!), my passion for photography lay in shooting 5

simple black-and-white abstract images. I was inspired by the 6

likes of André Kertész, Man Ray and László Moholy-Nagy 7

who all had an admirable ability for seeking out and creat- 8

ing abstract and semi-abstract photographs from the world 9

around them. The strength of their images lies in their 20

graphic nature and imaginative composition, with subject 1

matter of only secondary importance. 2

After working for several years as a general commercial 3

photographer, I realized that photographing architecture 4

offered me the greatest commercial opportunity for exploit- 5

ing that same passion. The subject matter of the architectural 6

photographer is the structure of buildings, both inside and 7

out, and it is the structure of modern buildings in particular 8

that often begs for some kind of abstract interpretation. 9

Photographers frequently describe their specialization 30

as ‘architectural and interiors’, thereby making a distinction 1

between architectural photography, which is primarily con- 2

cerned with the structure of buildings, and interior photog- 3

raphy, which concentrates on their content and interior 4

design. This book runs as a companion volume to Profes- 5

sional Interior Photography, in which all aspects of interior 6

photography are explained in detail. Consequently, this work 7

concentrates on the photography of exteriors, the outside of 8

buildings, while still outlining the main principles of interior 9

photography that are applicable to architectural work.                   PROFESSIONAL               40

Architecture and photography share the common char-             ARCHITECTURAL

acteristic of being both art and science at the same time. 1  PHOTOGRAPHY

Neither is a merely functional practice, and truly inspiring                   ■                    2

architectural photography is the creative, aesthetic response                    1                     31
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Figure 0.1   Table and Chair, 1980.

Architectural photography has offered

me a commercial opportunity to exploit

my original passion for black-and-white

abstract work. Here, the graphic nature

of the shadows intertwined with the

back of the chair uncovers a new way 

of looking at the world 

 

of a competent practitioner to the harmonious construction

of the architecture he or she is photographing. The medium

on which photographers choose to record their images is

increasingly an issue, which this new edition aims to address.

 

Pros and cons of the digital revolution

There is no doubt that the revolution in digital technology,

already familiar to current students of photography, is

forcing established photographers to sit up and assimilate

recent developments with regard to their businesses.

This revolution is progressive rather than sudden,

though determined in its eventual outcome. Film as a

recording medium will be superseded, and it makes every

sense for this to be so. The time-consuming, messy chemistry

PROFESSIONAL of photography will be eliminated, and delivery speed of

ARCHITECTURAL images to clients will be almost immediate via ISDN tele-

PHOTOGRAPHY

■ phone lines. Images can be enhanced easily using specialist

image-editing software, such as Adobe Photoshop, and are

2 capable of perfect replication an infinite number of times.

That said, film is certainly not doomed in the near             INTRODUCTION              11

future. It remains the simplest and, in terms of hardware,  2

 

the cheapest method of recording images of extremely high 3  ■

quality that can be readily scanned into digital form for 4

publication. All published images have been digitized at some 5

stage in their production: traditionally this has been left in 6

the hands of the printers, though now either the photog- 7

rapher or the graphic designer can undertake the digitization 8

en route. 9

Any photographic business needs to make both a prac- 10

tical and an economic assessment of when and how to enter 1

the digital mainstream. There are many different routes to 2

achieve this, and different levels at which to enter. The initial 3

hardware costs of high quality image capture and post- 4

production can appear massive, though these can be readily 5

compared and offset against considerable annual film and 6

processing costs. An initial short-term solution can be to 7

continue to shoot on film and then scan the images into 8

digital form for when this is the medium demanded. It is also 9

worth bearing in mind that even with ISDN, the transmis- 20

sion time of a quantity of high quality images can be 1

impractical. Because the file sizes are so enormous, the prac- 2

tical solution is to burn those files onto CD, and deliver to 3

the client by post or messenger in the usual way. This, 4

however, eliminates the practical advantage of the speed of 5

communication of this new technology. 6

7

8

Figure 0.2 9  It will become essential 

for your choice of cameras to have the 30

VIEW option of both film and digital backs, 1

CAMERA                                    SLR        and for the digital back to be               2

compatible with both your chosen  3

view camera and SLR 4

5

6

7

DIGITAL 8

BACK

9
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FILM                                              FILM                                                   2 ■ 1

BACK                                        BACK                        3                   31

INTRODUCTION Any extra responsibilities taken on by the photographer

in terms of image enhancement and manipulation should be

 

■ remunerated to be worthwhile. This, perhaps, could include

being more productive on overcast days, for example, if

images can be significantly improved through manipulation.

Digital photography is currently being exploited both

by studio-based catalogue photographers and press photog-

raphers around the world. Studio photographers can readily

connect their cameras to computers, storing images on disk

or slotting them straight into an awaiting publishing spread

with great speed and efficiency. Press photographers can

shoot onto a removable PC card inserted in the camera and

can then transmit images from a laptop computer via a

mobile phone to their picture desks within minutes. And

none of this denies the photographer his traditional photo-

graphic skills that will remain as important as ever.

It is slightly more complicated for location photog-

raphers shooting high quality images, such as those photo-

graphing architecture. Apart from severe limitations in terms

of wide-angle photography (see Chapter 3), ideally the

camera needs to be directly connected to a laptop computer

for the image capture itself. Belt-mounted battery packs in

conjunction with PC memory cards are available for captur-

ing images on location but, at present, film is certainly the

more portable recording medium and, with scanning so

straightforward, usually the favoured option. It can store the

equivalent of gigabytes of high quality data both simply and

cheaply. It also has the added advantage of tangibility: the

client often prefers transparencies as they can be more imme-

diately viewed and compared.

However, there are already practical uses for lower

quality digital images of architecture, notably for property

agents. A snapshot taken on a modest SLR-type, or point and

shoot, digital camera can be e-mailed on the same day to 

the client for instant viewing or forwarding to potential

purchasers. The value of this lies in the sheer speed of com-

munication, and is proving to be a valuable tool in this

market.

In conclusion I suggest that it will be essential to be able

PROFESSIONAL to offer both the film and digital options in the future.

ARCHITECTURAL Photographers starting up in business should ensure that

PHOTOGRAPHY

■ their choice of camera is compatible with both mediums,

even if beginning with just the film option. As with com-

4 puters, the fast pace of digital developments will inevitably  lead to swift obsolescence, so equipment purchased today             INTRODUCTION               11

must be fully utilized immediately to be justified on economic 2

 

grounds. Digital technology is here to stay but is not yet 3  ■

sufficiently developed, from an architectural photographer’s 4

point of view, to ensure a smooth transmission from silver 5

halide technology in terms of the demands we would expect 6

to make of it. 7
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5 31  1 OBJECTIVES: INTERPRETATION AND CREATION

 

. . . it is not everyone who has the time to see a

building in all its phases of beauty and effect, or has

the power of isolating those beauties, and so realising

the more subtle and recondite charms a great building

has, but gives up only to patient study and trained

observation . . .

 

Frederick H. Evans (1853–1943), architectural photog-

rapher, in the address he gave at the opening of his exhibition

at the Royal Photographic Society in London, on 25 April

1900.

 

‘Patient study and trained observation’ must be the founda-

tion stones of successful architectural photography, along

with sufficient technical knowledge and experience to be able

to reproduce on a mere sheet of photographic film the ‘subtle

and recondite charm’ of a building.

As a perfectionist art form, architectural photography is

a methodical process demanding patience and clinical preci-

sion from its practitioners. It also requires a subtle aesthetic

appreciation and an experienced understanding of the poten-

tial and effects of natural light – ‘Realism in the sense of true

atmosphere, a feeling of space, truth of lighting, solidity and

perfection of perspective . . .’ (ibid.). Both viewing and espe-

PROFESSIONAL cially producing accomplished architectural photographs can

ARCHITECTURAL              be a rich and immensely satisfying experience.

PHOTOGRAPHY

■ Architectural photography demands an appreciation of

the function of a particular building along with the discovery

6 of its sculptural qualities (especially with modern buildings)
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Figure 1.1  Frederick H. Evans, ‘The Sea of Steps’, Wells Cathedral, 1903 (courtesy of The Royal Photographic Society, Bath,

England). ‘. . . I succeeded in getting a negative that has contented me more than I thought possible . . . The beautiful curve of the steps on the right is for all the world like the surge of a great wave that will presently break and subside into 1

smaller ones like those at the top of the picture. It is one of the most imaginative lines it has been my good fortune to try 2

and depict, this superb mounting of the steps . . .’. Frederick Evans in Photography, 18 July 1903 31

OBJECTIVES: and exploiting these to their best advantage through judge-

INTERPRETATION  ment and control of lighting, camera viewpoint and the

AND CREATION

■          selection of a lens of appropriate focal length.

Some of the best architectural photography can appear

to the untrained eye as deceptively simple, as something

anyone could take given a sunny day and a reasonable 35 mm

camera. However, such perfect simplicity can usually only be

achieved through a positive, informed understanding and

interpretation of the building, precise composition and the

use of a specialist camera and lens. It also requires profound

judgement of natural light through the predetermination of

the position of the sun relative to the building for optimum

sculptural relief, and perhaps subtle filtration. A 35 mm

camera on a sunny day is suitable for many subjects, but

architecture is not one of them. This would quickly become

apparent by comparison of a ‘simple’ top architectural photo-

graph and an equivalent shot by an amateur on a 35 mm

camera. In the latter, verticals in the image would be likely to

converge, and there would be a general imperfection of the

line dynamics owing to inaccuracies caused by the inadequate

size and clarity of the viewfinder (i.e. not composing the

image directly onto a technical viewing screen).

Understanding the behaviour of natural light is a science

in itself, and a crucial element of both successful architec-

tural photography and the effective use of the photographer’s

time (which is of paramount importance in the running of

any business). Being completely beyond the effect of human

influence, working with natural light brings a primitive sense

of fulfilment (and often frustration!) at the achievement of

favourable results.

There is a wide variety of demand for architectural

photography, notably for architects and construction com-

panies, but also for property brochures, company reports,

archives, etc., in fact any situation in which a building needs

to be photographed either for publication or as a record.

This book outlines the fundamental theories and techniques

at the root of all such work, though the emphasis the photog-

rapher places on certain elements or aspects of a building he

or she is photographing is likely to change depending on the

PROFESSIONAL nature of the client and the brief. Architects are likely to be

ARCHITECTURAL more interested in clean lines and clever, sometimes abstract,

PHOTOGRAPHY

■ architectural features, while property agents will have a

greater concern to show maximum floor space and car-

8            parking facilities.

As a necessary preliminary to the practice of architec-               OBJECTIVES:                 11

tural photography, this book begins with a brief look at            INTERPRETATION               2

AND CREATION

architecture, both its recent history and the work of the 3  ■

architect. The aim of this is to develop an understanding of 4

the way architects go about designing a building, to come to 5

terms with the language, and to generate an empathy for the 6

important and sometimes subtle aspects of architecture. It 7

will hopefully also create an awareness of the atmosphere of 8

precision and technical excellence in which architects work 9

and come to expect from others, not least the photographers 10

they employ. 1

Our appreciation of architecture is both an aesthetic 2

and intellectual experience. Buildings can inspire us by their 3

presence and can also stimulate us intellectually through a 4

basic understanding of the clever technology and skills that 5

have been utilized in their construction. 6

An informed appreciation of architecture should 7

generate a constructive awareness in the photographer’s 8

approach to a building, thereby enhancing the relevance and 9

aesthetic value of his or her photographs. 20

1

The work of the architect 2

The work of an architect is to design buildings and supervise 3

their construction. A simple definition for a task of immense 4

complexity and variety, requiring a seven-year training for 5

the student architect to learn how to integrate the countless 6

social, technological and aesthetic aspects involved in the 7

design and construction of a building. 8

The student has to acquire a detailed knowledge of  9

the physical laws and properties of a multitude of different 30

materials and realize the construction possibilities of each 1

material. An understanding of heating, lighting, ventilation 2

and air conditioning has to be assimilated, along with the 3

service requirements for buildings: water, electricity, drainage 4

and sewage. He or she needs to develop an intellectual under- 5

standing of the history of architecture, and study the huge 6

diversity of building types, from houses and offices to hospi- 7

tals and factories, with their respective building and safety 8

regulations. Not least, the student architect has to acquire the 9

skills of a competent draftsman.                                          PROFESSIONAL                40

The role of the architect is that of creator and coordi-              ARCHITECTURAL

PHOTOGRAPHY

nator: creator of the design of visually satisfying, integrated 1  ■

buildings for specific purposes; and coordinator of their 2

subsequent construction with the planners, engineers and                  9                   31

OBJECTIVES: contractors. In this, the architect takes overall responsibility

INTERPRETATION               for monitoring their successful construction on site.

AND CREATION

 

■          A recent history of architecture

Sir Christopher Wren, remembered most notably for

rebuilding St Paul’s Cathedral in London, is generally

acknowledged as being the first professional English archi-

tect, probably the greatest and certainly one of the most

prolific. As Surveyor General of the King’s Works, he was

responsible for many of the major buildings in London,

Oxford and Cambridge in the second half of the seventeenth

century. Before this time, major buildings were the product

of the combined achievements of patrons and their master

masons. Houses and barns were built by craftsmen accord-

ing to local tradition, using locally available materials. The

legacy of such ‘vernacular’ architecture is the wonderful

regional diversity of traditional buildings, from the granite

longhouses of West Devon and the stone cottages in the

Cotswolds, to the variety of timber-framed buildings across

the south of England. Vernacular architecture had admirable

integrity both in its appropriate method of construction and

in meeting the physical and social needs of the community.

The vernacular tradition in Britain died out in the 1840s

as a result of industrialized techniques of brick-making, and

the arrival of steam trains to transport the ready-made bricks

around the country. This diminished the need to use local

building materials and, with ever-improving communica-

tions, eroded the regional variations of style.

The foundations of ‘modernism’ in architecture are

rooted in the philosophy that developed as a result of the

Industrial Revolution in the eighteenth century, that progress

is made through ever-increased rationalism, and therefore

that ‘form follows function’. Buildings were to be primarily

functional, with the belief that when functional demands

were fully met, beauty would be the inevitable outcome.

Architecture in the first half of the nineteenth century

had been characterized by its indiscriminate copying from all

past building styles. However, in 1851, having successfully

designed several large greenhouses for the gardens at

PROFESSIONAL Chatsworth House, Sir Joseph Paxton built his ‘Crystal

ARCHITECTURAL Palace’ (Figure 1.2) to house the Great Exhibition. It is con-

PHOTOGRAPHY

■ sidered to be the first major ‘modernist’ building in Britain,

exploiting recent technological developments to create a

10 massive, steel-framed, glass structure 1800 feet in length. It
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Figure 1.2 20  The Crystal Palace by Sir

was the first ever example of a building made from prefab-    Joseph Paxton, built to house the Great       1

ricated parts with a modular design, enabling an assembly    Exhibition of 1851. It is considered to         2

time of only four months.                                     be the first major ‘modernist’ building in       3

‘Modernism’ flourished throughout the first half of the    Britain                                4

twentieth century, reaching a zenith in the post-war period 5

when concrete high-rise blocks had seemed to provide an 6

egalitarian answer to Britain’s problems of overcrowded in- 7

dustrial cities. However, working-class communities became 8

fragmented by their development, depriving the inhabitants of 9

the richness of an organically developed city. 30

As an international philosophy, ‘modernism’ was prop- 1

agated most notably by the architects Le Corbusier, who 2

believed a house should be ‘a machine for living in’; Ludwig 3

Mies van der Rohe, whose theories of functional simplicity 4

gave rise to his thesis that ‘less is more’; and Walter Gropius, 5

who founded the Bauhaus in 1919 as a meeting place for arts 6

and crafts teaching, where artists and architects could work 7

together towards ‘the building of the future’. Improvements 8

in communication (air travel and telecommunications) 9

enabled the growth of an ‘international modernist’ style             PROFESSIONAL               40

across the world: high-rise, slab-sided buildings of little char-               ARCHITECTURAL

acter on an inhuman scale. 1  PHOTOGRAPHY

By the 1950s, disillusionment with functional rational-                   ■                    2

ism began to set in. ‘Public modernism’ was superseded by                 11                   31
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Figure 1.3   Lloyd’s Insurance building,

 

City of London, by Richard Rogers. ‘corporate multinational modernism’ in the 1970s and 1980s,

A fine example of ‘hi-tech’ architecture

creating homogeneous cityscapes in the major cities of the

world. This left people yearning for buildings richer in form,

PROFESSIONAL               detail and decoration to which they could relate.

ARCHITECTURAL As a result, we are now living in an era of ‘postmod-

PHOTOGRAPHY

■ ernism’, a term that embraces a pluralism of discontinuous

movements all with an emphasis on complexity as opposed

12 to simplicity. The movements strive to produce meaningful  architecture that is ‘double-coded’, i.e. communicative both               OBJECTIVES:                 11

to the members of the professional elite (as with modernism)             INTERPRETATION               2

AND CREATION

but also, significantly, to the general public who have to live 3  ■

with it. As a result, postmodern architecture can be irreverent 4

in its use of motifs from the past, and thereby differs from 5

the neoclassicism of architects such as Quinlan Terry. 6

‘Postmodern’ styles range from the ‘hi-tech’ architecture 7

of Norman Foster and Richard Rogers (noted for his Lloyd’s 8

Insurance building in the City of London, Figure 1.3), to the 9

‘neoclassical’ of Ricardo Bofill and James Stirling. 10

1

Design drawings 2

The tools with which the architect expresses his ideas to the 3

outside world, and which are used as the detailed plans for 4

the construction of his buildings, are his design drawings. It 5

is useful for the architectural photographer to have an under- 6

standing of the terms used, and to be able to interpret the 7

drawings intelligently. A cursory glance at any architectural 8

drawings will generate an awareness of the standards of 9

perfection and accuracy to which architects have to work. 20

The main types of design drawing are outlined overleaf.        Figure 1.4   An example of a site plan,        1

in this case a primary school, by The 2

Tooley & Foster Partnership (architects) 3
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Figure 1.5   An elevation drawing of

 

Regent Gate by The Tooley & Foster         •     Plan. The plan is a map of the proposed building, Partnership to show the front face of

the building. Compare this with the showing a horizontal plane cut through a building at a

finished brochure of the building in height of about 1 metre above ground in order to show

Figure 10.1 the position of doors, windows, internal walls etc. It can

also be used to show the positioning of furniture.

•    Site plan. The site plan is a map showing how the

building relates to the land on which it is to be situated

(Figure 1.4).

PROFESSIONAL               •     Elevation. An elevation drawing shows one face of the

ARCHITECTURAL building perfectly to scale, often 1:100 (Figure 1.5). An

PHOTOGRAPHY

■ elevation is drawn for each side of the building, and can

be coloured to approximate the colours of the materials

14               to be used.
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Figure 1.6 10  Section drawings of Regent

•    Section. A section drawing (Figure 1.6) is a vertical    Gate by The Tooley & Foster               1

plane cut through a building to show room heights, the    Partnership.                             2

position of staircases, depth of foundations, etc. 3

•    Perspective. A perspective drawing of a building is                                      4

simply a visual impression of how the completed build- 5

ing is likely to look. It is not an accurate drawing for 6

purposes of measurement, and therefore allows the 7

[image: ]

possibility of a degree of distortion. 8

•    Isometric projection. An isometric projection is a                                     9

geometrical drawing to show a building in three dimen- 20

sions (Figure 1.7). The angles of the building are set at 1

30° to the horizontal, with the internal corner at 120°, 2

and the verticals remaining vertical. Such a projection 3

gives the illusion of perspective, but with all vertical and 4

horizontal dimensions of the building accurately scaled. 5

•    Axonometric projection. An axonometric projection is                                      6

also a geometrical drawing to show a building in three    Figure 1.7   An isometric projection,         7 dimensions (Figure 1.8). However, in this type of projec-    with angles of the building set at 30 ° to

the horizontal, and verticals remaining 8

tion, the plan retains its true angles and dimensions, but 9  vertical

is set at a convenient angle (typically 60° and 30°, 45° 30

and 45°) with verticals drawn to scale. Horizontal 1

[image: ]

dimensions are also to scale, but diagonals and curves 2

on a vertical plane are distorted. The effect of an axono- 3

metric projection over an isometric projection is to give 4

more of a bird’s eye view of the proposed building. 5

•    Working drawings. Working drawings are those specif-                                      6

ically drawn up for the builders, plumbers, electricians, 7

etc., with accurate details for their particular jobs. 8

9

Proportion 40

Proportion is a harmonic, mathematical relationship of the

relative size or arrangement of two or more elements in a 1  Figure 1.8  An axonometric projection,

composition. Architecturally speaking, it is the ratio of 2  to give more of a bird’s eye view of the

different parts of a building to the whole. Classical and    proposed building                       31
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Figure 1.9   ‘The Golden Section’.

Drawing (a) shows how to find the

golden mean of a line; while drawing (b)

shows how a rectangle can be divided

up by following this principle. Applying

this to photographic composition, note

how these divisions are similar to those

of the simpler Law of Thirds illustrated

in Figure 6.4

 

Gothic architecture, with all its detail, was built with great

attention to harmonious proportion.

A proportion that has been used throughout history

since the time of the ancient Greeks is known as the ‘Golden

Section’. It is defined as to cut a finite line in such a way that

the smaller section is to the greater as the greater is to the

whole (see Figure 1.9). The resulting section is roughly in the

proportion 5 to 8, 8 to 13, 13 to 21, etc. (or 1:1.618), but

PROFESSIONAL never exactly so, causing it to be known in mathematics as

ARCHITECTURAL an irrational proportion. It was thought to be divine by the

PHOTOGRAPHY

■ Renaissance theorists, who called it the ‘Divine Proportion’,

and applied it extensively in their buildings. Leonardo da

16 Vinci demonstrated that it was the essence of universal  harmony and beauty. It is to be found throughout nature –              OBJECTIVES:                11

the male nude is divided by the navel in this proportion; as             INTERPRETATION               2

AND CREATION

is, for example, the cross-section of a nautilus shell – that 3  ■

suggests we instinctively empathize with it. In both art and 4

photography, the proportion is frequently used for the rela- 5

tion of the area of sky to that of the land, or of the 6

foreground to the background, roughly approximating the 7

Law of Thirds discussed in Chapter 6. 8

Other proportions have been developed and success- 9

fully employed by architects, notably the ‘modular’ system 10

developed by Le Corbusier in which he placed two series of 1

proportional numbers against each other to produce a whole 2

range of dimensions that would be harmoniously related to 3

each other. 4

We seem to be intuitively aware of when a building 5

appears ‘out of proportion’, which suggests that our natural 6

expectation for the environment, and the buildings that form 7

a large part of it, is towards an ordered harmony. 8

9

Scale 20

Scale is a comparison of relative size. With architecture, this 1

size can be relative to either ourselves or to other buildings, 2

and can be illustrated photographically by including people 3

in the shots. 4

People like to be able to relate to buildings on a human 5

scale. In confined urban areas, people can only relate to very 6

tall buildings at a distance. Anyone who has visited the 7

Empire State Building in New York, for example, will tell 8

you that one is completely unaware of its massive presence 9

when one is standing directly outside its front entrance. In 30

fact, unless following a map closely, it comes as a sudden 1

surprise to see the words ‘Empire State Building’ written 2

above its entrance as one walks down the street. 3

People find it much easier to relate to lower-level build- 4

ings that they can view as a whole from within the immediate 5

vicinity. Taller buildings demand wide open spaces around 6

them to afford a similar relationship. 7

A variation in the height of buildings in a city adds to 8

its visual interest and contrast, though in terms of scale, 9

people do not like to see the older buildings (considered to              PROFESSIONAL                40

be on a more human scale) dwarfed by modern high-rise            ARCHITECTURAL

PHOTOGRAPHY

developments. 1  ■

2
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OBJECTIVES:                 Perspective

INTERPRETATION  ‘Perspective’ is defined in the dictionary as ‘the art or system

 

AND CREATION of representing three-dimensional objects in spatial recession  ■

on a plane surface’. In other words, perspective is the effect

of things getting smaller as they recede into the distance.

So, perspective does not exist inherently in a building,

but in the way the eye sees it and according to the angle of

viewpoint the observer or photographer has chosen. Viewed

at an angle, the parallel horizontal lines of a building appear

to converge, causing the vertical lines of equal height to

appear as if they are getting progressively shorter.

Architects can successfully exploit the effect of perspec-

tive for visual impact. This was a popular technique used in

Renaissance architecture with its great colonnades.

 

Aesthetics of architecture

All of us initially witness architecture in purely visual terms.

For those of us who have no need or desire to enter a partic-

ular building, it usually remains a visual experience, though

our lives may be affected to some degree by its physical pres-

ence. That experience can stimulate us, or bore us, but we

cannot escape it.

It is the responsibility of the architect, therefore, to

create visually satisfying buildings that transcend the merely

practical purposes for which they are built. The architect

must synthesize the practical objectives with his visual inten-

tions to achieve an integrated whole, or unity. If he fails to

achieve his visual objectives, some would argue that the

result would be a serviceable building, but would not merit

the term ‘architecture’.

In his book Principles of Design in Architecture (1981,

E. & F.N. Spon), K.W. Smithies identifies three principles of

design that relate to visual objectives:

 

1 The visual composition, that is the syntactical relation-

ship of part to part and each part to the whole in visual

terms.

2 The semantics, that is the effect of a design on the mind

of the observer, or expressiveness.

PROFESSIONAL               3    The wider relationship between design and setting in

ARCHITECTURAL place and time, also its direct relationship to human size

 

PHOTOGRAPHY                  – magnitude. ■
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The historical development of architectural                    OBJECTIVES:               11

photography                                            INTERPRETATION            2

From the very first photograph by Nicéphore Niépce in 1826             AND CREATION

■ 3

to Louis-Jacques Mandé Daguerre’s invention of the daguer- 4

reotype in 1839 and William Henry Fox Talbot’s rival 5

calotype (negative-positive process) in 1841, the static nature 6

of buildings provided the perfect subject matter for the long 7

exposures required for photography at this time. 8

Photography became a popular new art form among 9

amateurs and professionals alike in the 1850s. A romantic, 10

picturesque vision of architecture dominated their work at 1

this time with cathedrals, castles and ruined abbeys being the 2

preferred subject matter, reflecting the prevalent spirit of 3

historical revivalism. In 1857 the Architectural Photographic 4

Association was founded to supply architectural photo- 5

graphs from various countries to its members. However, 6

while picturesque images of buildings by the likes of Francis 7

Bedford sold well, the Association came under increasing 8

criticism from architects who were keen to see more photo- 9

graphs of architectural details and contemporary buildings. 20

Despite Philip Henry Delamotte’s remarkable series of 1

abstract and geometric photographs of the re-erection of 2

Crystal Palace at Sydenham in 1855, it was not until the 3

1860s that the first firms to specialize in the recording of con- 4

temporary architecture began to emerge in Britain, notably 5

Bedford Lemere and Co. in London. These professionals 6

responded to the commercial demands of their clients, using 7

long exposures and small apertures to record the sharpest 8

details, while avoiding the dramatic effects of light and  9

shade. Architectural photographers recorded architecture 30

with technical precision and as such were shunned by the pic- 1

torialists and found their work excluded from photographic 2

exhibitions. 3

It was the 1870s that saw the introduction of the ink 4

photograph for magazine production. Prior to this, short 5

runs of books could be illustrated with photographs individ- 6

ually pasted onto the page while newspapers and magazines 7

had to make do with wood engravings copied from photo- 8

graphs. However, even the highest quality collotypes could 9

not be printed with type. The introduction of the half-tone              PROFESSIONAL               40

block in the 1890s enabled both photographs and type to be             ARCHITECTURAL

printed together in a single operation on the same paper. At 1  PHOTOGRAPHY

last photographs could be published economically with ease,                   ■                    2

stimulating the launch of three new publications offering                 19                   31

OBJECTIVES:                 opportunities for architectural photographers: the Architects’

INTERPRETATION               Journal (1895), Architectural Review (1896) and Country

AND CREATION

■          Life (1897).

Country Life commissioned photographs from various

photographers, most notably Frederick Evans and Charles

Latham. Latham’s photographs were technically precise and

faithful to the architecture, evoking the vision of country

house tranquillity that has remained the magazine’s hallmark

to the present day. By contrast, Evans was neither a clinical

architectural photographer nor a pictorialist, but rather

sought to render architecture pictorially respectable, concen-

trating on the interiors of cathedrals, churches and French

chateaux. He detested the exaggerated perspective of wide-

angle lenses for all-inclusive compositions and instead

adopted a fragmentary approach to architectural photog-

raphy. He selected longer lenses, to show the inter-related

nature of the structure and space within these beautiful

buildings, and the tonal contrasts of light and shade that

evoke their atmosphere.

It was the artistic revolution of the 1920s and 1930s,

embracing new technology, that encouraged experimentation

with technique and style. Architects were starting to build an

exciting new modernist world. In 1919, architect Walter

Gropius founded the Bauhaus in Germany, an academic

institute of art and design that believed in synthesizing art

and technology in modern design. Albert Renger-Patzsch

(1897–1966) was the initiator of New Photography: the

‘New Functionality’ style in which architecture was

photographed to reveal its abstract beauty by emphasizing

diagonals in the compositions. Unusual camera vantage

points enhanced the diagonals, and thus the dynamics of the

images. Such photography was well suited to the clean lines

and forms of the modern architecture. Andreas Feininger 

and László Moholy-Nagy were also Bauhaus photographers

who practised this New Photography, and their influence

spread to America where photographers Walker Evans

(1903–1975) and Paul Strand (1890–1976) discovered the

graphic nature of weatherboard houses in the Midwest when

photographed in high contrast black-and-white. The very

PROFESSIONAL nature of America’s new skyscrapers, combined with the

ARCHITECTURAL introduction of the highly portable Leica in 1924, encour-

PHOTOGRAPHY

■ aged the photographer to point his camera upwards to start

photographing in a more abstract way.

20 By comparison, British photographers wanting to prac-
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Figure 1.10   Daily Express Building,            2

London, Dell & Wainwright, 1931 3

(courtesy of The Architect’s Journal). As 4

official photographers to Architectural

Review 5  from 1930 to 1946, the Dell &

Wainwright partnership was exceptional 6

in its dramatic, modernist approach to 7

architectural photography in Britain 8

9

30

tise this modern photography were restricted by a lack of 1

international-style buildings and engineering structures to 2

photograph. While many architectural photographers were 3

still considered objective craftsmen, in a world dominated by 4

photojournalism, one partnership singled itself out as excep- 5

tional in its dramatic, modernist approach to architectural 6

photography. That partnership was Dell & Wainwright who, 7

as official photographers to Architectural Review from 1930 8

to 1946, transformed the image of British architectural 9

photography while successfully popularizing modern archi-              PROFESSIONAL               40

tecture. Always graphic in impact and sharp in every detail,              ARCHITECTURAL

PHOTOGRAPHY

their photographs used dramatic lighting and camera angles, 1  ■

favouring bird’s and worm’s eye views (for both interiors and 2

exteriors) and oblique angle shots to show repetitive rhythms                   21                    31

OBJECTIVES: in the architecture. Their style became the norm for archi-

INTERPRETATION  tectural photographers after the Second World War until the

AND CREATION

■ 1960s when a photojournalistic approach was popularized

using small, handheld cameras.

The 1970s and 1980s saw an explosion of colour

photography combined with the ubiquitous growth of

company brochures, property brochures and illustrated

annual reports. These have presented the photographers and

designers with ever more creative opportunities. A post-

modern array of styles and techniques can be employed,

especially with the design and photo-manipulation tech-

niques available since the 1990s through digital imaging.

The outline in this chapter of the fundamentals of archi-

tecture aims to provide an awareness of the architect’s

approach to design; some useful background knowledge; 

and an understanding of the terminology of architectural

drawing that a photographer specializing in this area is likely

to encounter. In the next chapter, we turn our attention to

the different mediums available to record two-dimensional

images of three-dimensional realities.

 

PROFESSIONAL

ARCHITECTURAL

PHOTOGRAPHY

■
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2 RECORDING MEDIUMS: 11 2 3 FILM AND DIGITAL 4 5 6 7

8

9

10

1

2

3

Photography is primarily about creating high quality images, 4

whatever the recording medium chosen. That choice will be 5

determined by a number of factors: client demands, hard- 6

ware costs, education, and the desired speed and efficiency 7

of communication. 8

Both film and Charge-Coupled Device (CCD) digital 9

image capture share some common characteristics. Both 20

record light reflections received at the image plane onto a 1

light-sensitive medium with the objective of reproduction at 2

some later stage. While the eventual output can appear very 3

similar, be it a print or published page, the routes to achieve 4

it are technologically quite different. The silver halide tech- 5

nology of traditional photography produces an analogue, 6

continuous tone image where quality is limited by the grain 7

size of the individual halide crystals. Digital images, by 8

comparison, are electronically created stepped-tone images 9

based on the binary digital system where ‘0’ is black and  30

‘1’ is white, in its simplest form. An image is recorded as  1

a framework of millions of ‘pixels’: the smallest distinct  2

units of a digital image that are encoded with the varying 3

intensities of the colours red, green and blue that make up 4

the image. 5

Clients on the whole are not yet demanding digital 6

originals because the scanning of conventional transparen- 7

cies is so simple and the quality consistently high. Further 8

technological advances and standardization, combined with 9

lower prices as a result of increased demand, will trigger              PROFESSIONAL               40

the acceleration of the switch from film to digital so it is             ARCHITECTURAL

important that any hardware purchased now will be com- 1  PHOTOGRAPHY

patible with both technologies in the future.                                   ■                    2
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Figure 2.1   The different photographic

routes that can be taken from image

capture to final print output. While the       Film

outputs from both routes can appear In many other branches of photography, the photographer

very similar, the processes involved in

each are technologically quite different has to compromise film speed with quality in order to

capture any movement with sufficient sharpness. The major-

ity of architectural photographs are devoid of any subject

movement and demand the use of a tripod, thereby affording

architectural photographers the luxury of using high quality

slow films as their regular stock (Figure 2.2). The slower the

film, the finer the grain and therefore the sharper the images

for reproduction. Where people do need to appear in an

architectural shot, they can either be posed for clear defini-

tion or allowed to continue their movement, resulting in a

blurred action on film that is often considered a creative 

asset against the crisp structure of the building. The degree

of blur can be varied according to requirements by vary-

ing the length of exposure, typically between 1⁄15 second and

2 seconds.

It is important to make comparative tests of your own

to determine your personal brand preferences, and then to

develop an intimate knowledge of just a couple of film types

PROFESSIONAL that will become your regular stock. The popular films in

ARCHITECTURAL both colour and black-and-white are available in most

PHOTOGRAPHY

■ formats, so the specific information outlined below applies

equally to users of large-format, roll film and 35 mm

24            cameras.
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Figure 2.2   The qualities of films of            5

different speeds 6

7

8

Colour transparency film 9

Colour transparency film is the popular choice of most 20

commercial photographers working in colour, and is widely 1

used for the purpose of mechanical reproduction. It produces 2

an original image, as opposed to a print from a negative that 3

is necessarily once removed from the original. Since the final 4

published image is twice further removed from the original 5

supplied by the photographer, it is essential to give the 6

publisher an original of the highest possible quality from 7

which to work. 8

Colour transparency films are available in two basic 9

varieties: daylight balanced and tungsten balanced. A good 30

choice for both exterior and interior work is a professional 1

slow/medium-speed daylight balanced film rated at ISO 100, 2

for example a Fuji Fujichrome or Kodak Ektachrome trans- 3

parency material. Slower films are available for even finer 4

grain, and these are certainly an excellent choice for critical 5

work under perfect conditions. Film with the ISO 100 speed 6

rating, however, is the most versatile as regular stock and can 7

be used successfully for both high quality exterior and inte- 8

rior work, as well as for dusk shots. For interiors, it requires 9

no filtration when daylight through windows combined with             PROFESSIONAL               40

flash is the primary light source, and suffers no significant             ARCHITECTURAL

reciprocity failure for exposures up to 10 seconds. 1  PHOTOGRAPHY

While daylight balanced film is fine for most interiors,                   ■                    2

tungsten balanced film rated at ISO 64 is useful for interiors                   25                    31

RECORDING that are lit entirely, or largely, by tungsten lighting as it

MEDIUMS: FILM  requires little or no filtration for perfect colour rendition. 

AND DIGITAL

■ It has a further useful quality for interior photography in 

that it has been designed specifically for long exposures.

There is no reciprocity failure between 1⁄ 15 second and

30 seconds, with minimal failure up to one or two minutes.

This is particularly advantageous when photographing large

interiors as it enables great depth of field to be achieved

through the use of small apertures and very long exposures.

For interior work where daylight is the dominant light

source, an 85B colour correction filter is necessary over the

camera lens, reducing the effective film speed by 1 stop to

ISO 32. With such a slow film speed, long exposures become

essential. The long exposure time also enables the flash to be

fired several times, if necessary, to build up sufficient flash

intensity. Again, the major manufacturers all produce their

 

Figure 2.3   An example of the use of
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tungsten balanced film, rated at ISO 64,

in which the only light sources in the

bathroom were tungsten. This shot was

taken using only the available light and

without filtration
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own versions and I would recommend a direct comparison              RECORDING               11

experiment as the best way to make your preferred individual              MEDIUMS: FILM                2

AND DIGITAL

choice. 3  ■

Both colour transparency and negative films, in roll and 4

sheet formats, are frequently entitled ‘professional’ films. 5

This means that the colour balance of the film is neutral at 6

the time of production and therefore should be refrigerated 7

until used to halt the ageing process. As film ages, its overall 8

colour balance shifts, it becomes less sensitive to light and  9

its contrast diminishes. So, when using a refrigerated ‘pro- 10

fessional’ film, the photographer can be confident that the 1

overall colour balance of the film will be as neutral as 2

possible. General-purpose amateur films, on the other hand, 3

are created to render a neutral colour balance after ageing 4

for 3 months at room temperature. 5

To avoid any minor factory variations of colour balance 6

it is best to shoot each assignment with film from the same 7

batch (the batch number is shown on the side of the box 8

along with the expiry date), in order to achieve consistent 9

results. This is most easily done by buying film in relative 20

bulk. All colour transparency films use the Kodak E-6 1

process or equivalent for development (other than Koda- 2

chrome films, which have to be processed almost exclusively 3

by Kodak themselves). The E-6 process involves 11 stages, 4

taking 1 hour to complete (inclusive of drying time), with a 5

usual turnaround time of 2–3 hours in a professional labo- 6

ratory. 7

8

Colour negative film 9

Although excellent colour prints can be usefully produced 30

either directly, positive to positive, from a colour trans- 1

parency or indirectly, via an internegative stage, colour 2

negative film is still the most popular option when colour 3

prints are the only desired end product of a shoot. The 4

quality is obviously better than going via an extra interneg- 5

ative stage, and cheaper for long print runs than direct 6

positive-to-positive prints from a transparency. The image 7

quality is also quite different, and therefore choice of printing 8

from negative or transparency is dependent both on require- 9

ments and personal preference.                                          PROFESSIONAL               40

A slow/medium-speed film would be appropriate for            ARCHITECTURAL

PHOTOGRAPHY

architectural work, both exterior and interior, though for 1  ■

very long exposures it is still susceptible to reciprocity failure. 2

Colour balance on negative film is not as critical as that on                  27                   31

RECORDING transparency film, as minor colour variations at the time of

MEDIUMS: FILM  exposure can be filtered out at the printing stage to produce

AND DIGITAL

■          the desired colour balance.

Since negative film alone cannot, by definition, produce

a positive image for viewing, the quality of the final image is

as dependent on the paper on which it is printed as the film

on which it was taken. For these reasons, experimentation

under the same conditions is the best route for discovering

your personal choice of film/paper combination, concen-

trating on the comparison of tone, detail sharpness, grain

size, and the richness and accuracy of the colour rendition.

Colour negative films are developed using the Kodak C-

41 process or equivalent. This is a seven-stage process that

takes approximately 45 minutes (inclusive of drying time),

with a turnaround time of anything from 1 hour in a profes-

sional laboratory.

 

Black-and-white film

There are two main uses of black-and-white film for

purposes of architectural photography: for the archival

recording of buildings, and for dramatic, artistic effect in

advertising brochures. The archival recording of buildings is

best exemplified by the photographers of The National

Monuments Record in the UK. A medium/slow film rated

around ISO 100 is the recommended regular film stock for

such work owing to its flexibility and consistent high quality

results. While fill-in flash is recommended for most interior

photography to reduce the contrast in an interior to record-

able levels, it is possible with black-and-white film to control

contrast to an extent by overexposing the film in the camera

and then reducing the development time accordingly.

Contrast can be further reduced or boosted at the printing

stage depending on the contrast balance of the printing paper

you choose. If complicated exposure/development variations

are likely to be a regular part of your work then it would

probably be sensible to process and print your own films, as

your experience will be the best guide to achieving perfect

results.

The advantage of using black-and-white film for the

PROFESSIONAL archival recording of buildings is that they have proved their

ARCHITECTURAL durability over a long period of time if stored correctly, and

PHOTOGRAPHY

■ are not prone to the potential fading of synthetic dyes in

colour films (Figure 2.4). Furthermore, photographic archives

28 on black-and-white film and paper are more consistent for the
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Figure 2.4 2  Black-and-white film is the

ideal medium for the archival recording 3

direct comparison of shots taken at different times than a    of buildings, having proved its durability        4

variety of colour films with slightly different colour balances    over a long period of time, and is more        5

and varying degrees of fading. The most dramatic black-and-    consistent than colour for the direct          6

white film for artistic effect is infrared film with its grainy,    comparison of shots. This photograph         7

high-contrast, ghostly results. Available in 35 mm or sheet    was taken at the turn of the century by

William Dunn (great-grandfather of the 8

film form, it is sensitized to respond both to infrared wave- 9  author) of the Forth Railway Bridge in

lengths and much of the visible spectrum. To maximize its    Scotland under construction                30

dramatic effect, it is necessary to use a visually opaque filter 1

that transmits only infrared. This causes green vegetation to 2

glow a fuzzy shade of white and, on a bright sunny day, 3

makes white clouds stand out boldly against a blackened sky. 4

For a fuller description on the use of this type of film, see the 5

section ‘Black-and-white infrared photography’ in Chapter 9. 6

For less dramatic, yet crisp artistic or abstract images 7

with relatively high contrast, a slow ISO 25 film is an appro- 8

priate choice, in conjunction with a fine-grain developer. 9

When processed the grain of the film is so fine as to be invis-               PROFESSIONAL                40

ible to the naked eye for most standard enlargements. The             ARCHITECTURAL

effect of this film can be enhanced by darkening blue skies 1  PHOTOGRAPHY

with either a red contrast filter or a polarizer to make white                   ■                    2

clouds stand out starkly.                                                       29                    31

RECORDING By comparison with colour film, black-and-white film

MEDIUMS: FILM  with its simpler emulsion is both forgiving and easy to use. It

AND DIGITAL

■ is tolerant of minor exposure variations, and obviously avoids

any problems caused by unwanted colour casts from artificial

light sources in interiors. It is also flexible in the way it can be

processed and printed, enabling a wide range of possibilities

for the final print in terms of grain, contrast and sharpness.

 

Instant-print film

The importance of instant-print film, available in both colour

and black-and-white, cannot be overstated. When used in an

instant-print magazine back or film holder that has been

interchanged with the regular film back or holder on the

camera, it can produce a positive image of the precise image

you are intending to take in only 90 seconds after exposure.

It enables you to check composition and lighting, and the

approximate effect of any filters being used, especially grad-

uated ones. It also provides a check as to whether any

vignetting of the image is taking place as a result of exces-

sive shift movements (see Figure 7.2), which can be difficult

to assess from the viewing screen alone. Basically, it gives you

unprecedented confidence that what you believe you are

recording on film you will successfully be recording on film

when you change film backs or holders.

There are several types of instant-print films available,

matched to the film speeds of the popular film types. Polaroid

Polacolor Type 679 film is a daylight balanced colour film

rated at ISO 100 – ideal when used in conjunction with ISO

100 daylight balanced transparency film. This produces a

positive image 90 seconds after exposure at temperatures

between 21°C and 35°C. Processing time is increased to

120 seconds at 16 °C.

When working with ISO 64 tungsten balanced film for

interior work, the perfectly matched instant-print film is

Polaroid Polacolor 64T film. With this material, film speed

is nominally kept constant along with processing times, but

exposure adjustments of a third of a stop must be made

according to the ambient temperature.

For black-and-white work, Polaroid Polapan Type PRO

PROFESSIONAL 100 rated at ISO 100 is the most popular, though other types

ARCHITECTURAL are available. These include Type 665 on medium format,

PHOTOGRAPHY

■ rated at ISO 50 that produces a print in 30 seconds and a re-

usable negative, and Type 55 (5 in. × 4 in. sheet film), which

30            is similar.

Matching the instant-print film to the colour trans-              RECORDING                11

parency or negative film to be used overcomes the need            MEDIUMS: FILM               2

AND DIGITAL

to make complicated exposure calculations between films of 3  ■

different speed, and is therefore preferable, though not oblig- 4

atory. Precise processing times or exposure adjustments are 5

clearly detailed on each pack. 6

The instant-print magazine back on a camera some- 7

times produces a larger image area than the subsequent 8

transparency or negative film size will allow. If this is the 9

case, it is important to carry a transparency-sized mask to 10

show you the precise image area that will be recorded on 1

film. The advantage of having a larger image area on the 2

instant print is that it enables you to shift the mask around 3

to check that composition for the film area is perfect. If it is 4

not, you can make a lens shift on a view camera corre- 5

sponding to the mask shift on the instant-print without 6

affecting the focus. Always re-check any changes you make 7

by taking a further instant-print. 8

9

Digital 20

Digital imaging embraces the entire process of generation, 1

storage and retrieval of images by electronic means. For 2

medium and large formats this involves replacing the film 3

back on the camera with a digital back connected to a com- 4

puter. It has advantages over film on several levels, notably 5

speed of transmission; reduced running costs (after initial 6

hardware investment); the opportunity for image enhance- 7

ment and perfect replication any number of times. It also 8

gives the photographer immediate confirmation of results, 9

more reliable than instant-print film. It enables photogra- 30

phers to package their images for direct reprographic output 1

and use over the Internet. The disadvantages for location 2

photographers include lack of portability (other than for 3

small digital cameras used for reference shots) and, more 4

importantly, restricted lens coverage owing to the small chip 5

size in relation to standard film sizes – see next chapter. 6

The overall light sensor in a digital camera is a form of 7

silicon chip known as a Charge-Coupled Device (CCD). This 8

CCD comprises millions of individual ‘pixels’ that each 9

produce an electric charge when exposed to light, propor-              PROFESSIONAL               40

tional to the amount of light received. The pixel charges are              ARCHITECTURAL

PHOTOGRAPHY

then processed by an Analogue-to-Digital Converter (ADC), 1  ■

i.e., the voltage variations of the individual pixels as a result 2

of light variations in the image are converted into a sequence                   31                    31

RECORDING of binary numbers where ‘0’ represents pure black and 

MEDIUMS: FILM  ‘1’ perfect white. A sequence of numbers between ‘0’ and ‘1’

AND DIGITAL

■ represent different shades of grey, and so the longer the

sequence, the greater the number of distinct shades recorded.

The length of this sequence is determined by the ‘bit depth’

of the CCD, so a CCD with a 2-bit depth will record a

sequence of pairs of binary numbers: 00, 01, 10, 11 enabling

2 2 = 4 shades to be distinguished. With a sequence of three

binary numbers (3-bit depth) 23 = 8 shades can be recorded

etc. Accordingly, a CCD with an 8-bit depth creates 28 = 256

different shades, well beyond the discernment of the naked

eye, which can distinguish only about 200 different shades.

As a result, an 8-bit depth stepped-tone digital image will

deceptively appear to the eye as a continuous-tone image.

For a full colour image, an 8-bit depth is needed for

each of the three primary colours used in photography: red,

green and blue (RGB), or 24 bits in total. This enables R256

× G256 × B256 = 16.7 million colours to be generated.

There are two main types of CCD used in digital pho-

tography: ‘area array’ and ‘linear array’ CCDs. An area array

CCD has millions of pixels arranged in rows and columns in

a square or rectangular format that are exposed simultan-

eously. This is known as a single-shot system, behaving very

like conventional film, and is able to record both flash and

continuous light. By contrast, a linear array CCD has a single

row of pixels that measure light by the sequential scanning

of the film plane. While the result is a higher definition

image, it requires very long exposures (often several minutes)

so is only suitable for stationary subjects with continuous

lighting. It is therefore not suitable for architectural work

where movement can be an element, be it of people, varying

light intensity or even the movement of clouds in the sky.

The area array CCD is fundamentally a monochrome

device so, in order to record colours, the number of pixels

have to be divided up into blocks of four and covered with

a tri-colour mosaic filter to represent the three primary

colours. This filter allows 50 per cent to record green and

25 per cent each to record red and blue. The predominance

of the green filter is to produce the best match for the human

PROFESSIONAL eye, which itself is more sensitive to green light than to red

ARCHITECTURAL or blue. The disadvantage of this compared with the linear

PHOTOGRAPHY

■ array CCD (though unavoidable for the architectural pho-

tographer) is that it produces a smaller file size. This is

32 enlarged through interpolation (expanding the file size by  educated computer guesswork) to produce an image not             RECORDING               11

quite as sharp as the three-shot system. Pixel quantity is             MEDIUMS: FILM                2

AND DIGITAL

everything: the more you have, the greater the detail 3  ■

recorded, and therefore the better the resolution, that all- 4

important definition of clarity and sharpness in an image. A 5

typical chip size for a digital camera back is 24 mm × 36 mm, 6

comprising 2k × 3k = 6-megapixels, i.e. 6 million pixels. 7

8

Resolution 9

Traditional photographic resolution can be defined in terms 10

of the sharpness of the lens and the fineness of the film’s 1

emulsion grain. Digital file resolution, on the other hand, is 2

defined as the finite number of pixels in an image at a specific 3

size, i.e. the number of pixels per inch (ppi) or centimetre 4

used to construct the final print. The more pixels in an image, 5

the finer the resolution, and hence the formula: 6

7

pixel size

Resolution = ———————— 8

physical dimension

9

20

Alternatively,

1

 

pixel size  2  ⫽  resolution (ppi)  ×  physical dimension

3

So, to produce a 10 in. × 8 in. image for reproduction in 4

a quality magazine at 300 ppi (the minimum resolution 5

designers and repro houses demand for colour magazine or 6

brochure production) would require pixel dimensions of 3000 7

× 2400, using the above formula. Likewise, a full-bleed A4 8

magazine page (measuring approx 11.65 in. × 8.3 in.) would 9

require a 3500 × 2500 pixel image, with a file size of 23Mb 30

RGB, or 30Mb CMYK file (CMYK being the colours of the 1

standard inks used in four-colour litho printing for brochures, 2

books and magazines: Cyan, Magenta, Yellow and Black). 3

4

Practical digital imaging for location 5

photographers 6

Cameras for digital photography can very broadly be divided 7

into two main categories. First there are those that have  8

the portability and feel of conventional 35 mm film cameras 9

(be that SLR or compact), and record their images onto a             PROFESSIONAL               40

removable memory card. A built-in LCD preview screen lets             ARCHITECTURAL

you view the images just captured, while a computer back at 1  PHOTOGRAPHY

base fitted with a card reader retrieves the images from the                   ■                    2

card enabling it to be re-used.                                                  33                    31

RECORDING The second category is the high resolution medium- and

MEDIUMS: FILM  large-format equivalents, requiring a digital back to be

AND DIGITAL

■ attached to the image plane of the camera instead of a film

back. While the quality is significantly higher, and enables the

use of camera movements for architectural work, portability

is correspondingly reduced as, ideally, these backs need to be

connected to a computer, albeit a laptop, for viewing and

storing the larger image files on location.

A compromise can be made by shooting the high qual-

ity shots for publication on film, and instant snapshots for

speedy e-mailing to the client on a small SLR or compact

digital camera. Property agents especially find this a useful

arrangement as it provides them with very fast images for

their websites, along with the high quality film original for

brochure publication, and all at affordable prices. For more

[image: ]

 

Figure 2.5   Digital image manipulation,       (a)

using Adobe Photoshop software,

enables a digitized image to be ‘cleaned

up’ in spectacular fashion. In this case,

for the purpose of advanced publicity,

the Regent Gate building had to be

photographed while still under partial

scaffolding and boarding. The original

transparency, off the same film strip as

(a), was then scanned into digital form

and retouched in Photoshop to produce

print (b) for publication. An image of the

finished building can be seen in the

Regent Gate brochure reproduced in

Figure 10.1
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detail on the different digital options available, refer to the                RECORDING                  11

next chapter on hardware.                                            MEDIUMS: FILM               2

AND DIGITAL

■ 3

The digital imaging process from capture to 4

output 5

The digital imaging process can be broken down into a series 6

of five stages: capture, manipulation, storage, transmission 7

and output. The first stage, to capture the image in digital 8

form, can either be achieved by photographing the subject 9

with a digital camera, or by the conversion of a conventional 10

transparency or print to digital form by scanning. 1

Once captured and loaded into the computer, the image 2

can then be manipulated using a specially designed software 3

package. Adobe Photoshop is the most popular, enabling  4

the image to be adjusted for colour correction, saturation, 5

6

7
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RECORDING brightness and contrast, as well as for more dramatic dis-

MEDIUMS: FILM  tortions, special effects filtrations and invisible retouching.

AND DIGITAL

■ The multiple layer system allows easy compositing: the subtle

merging of various images together. The distortion facility

has potential specifically for the architectural photographer,

as outlined in Chapter 8.

The manipulated digital image can then be put onto a

CD for storage and future retrieval with a capacity for up to

650Mb of digital information. Digital images take up large

amounts of storage space with file sizes too large to fit onto

conventional floppy disks. The file size of an image depends

upon the scanning resolution of the image. The scanning

resolution chosen, i.e. the number of pixels or dots per inch

(dpi), depends on the size of the image required for final

publication – see Table 10.1 in Chapter 10. Too low resolu-

tion will result in ‘pixelation’ appearing in the published

image, and too high resolution is a waste of time, storage

space and money. The resolution of printing systems is

quoted in lines per inch (lpi), and the print industry standard

rule of thumb is to have twice as many pixels as lines. Whole

portfolios can be stored on CD, and can be easily duplicated

for sending to potential clients.

A fast way of transmitting digital data to a client is via

an ISDN telephone line, a line dedicated to carrying data and

images in digital form. The use of a conventional telephone

line in conjunction with a modem in the computer is a slower

and less reliable alternative, and not suitable for large image

files.

Finally, at some point you will probably want to

produce conventional prints from your digital images, and

you will require a printer to do this. However, fast high

quality printers can be expensive, so it may be more appro-

priate to have a slower, but affordable, dye sublimation

printer (or even one of the latest inkjet printers) for proof

printing, and use the services of a bureau for producing top

quality final prints.

 

PROFESSIONAL

ARCHITECTURAL

PHOTOGRAPHY

■

 

36

3 SPECIALIST 11  2  3  HARDWARE FOR  4  5  6  7  IMAGE CAPTURE  8  9

10

1

2

3

In a world of ever-increasing efficiency, manufacturers peri- 4

odically strive to produce a single camera that can satisfy the 5

requirements of all photographic demands . . . an ‘ultimate’ 6

camera that does all things for all photographers. However, 7

such a dream is unlikely to be realized because of the often 8

contradictory demands that would be made of it. As a result, 9

some unwieldy camera monsters have been produced that 20

manage a gesture of most facilities without the full advan- 1

tage of any. 2

Photography is divided into specialist branches, and 3

therefore the most appropriate equipment to use is that 4

designed specifically for your particular area of specializa- 5

tion. 6

As I have already mentioned, and shall continue to do 7

so throughout this book, the paramount requirement of a 8

camera for architectural photography is the ability to repro- 9

duce the straight lines of a building with absolute precision 30

and true verticality. This can only be achieved consistently 1

through the use of a ‘view camera’ that is able to overcome 2

the potential problem of converging verticals in an image 3

through the use of its extensive ‘camera movements’ (see 4

section on ‘The need for camera movements’ later in this 5

chapter). 6

While medium-format SLR cameras also have their 7

place in the world of architectural photography, as we shall 8

see shortly, our primary concern must be with the view 9

camera, the mainstay of any serious architectural photog-              PROFESSIONAL               40

rapher’s equipment. It is also increasingly important that             ARCHITECTURAL

your choice of view camera is compatible with a digital back, 1  PHOTOGRAPHY

and that any digital back you choose is also compatible with                   ■                    2

any medium-format SLR in your possession.                               37                  31
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Figure 3.1   The basic elements of

construction of a monorail view camera.

The simple design enables the possibility

of extensive camera movements to

achieve a variety of useful optical effects

 

View cameras

View cameras have the simplest basic construction of any

professional camera, consisting of a rail on which is mounted

a front standard to hold the lens panel, and a rear standard

to hold the focusing screen or film holder, with a set of

flexible bellows in between (Figure 3.1). It is the precise engi-

neering of the mechanics, the technical perfection of the

lenses and their limited demand that make such simple

cameras expensive pieces of equipment.

The virtue of such a simple design is that it enables the

possibility of extensive camera movements to achieve a

variety of useful optical effects otherwise impossible, or at

most limited, with any other type of camera.

The disadvantage of this basic structure is that the

subject has to be viewed as an inverted and reversed image

on a ground-glass screen, which itself can only be viewed in

darkness under a black cloth. Initially this can seem incon-

venient, denying the photographer the opportunity of

spontaneous changes of camera position to evaluate the best

viewpoint. However, with experience, the photographer

develops a contemplative patience and an awareness for

likely suitable camera positions.

Two devices are available to assist with these problems.

PROFESSIONAL First, it is possible for the image to be partially corrected in

ARCHITECTURAL orientation using a reflex prism finder (which also does away

PHOTOGRAPHY

■ with the black cloth and magnifier necessary for critical

focusing), but it does further reduce the light level of the

38 image on the focusing screen, which can be very weak, espe- cially when photographing interiors. Second, to assist your               SPECIALIST                 11

assessment of the best camera position, it is possible to use              HARDWARE FOR               2

IMAGE CAPTURE

an independent optical viewfinder matched to the focal 3  ■

lengths of your lenses, enabling you to move freely around 4

while seeing how this affects the subject image. 5

Finally, a valuable addition is a fresnel lens mounted in 6

front of the ground-glass focusing screen. This is a piece of 7

clear plastic with a pattern of concentric circles cut into its 8

surface that redirects the light rays passing through the edges 9

of the screen at an angle, back towards the viewer. This effec- 10

tively brightens the overall image, making viewing and 1

focusing significantly easier, especially in low light condi- 2

tions. View cameras are available in a variety of formats, 3

from medium (6 cm × 7 cm or 6 cm × 9 cm) to large (typi- 4

cally 5 in. × 4 in. or 10 in. × 8 in.). 5

6

Medium and large formats 7

Both medium and large formats yield extremely high quality 8

photographs for purposes of reproduction. Of course, the 9

larger the format, the higher the quality of the photographic 20

image owing to the smaller amount of magnification needed 1

for reproduction. In fact, a 10 in. × 8 in. camera produces 2

images that can often be contact printed, not enlarged. This 3

renders exceptional sharpness and a very rich tonal scale. 4

With a film area four times larger than the 5 in. × 4 in. format, 5

10 in. × 8 in. transparencies have unmatched richness and 6

depth. However, unless billboard-sized reproduction is a 7

regular requirement, the extra quality is often unwarranted. 8

The most popular format for architectural work is the 9

5 in. × 4 in. with its large-format image quality and also  30

the flexibility to take a roll film back when using the appro- 1

priate adaptor. Personally, I favour the medium-format view 2

camera as it is both smaller and lighter, making it more 3

portable than its larger format equivalent. This is a sensible 4

practical consideration for architectural work as you will at 5

times have to carry your equipment some distance. The roll 6

film back also enables wider experimentation and bracketing 7

for each shot, with ten frames per roll. Digital backs can be 8

fitted to both formats. 9

Large formats use single sheets of film that, when using              PROFESSIONAL                40

several to allow for processing adjustments, spares or poten-              ARCHITECTURAL

PHOTOGRAPHY

tial damage, add significantly to material costs over their 1  ■

medium-format equivalents. As well as there being a choice 2

of formats, there are also two basic types of view camera                 39                   31

SPECIALIST design available: the monorail, and the highly portable fold-

HARDWARE FOR             ing baseboard camera. IMAGE CAPTURE

 

■          Monorail cameras

Monorail cameras, as the name suggests, consist of a single

metal rail on which are mounted the lens standard and 

the film standard. The mounting blocks for the lens and 

film standards can each be slid along the calibrated track 

for purposes of focusing. The standards themselves can be

shifted up and down and/or sideways, or tilted or swung to

achieve the desired optical effects for specific situations, as

outlined later in this chapter. The potential extent of these

camera movements is considerably greater than those on its

baseboard camera equivalent, with adjustments physically

freer and less restricted.

 

Baseboard cameras

The strength of the baseboard camera is its ability to fold

away into a compact box, making even the larger formats

highly portable and swift to erect (Figure 3.2). The front of

the box is opened on a hinge, and the lens standard pulled

out onto the previously folded runners. The runners are then

moved backwards or forwards with a knob to focus the

image. Some medium-format models have a built-in

rangefinder allowing the camera to be focused handheld.

However, for the purposes of architectural photography, the

advantage of portability is outweighed by the disadvantage

of restricted camera movements. Any serious architectural

photographer would choose a monorail for its smoother

basic operation and more extensive movements.

The wood and brass variety of baseboard camera,

known as ‘field cameras’, are beautiful instruments that con-

jure up a romantic illusion of the bygone days of pictorial

photography. They are, however, better suited to high quality

travel work than to the precise optical demands of architec-

tural photography.

 

The need for camera movements

Most cameras, and notably the single lens reflex (SLR), are

PROFESSIONAL designed with the film mounted parallel with the lens, and

ARCHITECTURAL rigidly centred on its axis. This produces the most optically

PHOTOGRAPHY

■ accurate representation of the subject, with true scale of

reproduction as long as the film plane remains parallel to the

40            subject plane.

However, in order to take in the full height of a              SPECIALIST                11

building, for example, the whole camera has to be tilted. This              HARDWARE FOR               2

IMAGE CAPTURE

has the effect of tilting the film plane out of parallel with the 3  ■

front of the building, varying the scale of reproduction across 4

the subject image. In other words, the verticals in the image 5

[image: ]

start to converge, with the visual result being that the 6

building either appears to be falling over backwards if photo- 7

graphed straight on, or falling in on itself if photographed 8

from an angle. 9

For the verticals in the image of a building not to 10

converge, the film plane must be kept perfectly vertical. 1

There are three alternative ways of achieving this, to include 2

the full height of the elevation of the building. 3

First, you could raise the height of the camera to half 4

the height of the building being photographed. Unless there 5

is an accessible building directly opposite of sufficient height 6

or you can provide a hydraulic platform truck, this is an 7

impractical alternative.                                           Figure 3.2   The baseboard camera is a       8

The second possibility is to keep the camera back (i.e.    type of view camera that can be             9

the film plane) vertical, but use a lens of wider angle to    conveniently folded away into a compact      20

include the full height of the building. However, such a lens    box, making it very portable. However,        1

for the purposes of architectural

will also include an excessive amount of foreground when 2  photography, the advantage of portability

the camera is kept vertical, and this would have to be    is largely outweighed by the                3

cropped out at the printing or reproduction stage. Conse-    disadvantage of restricted camera            4

quently, this effectively reduces the format size, and therefore     movements                              5

image quality, demanding greater magnification for purposes 6

of reproduction. The other disadvantage of this alternative is 7

that it forces the photographer to use a lens of wider angle 8

than he would otherwise have chosen, with the likely result 9

of a more exaggerated perspective than necessary. 30

The final option is to move the lens vertically in rela- 1

tion to the film, i.e. a shift movement. This is the most 2

important of all available camera movements in architectural 3

photography. It will be explored in detail in the following 4

section. The camera movements available on a view camera 5

can be divided into two main categories: shift movements, 6

which are parallel movements of the front and/or rear stan- 7

dard in a vertical or horizontal direction; and Scheimpflug 8

adjustments, which are swing or tilt movements of either 9

standard.                                                               PROFESSIONAL               40

ARCHITECTURAL

PHOTOGRAPHY

Rising shifts 1  ■

Shift movements in the vertical plane are known as ‘rising’ or 2

‘drop’ shifts, and it is these that comprise the all-important                   41                    31
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(a)                                                           (b)
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Figure 3.3 Photograph (a) demonstrates the convergence of the verticals in the image of the building as a result of tilting

the camera to include its full height. Such an image is typical of an SLR or other fixed plane camera. Photograph (b) shows

how the verticals can be corrected for purposes of architectural photography by using a simple rising-front shift movement

on a view camera

 

view-camera facility that architectural photographers use to

eliminate the problems of converging verticals in exterior

work, and diverging verticals in interior work (Figure 3.3).

The lens panel remains parallel to the focusing screen/film

plane and is shifted either up or down from its neutral, central

position.

Shifting the lens up (rising front) therefore overcomes

the problem of having to tilt the camera to include the full

PROFESSIONAL height of a building. Shifting the lens down (drop front)

ARCHITECTURAL enables verticals to be retained in interiors without including

PHOTOGRAPHY

■ too much ceiling at the expense of foreground, or having to

photograph from an unnaturally low position.

42 True verticals and horizontals are confirmed on a view  camera by the camera’s integral spirit levels. The levels will                SPECIALIST                  11

guarantee the perfection of the lines so demanded by archi-              HARDWARE FOR               2
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tects, and avoid any possibility of convergent verticals that 3  ■

would jar visually with the perfect verticals of both the 4

photograph edge and the printed page. 5

6

Cross shifts 7

Shift movements in the horizontal plane are known as ‘cross 8

[image: ]

shifts’ (Figure 3.4). They can be used to take an apparently 9

straight-on view of a building while actually standing to one 10

side of it, which is sometimes necessary when the viewpoint 1

is restricted. The camera is lined up parallel with the front 2

elevation, even though not central to it, and a cross shift is 3

employed rather than turning the camera on the tripod. This 4

prevents any perspective ‘distortion’ and maintains the per- 5

fect horizontal lines of the building to give the impression of 6

a straight-on view.                                               Figure 3.4   The shift movements            7

The most frequent use of cross shifts in exterior archi- 8  movements of the front and/or rear  available on a view camera are parallel

tectural work is to control perspective. When photographing 9  standards. Rising shifts are shifts in the

a building at an angle from a relatively close vantage point    vertical plane, and cross shifts are shifts        20

with a wide-angle lens, the perspective of the receding    in the horizontal plane                    1

building is exaggerated. To partially offset this, the camera 2

can be turned on the tripod to make the angle to the building 3

less acute. A simple cross shift of the lens will then bring the 4

whole building back into view with a somewhat flattened 5

perspective, thereby expanding the area of the front eleva- 6

tion that is visible through the lens. Figure 3.5 demonstrates 7

this effect by photographing the building from the same posi- 8

tion both with and without cross shift. 9

Cross shifts can also be used to create an accurate 30

panorama. A montage can be made with a series of shots 1

taken with shifts from the extreme left to the extreme right, 2

avoiding the problem of semicircular horizontal distortions 3

that would arise if the camera was swung to the left and right 4

instead. 5

For interior work, cross shifts can be employed to 6

prevent the parallel horizontal lines of floor and ceiling from 7

converging as a result of perspective ‘distortion’ when photo- 8

graphed from an angle. The camera can instead be placed in 9

parallel with the far wall, and the lens shifted horizontally               PROFESSIONAL                40

to include more of the room and less of the side wall            ARCHITECTURAL

PHOTOGRAPHY

while retaining perfect horizontals – see section on ‘Correc- 1  ■

tion of horizontal convergence in interiors and exteriors’ in 2




Chapter 8.                                                               43                  31
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(b)

 

Figure 3.5 Cross shift movements for perspective control from a restricted

viewpoint. Image (a) was taken without any cross shift, while image (b) was

taken from exactly the same place but with the camera turned on the tripod

PROFESSIONAL for a flatter perspective on the elevation. A simple cross shift movement was

ARCHITECTURAL              used to re-centre the image

PHOTOGRAPHY

■

 

44

[image: ]

SPECIALIST 11

HARDWARE FOR 2

IMAGE CAPTURE

■ 3

4

5

6

7

8

9

10

1

2

3

4

5

6

7

8

9

20

1

Figure 3.6   Excessive shift movements        2

used to retain the verticals in the 3

images of tall buildings can cause

geometrical distortion as illustrated 4

here, whereby the building appears top- 5

heavy and the verticals, though parallel, 6

appear to be diverging slightly 7

8

9

Such cross shifts for interiors should be used cautiously 30

as horizontal perspective ‘distortions’ are naturally expected 1

and are therefore more visually acceptable than vertical 2

‘distortions’. It is the same cross shift technique that is some- 3

times used in interior photographs to apparently photograph 4

a mirror head-on without the reflection of the camera 5

appearing in it. 6

Within the limitations of the lens (see section in this 7




chapter on ‘Lens coverage’) you can use a combination of 8

both rising and cross shifts of either front or rear standard 9

to achieve desired results.                                                    PROFESSIONAL                40

ARCHITECTURAL

PHOTOGRAPHY

Problems of excessive shift 1  ■

Apart from the limitation of the lens in terms of covering 2

power – the extremes of the image circle produced by the lens                   45                    31

SPECIALIST – another problem can arise when using an excessive shift

HARDWARE FOR             movement to photograph a tall building. IMAGE CAPTURE

■ This is a problem of geometrical distortion whereby the

outermost part of the field of view actually becomes elon-

gated, resulting in a building appearing top-heavy: see Figure

3.6. Although the verticals are actually parallel, the optical

illusion is that they appear to be diverging slightly.

One way to overcome this is to reduce the amount of

shift being used. With a tall building this is most effectively

achieved by raising the camera position to approximately

one-third the height of the building, probably by working

from just such a height in a nearby building. If this is not

possible, you could use a lens of shorter focal length (i.e. of

wider angle), select a more distant vantage point, or even tilt

the camera slightly – see section on ‘Tall buildings’ in

[image: ]




Chapter 9 for further details.

 

Scheimpflug adjustments

The adjustments made in accordance with the Scheimpflug

principle are the swing or tilt movements of either standard.

Swing movements are swings around the vertical axis; tilt

movements are tilts over the horizontal axis (Figure 3.7).

Swinging or tilting the lens alters the plane of focus without

[image: ]

changing the shape or position of the image, thereby control-

ling the depth of field.

The limitation of Scheimpflug adjustments is that they

can only control depth of field across one specific plane of

focus. This restricts their use in architectural photography

where the subject matter is usually three dimensional.

They can, however, be useful for detail shots of eleva-

Figure 3.7   The Scheimpflug               tions photographed at an oblique angle. Using a camera

adjustments available on a view camera without the facility of movements can make sharp focus

are the swing and tilt movements. The across the full depth of the plane impossible, even with the

lens panel or focusing screen, or both, lens fully stopped down. Focusing in the middle of the eleva-

are either swung around a vertical axis tion is likely to leave both near and distant parts of the

(a) or tilted over a horizontal axis (b).

This alters the plane of focus, and can         elevation out of focus.

thereby increase the depth of field along The swing movements possible on a view camera enable

one plane sharp focus to be achieved across the full depth of the eleva-

tion by altering the plane of focus. The Scheimpflug principle

PROFESSIONAL states that if you swing the lens around the vertical axis a

ARCHITECTURAL few degrees so that the subject plane, the focal plane (i.e. the

PHOTOGRAPHY

■ focusing screen/film back plane), and the lens panel plane all

intersect at an imaginary common line, you will maximize

46 the depth of field along the subject plane (see Figure 3.8).
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Figure 3.8   The Scheimpflug principle         5

for maximizing depth of field. The film 6

plane, lens plane and subject plane must 7

all intersect at an imaginary common 8

line, with an equal swing on both the 9

front and rear standards

10

1

According to the Scheimpflug principle, theoretically it 2

makes no difference whether the front or rear standards, or 3

a combination of the two, are adjusted, so long as the three 4

planes intersect at a common line. 5

Practically speaking, however, it does make a difference. 6

Swinging the lens panel is limited by the covering power of 7

the lens, and any movement of the camera back alters the 8

perspective to a degree, especially of the foreground subjects. 9

If maintaining the perspective is of paramount importance, 20

then swinging the lens panel alone is the best way to increase 1

depth of field. If precise perspective is not an issue, the way 2

to achieve maximum depth of field along the oblique subject 3

plane with maximum lens coverage and minimum lens dis- 4

tortion is to swing both the front and rear standards around 5

the vertical axis equally, but in opposite directions, with the 6

three planes still intersecting at an imaginary common line. 7

Tilts work in precisely the same way as swings, except 8

around a horizontal axis, as the name suggests. They are 9

used to increase the depth of field along the ground, enabling 30

subjects to be sharply focused from extreme foreground to 1

infinity, at relatively wide apertures. Subject height above 2

ground level, however, is unlikely to be sharp unless the lens 3

is well stopped down in the usual way. 4

Generally speaking, for architectural work it is best  5

to stop down the lens (i.e. reduce the size of the aperture) to 6

achieve maximum depth of field in the three dimensions. If 7

this is not enough, you will have to use a lens of wider angle 8

to create a smaller reproduction ratio (the smaller an object is 9

reproduced on film, the greater the depth of field around it).               PROFESSIONAL                40

ARCHITECTURAL

PHOTOGRAPHY

Single lens reflex cameras 1  ■

Single lens reflex cameras (SLRs) are the most common type 2

of medium format and 35 mm camera (with the possible                47                 31

SPECIALIST exception of direct viewfinder cameras, or ‘compacts’ as

HARDWARE FOR some are known, which are largely confined to the amateur

 

IMAGE CAPTURE              market). A hinged 45° mirror reflects the inverted image up ■

to a horizontal focusing screen, which is then corrected by

the pentaprism in the viewfinder. The mirror flips up, out of

the way, a split second before the shutter is released. Because

the distances between the lens and focusing screen, and

between the lens and film are the same, the image that is

sharply focused on the screen will be sharply focused on film.

In other words, the image you see through the viewfinder is

the actual image that will be recorded on film, though help-

fully corrected from its original inverted state.

The SLR is rarely useful for full elevation shots because

of its lack of essential camera movements. It is, however, a

necessary complement to the view camera for architectural

photography, especially for detail shots, abstracts and

moving subjects.

The basic strengths of the SLR are that it is quick and

simple to use, and it enables the photographer to view the

subject image right up to the moment of exposure. For

example, when people are integral to a particular shot of a

building, you can watch them through the viewfinder,

releasing the shutter at the precise moment of perfect config-

uration of all the elements of the composition, whatever the

perspective produced by lenses of different focal lengths. This

is impossible on a view camera, and precise composition of

a moving subject can only be guessed at by viewing the

subject with the naked eye at the moment of exposure, unless

carefully rehearsed beforehand.

The most frequent use of the SLR in architectural pho-

tography is for detail shots and abstracts. The versatility of

the SLR allows the photographer to spontaneously ‘snap

around’ at important features of a building. For abstract

work, dramatic angles and unusual composition can be in-

stantly viewed, modified and adjusted, while walking around

if necessary in search of the perfect viewpoint. Such shots can

be both difficult to find and laborious with a view camera.

The ability to view the image until the moment of expo-

sure permits the photographer to use the SLR handheld 

PROFESSIONAL in awkward situations. With a fast shutter speed and/or the

ARCHITECTURAL photographer’s elbows supported, this is possible on medium-

PHOTOGRAPHY

■ format cameras as well as on 35 mm. The handheld facility

is particularly useful when taking photographs from partially

48            open windows or from ground level for dramatic shots.

For the high quality results expected from architectural                SPECIALIST                  11

photographers, the medium format of 6 cm                            HARDWARE FOR × 7 cm or 6 cm 2

×                                                          IMAGE CAPTURE

6 cm is preferable to 35 mm. It is also more practical as it 3  ■

allows the photographer to interchange the film back with 4

an instant-print magazine back in order to check the results 5

prior to shooting the actual film. 6

7

Digital cameras and backs 8

Cameras for digital image capture can broadly be divided into 9

two main categories: the low-end, which are self-contained 10

cameras (similar to regular 35 mm SLR or compact cameras), 1

incorporating a memory card for recording the images and  2

a built-in LCD preview screen. These cameras are battery- 3

operated and totally portable, simple to operate and a 4

valuable tool for high speed communication via e-mail, and 5

for web use. 6

7

8
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Figure 3.9   (a) The MegaVision S3 Pro digital back, mounted on a medium                    ARCHITECTURAL

format SLR. This is a fine example of a high resolution digital back, connected                    PHOTOGRAPHY

to both a power supply and computer (photo courtesy of Calumet). (b)This 1  ■

same S3 back can be used on location as demonstrated here, using a memory 2

card and portable BatPac power supply (photo courtesy of Calumet) 31  49
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Figure 3.10   The problem with high

resolution digital backs at the present At the other end of the scale we have the high resolu-

time is the small size of the chip. Wide- tion digital backs, which need both a power supply (avail-

angle lenses currently used for medium

or large format film work effectively able in battery pack form where necessary) and preferably a

become long-focus lenses as this permanent connection to a computer, either a studio-based

diagram illustrates. Even the widest one or a laptop on location. Some digital backs, like the

Schneider Digitar lenses would impose MegaVision S3 for example, can record images onto a PC

severe limitations on the architectural memory card for location work. However, the combination

photographer of a high price tag and reduced portability continue to make

film backs the more attractive option on location. Personally,

I find the combination of a small digital camera in combina-

tion with medium-format film cameras the best option for

the time being and, where high resolution digital images are

PROFESSIONAL required, the film image can be easily digitized by scanning.

ARCHITECTURAL That said, anyone starting in architectural photography

PHOTOGRAPHY

■ today would be well advised to ensure the compatibility with

both mediums of any camera chosen. Two such cameras,

50 both medium-format monorails, are the Rollei X-Act 2 and  the Linhof M679. The Rollei X-Act2 is built as part of a               SPECIALIST                11

system that incorporates interchangeable film and digital             HARDWARE FOR              2

IMAGE CAPTURE

backs that can also be used on the Rollei 6001 SLR: a very 3  ■

attractive combination, likely to cover most of the demands 4

made of an architectural photographer, though with a film 5

format size of 6 cm × 4.5 cm, perhaps a bit small. My 6

personal favourite is the Linhof Technikardan with a 6 cm × 7

9 cm film back: very portable, but unlike the M679, is not 8

compatible with digital backs. 9

The major problem with all digital camera backs at the 10

present time is the small size of the chip : 24 mm × 36 mm, 1

exactly the size of the 35 mm film format. Medium-format 2

lenses used to focus on this small area effectively double  3

their focal length with the result that the production of a 4

distortion-free wide-angle lens is difficult to achieve without 5

the addition of an optical condensor system. The widest lens 6

currently available is the 28 mm Schneider Digitar, equivalent 7

to the 28 mm on a 35 mm camera. Though highly regarded, 8

this is not nearly so wide as the 47 mm Super-Angulon lens on 9

medium format, and anyone used to shooting architecture 20

especially in built-up environments would find this a severe 1

limitation. This is likely to remain a limitation until such time 2

as the chip size can be successfully enlarged at reasonable cost. 3

4

Shift lenses 5

Shift lenses, also known as ‘perspective control’ lenses, are 6

designed for SLR cameras to give them a limited amount of 7

the shift movements available on a view camera. 8

Such lenses are useful if choosing to work exclusively 9

with an SLR, as they do enable the verticals of buildings to 30

be accurately reproduced without convergence in many situ- 1

ations. However, they tend to be very expensive, are limited 2

in the amount of shift possible and, perhaps most impor- 3

tantly, are often restricted to a single focal length (typically 4

a medium wide angle: 75 mm for medium format or 35 mm 5

for 35 mm format). With the view camera, the movements 6

are integral to the camera body (thereby allowing movements 7

with lenses of all focal lengths), whereas the movements of 8

an SLR shift lens are integral only to the individual lens on 9

an otherwise rigid camera body.                                         PROFESSIONAL               40

ARCHITECTURAL

PHOTOGRAPHY

Choice of lenses 1  ■

A practical complement of lenses should span from very wide 2

angle to modest long focus.                                                  51                   31

SPECIALIST Because wide-angle lenses are so frequently used for

HARDWARE FOR architectural photography (both for their dynamic impact

IMAGE CAPTURE

■ and their ability to overcome the problem of working in

confined areas), it is sensible to have at least two such lenses:

a very wide angle (47 mm on medium format) and a medium

wide angle (65 mm on medium format). A third wide-angle

lens (75 mm on medium format) between the medium wide

angle and the standard lens (100 mm on medium format)

would also prove useful for exterior work, if affordable.

The standard lens, being the approximate equivalent to

the focal length of the naked eye, is an obvious essential for

‘normal’ perspective in architectural shots (Table 3.1).

A modest long-focus lens (180 mm on medium format)

for more distant shots is useful for showing the context of a

building within a land- or cityscape, by apparently com-

pressing the planes of the image. It also enables a building to

be selectively isolated from its landscape. In contrast to the

enhanced perspective of an image taken with a wide-angle

lens (which produces dynamic, angled lines) the long-focus

lens flattens perspective with a tendency towards horizontal

and vertical lines. It is probably sensible to hire longer focus

lenses on the few occasions that they are required.

With three or four basic lenses, you will be able to deal

with most demands made of you as an architectural photog-

rapher. Of course, the larger your collection of lenses, the

more flexible your choice of viewpoint, and therefore the

greater the number of possibilities open to you. Quality, how-

ever, is much more important than quantity with a restricted

budget.

 

Wide-angle lenses

Wide-angle lenses deserve special attention because of their

unusual attributes and extensive use in architectural work.

The main positive quality of wide-angle lenses for

architectural photography is that they enable full elevations

(and wide coverage of interiors) to be photographed from

relatively close viewpoints. This overcomes the problem,

especially in towns and cities, of restricted space, and has the

further effect of isolating a particular building from the

PROFESSIONAL               clutter of its surroundings.

ARCHITECTURAL However, while this often produces pleasing, dramatic

PHOTOGRAPHY

■ shots with exaggerated emphasis on the specific building

being photographed, such distortion represents an impos-

52 sible image to the naked eye of an observer standing in the  Table 3.1   The angles of view of different lenses for different formats.                       SPECIALIST                     11

Comparisons cannot be exact due to the different proportions of the                    HARDWARE FOR                 2 film formats, but they do provide a useful guide for purposes of cross-                    IMAGE CAPTURE

reference 3  ■

4

Format                                   Approx.                                          5

 

35 mm    6 ×                         angle of 6  7 cm   5 ×  4 in.    10 ×

8 in.   view

7

Focal length 8

Wide angle                                     125 mm    92°                                                 9

20 mm    47 mm    65 mm            84°                                        10

 

28 mm    65 mm    90 mm   180 mm   68°                                        2 105 mm 210 mm 62 ° 3 24 mm    58 mm    75 mm   165 mm   79°                                        1 35 mm    75 mm   125 mm   250 mm   55°

4

Standard                            135 mm              51°                                                 5

or normal      50 mm     90 mm    150 mm   300 mm    44°                                            6

100 mm   180 mm   375 mm   38°                                         7

8

Long focus               135 mm    210 mm    450 mm    35°

85 mm   150 mm   240 mm   480 mm   29°                                         9

105 mm 20  210 mm  300 mm  600 mm  22  °

375 mm 1  750 mm  18  °

135 mm 2  250 mm  +50 mm  15  °

3

4

same position because of the wider angle of view that it is 5

able to encompass. The perspective produced by a wide- 6

angle lens causes any wall not exactly parallel with the 7

camera back to recede sharply into the distance. This 8

becomes more obvious the closer in angle one gets to the 9

comer of the building (Figure 3.11). 30

Depending upon the use for which the photographs are 1

being taken, the photographer should retain an awareness of 2

these perspective distortions and use such lenses judiciously. 3

Excepting the specific requirement for a natural human 4

perspective in a shot (which can only be achieved with a 5

standard lens) wide-angle lenses add an exciting impact to 6

the image of a building from their tendency to produce diag- 7

onals and therefore dynamic tensions (see section on ‘Line 8

dynamics’ in Chapter 6). As a consequence, their results are 9

popular in advertising brochures. They also have the further              PROFESSIONAL                40

advantage of an increased depth of field over lenses of longer              ARCHITECTURAL

PHOTOGRAPHY

focal length. The wider the angle of a lens, the smaller an 1  ■

object is reproduced on film, and therefore the greater the 2

depth of field around it.                                                      53                   31

[image: ]


SPECIALIST

HARDWARE FOR

IMAGE CAPTURE

■

 

Figure 3.11   The use of a wide-angle

lens from a close viewpoint produces a

dramatic shot with exaggerated

perspective, and, accordingly, exciting

line dynamics

 

Lens coverage

All lenses produce an image over a circular area, called the

‘circle of illumination’ (Figure 3.12). Within this circle of illu-

mination sits the slightly smaller ‘circle of good definition’,

in which the image is sharp for normal photography. The

diameter of the circle of good definition is known as the

covering power of the lens, and this increases as the lens

aperture is reduced or the lens is focused closer.

The covering power of regular lenses designed for SLR

cameras is only a little wider than the image area viewed.

This is fine for such cameras as the film plane is permanently

PROFESSIONAL               centred on the fixed axis of the lens.

ARCHITECTURAL However, with both shift lenses and view camera lenses

PHOTOGRAPHY

■ the covering power has to be much wider to take account of

any shift, swing and tilt movements that can be used. The

54 film area has to remain within the covering power of the lens

SPECIALIST 11
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Figure 3.12   The parameters of the           7

focusing screen on a view camera must 8

fall well within the circle of illumination 9

produced by a lens to enable a limited

amount of camera movements. This 10

drawing illustrates the problem of 1

‘vignetting’ in an image caused as a 2

result of an excessive shift movement 3

when movements are used or else the corners of the image 4

will blur into a dark vignette as the edge of the circle of illu- 5

mination is reached. Any doubts over whether the camera 6

movements employed fall within the covering power of the 7

lens can be easily checked using instant-print film (Figure 8

3.13). 9

Good lenses for view cameras are designed to allow 20

generous covering power. The best choice for extreme move- 1

ments is a wide-angle design normally intended for a larger 2

format image. For example, a 210 mm wide-angle lens for a 3

10 in. × 8 in. format can be used with a 5 in. × 4 in. format 4

to give a slightly long-focus lens with very wide covering 5

power. 6

7

Lens aperture, speed and performance 8

It is useful to have a basic understanding of the technical 9

criteria involved when making your personal selection of 30

lenses. 1

The maximum aperture, or f-number, of a lens is always 2

quoted along side the focal length of the lens, for example 3

100 mm, f/5.6. This is because for action photography, the 4

larger the aperture the faster the shutter speed that it is 5

possible to use. This has the advantage of either allowing the 6

photographer to work with a reasonable shutter speed in low 7

light conditions, or to use a slower, finer grained film for 8

optimum image quality. 9

For the purpose of architectural photography, such use              PROFESSIONAL               40

of fast shutter speeds on a lens is rarely a priority as the view               ARCHITECTURAL

PHOTOGRAPHY

camera is mounted on a tripod with the subject completely 1  ■

static more often than not. 2

A ‘fast’ lens, i.e. one with a wide maximum aperture,                  55                   31
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Figure 3.13   An example of the dark

vignette at the top of the image caused

by an excessive rising front shift

movement. This was necessary in order

to photograph the whole building from

a restricted viewpoint while retaining

perfect verticals in the image

 

can be useful for architectural work. The wider the aperture,

the brighter the image appears on the ground-glass focusing

screen. This can be especially helpful when photographing

interiors where light levels are typically much lower than

outside, and also for critical focusing on exterior dusk shots.

PROFESSIONAL                    The f-number of a lens, indicating the maximum aper-

ARCHITECTURAL ture, is calculated by dividing the lens-to-film distance when

PHOTOGRAPHY

■ the lens is focused at infinity (the focal length of the lens) by

the effective diameter of the aperture, or lens opening. A lens

56 with, for example, an f/5.6 maximum aperture can cost more  than twice as much as one of identical focal length with an               SPECIALIST                 11

f/8 maximum aperture. This may seem unreasonable but, in             HARDWARE FOR              2

IMAGE CAPTURE

order to double the quantity of light passing through the 3  ■

lens, the performance of that lens has to be substantially 4

improved to take account of the wider aperture. This is 5

because the worst aberrations, or optical errors, of a lens 6

tend to occur towards the outer limits of the lens image field. 7

Optimum lens performance is achieved at an aperture 8

somewhere between the maximum and minimum apertures 9

available, and often around the middle of the f-number range. 10

This is because progressively stopping down the lens from its 1

maximum aperture reduces any residual aberrations but 2

increases the effects of diffraction. Diffraction is a natural 3

phenomenon that causes part of a light beam to deviate from 4

its path when it passes close to the edge of an opaque obsta- 5

cle, or in this case, when it passes through a narrow aperture. 6

Its effect is to impair the lens’s ability to resolve fine detail. 7

8

Practical lens testing 9

All lenses used for professional photographic work are 20

[image: ]

compound lenses: a combination of several different lens 1

elements within a single lens barrel. This is because the image 2

quality produced by a single lens element alone is quite inad- 3

equate for photographic purposes. Straight lines (which are 4

obviously critical in any interior or architectural work) 5

become curved and, if the image is sharply focused at the 6

centre of the focal plane, the edges will be blurred. Only by 7

combining several lens elements in a symmetrical configura- 8

tion can these aberrations best be corrected. 9

While most medium- and large-format lenses are of a 30

high standard, and the best of a very high standard, they 1

should still be critically tested for the specific purpose for 2

which they are to be used. In the case of architectural 3

photography, with its emphasis on perfectly straight lines, 4  curvilinear distortion caused by uneven  Figure 3.14   The two types of

the lenses should be tested for curvilinear distortion, i.e. the     magnification in the lens: ‘barrel’ and           5

curving of straight lines towards the edges of the image. On    ‘pincushion’ distortion                     6

the printed page, any curving of supposedly straight vertical 7

or horizontal lines, especially at the edges of the image, 8

becomes very apparent beside the perfectly squared edges of 9

the picture on the page.                                                   PROFESSIONAL                40

There are two types of curvilinear distortion: ‘barrel             ARCHITECTURAL

PHOTOGRAPHY

distortion’ and ‘pincushion distortion’ (see Figure 3.14), both 1  ■

caused by uneven magnification in the lens. Wide-angle 2

lenses are prone to barrel distortion, especially at focal                  57                   31

SPECIALIST lengths approaching those of a fisheye lens where such distor-

HARDWARE FOR tion is permissible; and long-focus lenses are prone to

IMAGE CAPTURE

■ pincushion distortion. It is barrel distortion of wide-angle

lenses that is our greatest concern in architectural photog-

raphy, and for which we need to test our lenses as critically

as possible.

A practical test is to photograph a perfectly straight line

– either the clean edges of a modern building or a modern

door frame are suitable subjects – at the outer limits of 

the image area: top, bottom and sides. When the film is

processed, use a manufactured black card transparency

mounting mask, with its perfect right angles, to analyse the

results on a lightbox. Place the edge of the mask very close to

the edge of the subject and visually compare the two for any

bowing of the straight lines in the image beside the straight

edges of the mask. These should be apparent to the naked eye

on medium and large formats. If any barrel distortion is

evident, you will have to reject the lens in favour of a better

one. A similar test can be devised to test for pincushion dis-

tortion on long-focus lenses of telephoto configuration.

While modern lenses are well corrected for most aber-

rations, there are several other potential lens defects that

deserve at least brief attention. With the exception of trans-

verse chromatic aberration, these other aberrations can all be

improved by stopping down the lens. This is unlike curvi-

linear distortion, for which stopping down the lens makes no

improvement, and contrary to the problem of diffraction,

which worsens the more the lens is stopped down. Other

potential lens defects include the following:

 

1 Axial chromatic aberration, which is the failure of a

lens to focus at least two out of the three primary

colours to the same point on the film plane causing

colour fringing.

2 Transverse chromatic aberration, which produces

images of different sizes for the different colours of off-

axis rays, again causing colour fringing. This problem

is most likely to occur with telephoto lenses.

3 Spherical aberration, which is the failure of a lens to

PROFESSIONAL focus the rays of light passing through the centre and

ARCHITECTURAL the edge of that lens to the same point, causing a blur-

PHOTOGRAPHY

■            ring of detail across the whole image.

4 Coma, which causes point sources of light to appear as

58 smeared comma shapes on film. It affects the image
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Figure 3.15   The repeated architectural       4

detailing in a building such as this is 5

good subject-matter for the practical

testing of a lens for any defects 6

7

8

progressively less towards the centre, so with dusk 9

shots, for example, try to keep bright street lamps away 20

from the corners of the frame if your lens suffers from 1

this problem. 2

5    Curvature of field, which is the failure of a lens to focus                                          3

its image onto a flat plane, so if you focus on the centre 4

of the image, the corners will not be sharp, and vice 5

versa. 6

6    Astigmatism, which causes a lens to form a linear image                                        7

from a point source of light, with the line changing from 8

vertical to horizontal as the lens is focused. The effect 9

of residual astigmatism in a lens is its inability to focus 30

equally horizontal and vertical lines, with the possible 1

result that vertical lines in the subject may appear 2

sharper than the horizontal ones. 3

4

A practical method for testing a lens for most of the 5

above potential defects (excluding coma, which can only be 6

successfully tested for by experimentation with point sources 7

of light in night or dusk shots) is to photograph the exterior 8

of a building that has regularly repeated architectural details. 9

From such a test you should be able to visually assess the              PROFESSIONAL               40

lens’s ability to resolve details across the whole image area.               ARCHITECTURAL

Every manufacturer sets its own minimum image 1  PHOTOGRAPHY

quality acceptance standards. Higher prices often mean                 ■                  2

stricter quality control so, for the critical demands of archi-                   59                    31

SPECIALIST tectural photography on the performance of a lens, it is

HARDWARE FOR             sensible not to economize. IMAGE CAPTURE

■ The specialist camera and lenses that you have chosen

now need to be backed up by the appropriate ancillary

equipment necessary for architectural work. This will include

lighting equipment, various meters for light measurements

[image: ]

and a robust tripod, along with the more mundane but

equally important extras such as cables and spare batteries.

 

Lighting equipment

Artificial lighting is infrequently used for exterior architec-

tural work, but is essential for most interior photography.

Photographic lighting can broadly be divided into two main

categories: flash and tungsten. Flash is the best choice to

simulate natural white daylight in terms of colour tempera-

ture. In an interior, where daylight is dominant, flash is the

perfect ‘fill-in’ light for the most natural appearance on film

– see Chapter 4. Bouncing flash off a white umbrella or white

wall produces a natural and unobtrusive supplementary light

source (Figure 3.16). Tungsten light can also be used as a ‘fill-

in’ light source, either filtered to approximate photographic

daylight, or unfiltered in the rare situations of exclusively

tungsten available light. However, its most effective use in

interior photography is for dramatic sunshine effect lighting,

Figure 3.16   Bounced flash off a white      which is not a regular practice of the architectural photog-

umbrella, or off the apex of a white wall rapher. I shall therefore restrict this section on lighting

with the ceiling, is an unobtrusive source equipment to flash lighting alone, the ideal light source for

of ‘fill-in’ light to supplement daylight in       interior architectural work. an interior

Flash lighting comes in various forms: from a simple on-

camera flashgun, through integral mains units, to flash heads

powered by a studio power pack. Portability is an important

factor in the choice of lighting equipment, since all architec-

tural work is, by definition, location work.

While a portable flashgun is useful to brighten some ex-

terior detail shots, its output is generally too low for success-

fully lighting interiors. It can, however, be used in conjunction

with larger units to illuminate dark corners or spaces while

actually hidden within the picture area itself. A ‘slave unit’ (a

flash-sensitive triggering device) attached to it will fire the

PROFESSIONAL flashgun the instant it receives light from another flash source.

ARCHITECTURAL In terms of portability, a studio power pack with flash

PHOTOGRAPHY

■ heads is impractical. The pack is large, heavy and unwieldy

and necessitates extra, sometimes obtrusive, cabling. The

60 most popular choice is a set of integral mains flash units that,  although individually heavier as heads, are both more              SPECIALIST                11

portable and simpler to use. The power of these units ranges              HARDWARE FOR               2

IMAGE CAPTURE

from the weakest at around 200 joules to the most powerful 3  ■

(and accordingly the heaviest) at around 800 joules. Units 4

with a variable power up to 500 joules give a convenient 5

output for lighting interiors. In small interiors, one or two 6

heads are often sufficient, though it is sensible to carry at 7

least three to enable you to cope with most situations. 8

The integral flash unit consists of a circular flash tube 9

surrounding a modelling lamp (for previewing the effect of 10

the light) at one end of the housing, with controls at the 1

opposite end (Figure 3.17). The controls usually consist of a 2

mains supply switch, two knobs for varying the output of the 3

flash and modelling lamp, and a ‘slave unit’ for triggering  4

the unit when used in conjunction with one or more other 5

units. Apart from having a synchronization cable from  6

one of the units connected to the camera, every other unit 7

only has to be connected to a regular 13 A socket. The flash- 8

sensitive slave units trigger their firing as soon as the first unit 9

is fired by the camera. 20

When used for interior photography, the modelling 1

lamps on the flash units give the photographer a rough idea 2

of the quality and direction of the light, and are useful to 3

check visually for any unwanted reflections in the picture. 4

They do not give a correct indication of the intensity of the 5

6

7

Figure 3.17   The integral flash unit: the profile, front view, and rear view 8

showing the controls 9
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SPECIALIST flash output in relation to the available light. This can only

HARDWARE FOR be checked by exposure calculation followed by shooting an

IMAGE CAPTURE

■ instant-print test shot, or visually on screen after exposure if

shooting digitally.

All integral flash units have a hole through them from

one end to the other that acts as a socket for attaching

umbrella reflectors, notably the black-backed white ones 

for purposes of interior photography. Finally, lightweight

collapsible flash stands are necessary for mounting the flash

units. These usually extend to a height of around 2.5 metres

(8 feet) and collapse to fit into a tailor-made shoulder bag

that should hold three stands and three umbrellas. The flash

units themselves are best protected and most portable in the

specially made cases available. These are commonly designed

to hold two or three units.

 

Meters

There are three different types of meter for measuring the

strength or quality of light in architectural photography: a

light meter for determining the brightness of the available

light, both inside and out; a flash meter for measuring the

strength of the flash output; and a colour meter for assessing

the colour quality of light in an interior illuminated by arti-

ficial light sources. The light and flash meters are essential

equipment, while the colour meter is an expensive optional

extra for critical colour work.

 

Light meters

A light meter is necessary for determining the intensity of day-

light illuminating the exterior and interior of a building. With

a handheld meter, either direct reflected light readings, to

measure the brightness of light reflected off a building, or

incident readings, to measure the intensity of light actually

falling on the building, can be taken. Different building

materials have different reflective qualities, causing very light

or dark buildings to yield inaccurate reflected light readings.

While more consistent results can therefore usually be

achieved using incident readings, reflected light readings can

be successfully used so long as you are careful to take read-

PROFESSIONAL ings off medium bright surfaces (to approximate photo-

ARCHITECTURAL graphic mid-grey with 18 per cent reflectance) under the same

PHOTOGRAPHY

■ lighting conditions – see section on ‘Exposure determination’

in Chapter 7. Briefly, in terms of architecture, regular red

62 brick tends to give fairly accurate reflected light readings, as  does the rich blue of a clear sky on a sunny day. A sequence                SPECIALIST                 11

of such readings should enable you to determine an accept-             HARDWARE FOR               2

IMAGE CAPTURE

able average as the basis for accurate exposure. 3  ■

Another type of meter for reflected light readings off 4

very specific areas is a spotmeter that has a 1 ° angle of 5

measurement. A practical alternative, and at no extra cost, 6

is to use the centre-weighted metering system in an existing 7

35 mm SLR camera, especially when using filters that reduce 8

the light levels reaching the film plane. 9

10

Flash meters 1

Flash meters are a specific type of light meter that are used 2

to measure the strength of the very short, bright bursts of 3

light emitted from a flash unit. They usually record only inci- 4

dent readings, measuring the intensity of the light reaching 5

the subject and displaying the necessary aperture for aver- 6

age exposure at pre-set shutter and film speeds. While an 7

essential piece of equipment, this does not need to be the best 8

or most expensive on the market: the cheaper meters still 9

measure the flash intensity accurately. With interior photog- 20

raphy especially, the meter readings need only act as a guide, 1

since the flash is often the secondary light source to the domi- 2

nant available light already in the room. 3

4

Colour meters 5

A colour meter measures the colour quality of light relative 6

to the film type being used. Used largely for interior work, it 7

records the colour temperature and any colour casts, and 8

calculates the filters needed to balance the colour of the avail- 9

able light to the particular film type in use. 30

Incident readings are taken from within the picture area 1

towards the camera. The light passes through a diffuser onto 2

three separate silicon photocells, individually sensitive to 3

blue, green and red light, respectively. The relative responses 4

of these photocells are compared, displaying a readout of any 5

necessary filtration required. The filtration is divided into  6

two scales: an amber/blue scale for colour correction, and a 7

magenta/green scale for colour compensation. One filter from 8

each scale is often necessary for the best possible balance. 9

It is an expensive item, useful for critical interior work,               PROFESSIONAL                 40

but not essential. Standard colour correction and colour             ARCHITECTURAL

PHOTOGRAPHY

compensation tables are printed in Chapter 5 and provide 1  ■

readily available guides to the filtration required for the 2

various different types of light source.                                          63                    31

SPECIALIST                  Tripods

HARDWARE FOR A tripod selected for the purpose of architectural photography

 

IMAGE CAPTURE must be robust and sturdy, with sensitive controls for fine- ■

tuning the camera position. The long exposures demanded by

interior work and the accuracy required for exterior work

make a heavy-duty professional tripod essential.

Professional tripods are made up of two parts: the head

and the set of legs, both of which are bought as separate

items to suit the purpose for which they are required. The

head should be heavy, with plenty of available movement in

the three dimensions, and with large hand-sized handles for

making fine and tight adjustments (Figure 3.18). A three-way

head is adjusted by turning a separate handle for movement

along each of the three axes. It is much more suitable for the

precise positioning and fine adjustments demanded by archi-

tectural photography than the ball and socket variety. It also

helps to have the movement in each direction calibrated in

degrees of angle. By zeroing everything, the operation of

roughly setting up the camera in the first instance is speeded

up, and any critical angle of view can be easily achieved. A

quick-release plate is another useful, time-saving feature.

The set of legs should be sturdy and able to extend to

a height above eye level for the greatest flexibility. Ideally, it

should also be black to avoid the problem of its own reflec-

tion in glass windows, for example. Screw tighteners are a

better choice than clips for locking the legs in position as they

avoid the possibility of a clip snapping off. Also, the legs

[image: ]

 

Figure 3.18   A three-way adjustable

tripod head (Manfrotto 160 View

Camera Head) with quick-release

mounting plate. The large handles enable

fine and tight adjustments to be made in

all three directions
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should have rubber feet to prevent any instability from slip-                SPECIALIST                  11

ping or sliding on a smooth floor.                                       HARDWARE FOR               2

IMAGE CAPTURE

A useful additional camera support is an adjustable 3  ■

clamp. A clamp system can provide excellent support for the 4

camera in situations where it is impossible to erect a tripod, 5

for example when taking photographs from a window or off 6

scaffolding. The Mini Articulated Arm in the Manfrotto 7

Superclamp System is a good choice, allowing fine and tight 8

adjustments at the three joints by adjusting just one handle. 9

10

Necessary extras 1

All camera and lighting equipment needs to be backed up 2

with a bagful of essential extras. These include cable releases, 3

flash synchronization cables, two or three extension cables, 4

double/triple socket adaptors, continental socket adaptors (if 5

working abroad) and spare fuses for both the flash units and 6

the plugs. A screwdriver with which to fit the fuses is 7

required, and also spare modelling lamps, spare batteries for 8

the meters and, if sufficient room, a roll of masking tape that 9

has endless uses, including taping cables to the floor to 20

prevent people tripping in a busy area. For exterior work, a 1

lightweight aluminium stepladder can be very useful. 2

3
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Introduction

 

Building forms, masses, voids and details are all

revealed to us by light; without light we can only

grope our way round them, and we cannot appreciate

their spaces, proportions, scale or perspective without

it. So the aesthetic of architecture depends greatly on

the handling of light, which carries all the colours we

can perceive. Paul Oliver and Richard Hayward,

Architecture: An Invitation (Blackwell, 1990).

 

Our perceptions of how the world should look are dictated

by the way we have seen it illuminated by the sun, either

directly or as diffuse daylight, since the day we were born.

Through all the years of human evolutionary development,

daylight has been the dominant source of light in everyday

life. We therefore subconsciously expect subjects to be illu-

minated either from a diffuse overhead light source (as on

cloudy days) or from a sharp direct source from an angle

overhead (as on sunny days). Consequently, studio photog-

raphers emulate these effects in controlled surroundings by

lighting still-life products with an overhead softbox; and

portraits with a direct light source from an angle overhead.

Such lighting always produces images we can readily under-

stand and accept. A face lit from below rather than from

overhead can create an ‘unnatural’ horror portrait when

photographed, just because the direction of the lighting is

PROFESSIONAL               opposite to that which we naturally expect.

ARCHITECTURAL Natural daylight is the dominant light source used for

PHOTOGRAPHY

■ most architectural photography, both exterior and interior.

Its effect can be modified by placing filters over the camera

66 lens for exterior work (see next chapter), or it can be supple- mented with photographic lighting in order to reduce the            UNDERSTANDING              11

contrast of natural light in interiors.                                      LIGHT, NATURAL AND              2

PHOTOGRAPHIC

As the dominant light source, natural light is the 3  ■

primary factor in the practice of architectural photography. 4

While aperture, shutter speed, flash output, etc., are all 5

directly controlled by the photographer, natural light remains 6

under the exclusive control of Mother Nature. It is this 7

unpredictable factor that creates the interest, frustration and 8

excitement in the day-to-day practice of this type of work, 9

and for which the architectural photographer must develop 10

fundamental skills of timing and anticipation. 1

2

Natural light 3

The sun, 149 million km (93 million miles) from our planet 4

Earth, is the sole source of what we term ‘natural light’. 5

Sunlight is softened by the atmosphere: the envelope of gases, 6

approximately 150 km (100 miles) deep, that surrounds the 7

Earth (Figure 4.1). The wavelengths of the different colours 8

that comprise sunlight are also scattered by the atmosphere. 9

When a ray of sunlight meets an air molecule in the atmos- 20

phere, its colours are deviated, as in a prism. Each colour has 1

a slightly different wavelength, red being the longest, through 2

orange, yellow and green to blue and violet, which are the 3

shortest. The colours with the shortest wavelengths are 4

affected the most. Consequently, more blue and violet is scat- 5

tered towards us from air molecules all over the sky than any 6

other colour, creating the blue sky we are familiar with on 7

sunny days (our eyes are less sensitive to the violet). This blue 8

sky acts merely as a reflector, and its effect is only realized in 9

shadow areas. Sunlight is often further filtered and diffused 30

by differing weather conditions such as cloud and mist. 1

2

[image: ]

3

Figure 4.1   Sunlight passing overhead is bent by air molecules in the Earth’s 4

atmosphere. The shortest wavelengths 5

(blue and violet) are bent the most and 6

therefore scattered towards us, creating 7

the blue sky we are familiar with on 8

sunny days 9

PROFESSIONAL 40
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UNDERSTANDING To us on Earth, the sun appears to move across the sky

LIGHT, NATURAL AND from east to west reaching different heights depending on the

PHOTOGRAPHIC

■ latitude of the observer, the time of year and the time of day.

The ‘sun finder’ charts in Appendix 1 at the end of the book

enable us to find the sun’s position at any specified time, at

any location between the Arctic and Antarctic circles, on any

day of the year. The colour of the light also varies between

white ‘photographic’ daylight in the middle of the day, and

deep red at dawn and dusk.

 

Weather forecasting

Since natural light is the primary factor in most architec-

tural photographic assignments, an ability to forecast its

behaviour and to plan a shooting schedule is of para-

mount importance. This need not be as complicated as it

sounds, owing to the excellent professional forecasting facil-

ities available to us on television, by telephone and on the

Internet. In the UK, the ‘Weathercall’ information service

supplied by the Meteorological Office offers detailed fore-

casting for 27 different areas up and down the country

(Figure 4.2).

Our basic consideration for the purpose of architectural

photography is to work out when the sun is going to shine,

with clouds at a minimum. While a few fair-weather cumulus

clouds may yield the most attractive pictures, we must accept

these only as a lucky bonus. We can get a general forecast

[image: ]

 

Figure 4.2   The ‘Weathercall’ telephone information service in the UK,

[image: ]

supplied by the Meteorological Office, is a useful source of localized weather

forecasts from the television as to how the week ahead is likely to turn              UNDERSTANDING               11

out, though detailed forecasting is rarely accurate much more            LIGHT, NATURAL AND              2

PHOTOGRAPHIC

than a day or two in advance. The way to gain the best 3  ■

understanding of current weather patterns is to monitor tele- 4

vision weather reports and forecasts daily. I find the satellite 5

photographs taken of the whole country particularly useful, 6

as they show clearly where the cloud is lying at a particular 7

time. When a consecutive sequence of these photographs is 8

shown for different times, the direction of the wind and the 9

speed of the cloud movement become apparent. You can see, 10

and estimate quite easily, whether or not cloud is developing 1

or blowing in the direction of your location and if it is, 2

approximately how long it will be before it reaches there. 3

This is always summarized in symbolic form by the presenter 4

and should confirm your own deductions. It is sensible to 5

check the satellite photographs on the morning of your 6

intended shoot and, if still uncertain of the day’s conditions, 7

use a telephone information service for a detailed local fore- 8

cast for your chosen location. 9

A useful instrument to help us understand the rhythm 20

of changing weather patterns is a barometer. A barometer 1

measures atmospheric pressure, giving us instant readings of 2

pressure at all times. High pressure is often a sign of clear 3

skies (hot in summer and cold in winter); and low pressure 4

usually signifies cloud and rain. Perhaps more significant for 5

purposes of forecasting is the change in pressure that is 6

taking place. Rapidly falling pressure suggests an oncoming 7

depression with cloud and rain, while steadily rising pressure 8

suggests fine weather for a few days. A rapid increase 9

followed by a drop in pressure is characteristic of changeable 30

weather. In Europe, the dominant weather pattern consists of 1

depressions moving from west to east. 2

These suggestions can be used as guidelines for devel- 3

oping your own personal system of weather prediction or, 4

more specifically, sunshine prediction. Mistakes will inevit- 5

ably be made both by the professional forecasters and 6

yourself. It is the unfortunate nature of this type of work that 7

there will be both wasted journeys and other times when you 8

have stayed back at base confident of bad weather from all 9

the forecasts only to find clear blue skies and sunshine all              PROFESSIONAL               40

day! Do not despair, however, as even on cloudy days a few             ARCHITECTURAL

PHOTOGRAPHY

rays of sunshine can break through. All the photographer 1  ■

needs is a few short bursts of sunshine to create a lasting 2

impression on film.                                                       69                  31
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Figure 4.3   The optimum angle of the

sun for straight-on elevation shots is

45 °. Such top side-lighting is perfect

both for modelling the structure and

revealing its texture

 

The movement and angle of the sun

The job of the architectural photographer is to use the effect

of direct sunshine on an elevation of a building to reveal

texture, richness of colour and perspective through the inter-

play of the areas that are brightly lit with those that are in

shadow.

The chosen angle of the sun can vary depending on 

the effect you wish to create. For example, extreme side

lighting on a multi-faceted building will emphasize its sculp-

tural relief. However, the photography of most elevations

demands less extreme lighting. For straight-on elevation

shots, the best position for the sun is at approximately 45°

between the axis of the lens and the plane of the elevation

(see Figure 4.3). Such top side-lighting is perfect both for

modelling the structure and revealing its texture. Even

surface details will appear in strong relief as shadows (similar

to studio lighting for portraits and product settings). For

angled elevation shots, in order to show the solid structural

form of a building, the axis of the lens should lie at approx-

imately 90° to the angle of the sun, as shown in Figure 4.4.

The front elevation of the building will be brightly lit with

sufficient textural relief, while the visible side elevation will

be in shadow. The contrast between the side in shadow and

the front in full sun emphasizes its three-dimensional quality.

PROFESSIONAL The smaller the angle between the axis of the lens and

ARCHITECTURAL the direction of the sun, the lower the tonal contrast and

PHOTOGRAPHY

■ therefore the flatter the appearance of the building on film,

though the greater the visible detail on the side elevation,

70 which can be extremely important. There is also a greater
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Figure 4.4   For angled elevation shots,        10

the axis of the lens should lie at 1

approximately 90 ° to the angle of the

2

sun. The shadow cast across the visible

side elevation emphasizes the solid 3

structural form of the building 4

5
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6

likelihood that the photographer’s shadow will appear in  7

the image. The latter problem is most likely when shooting 8

with a wide-angle lens either early in the morning or late in 9

the afternoon, and especially in the winter months, when the 20

sun is at a lower elevation creating longer shadows. It can  1

be overcome in one of four ways. First, you can usually  2

lose your shadow by selecting a lens of longer focal length (if 3

space permits). Second, it may be possible to use a vertical 4

lens shift to reduce the foreground of the image in which your 5

shadow appears. Third, you could disguise your shadow with 6

that of a tree or building casting a shadow from behind you, 7

if there is one; or fourth, you could either wait for the sun to 8

move round or select an alternative angle with the sun in a 9

more favourable position. 30

To make the most efficient use of the sun, work out the 1

optimum time of day to shoot the relevant elevations using 2

a map in the first instance, and a compass on site. Bear in 3

mind that the sun rises approximately in the east and sets 4

approximately in the west, as shown in Figure 4.5. In the UK 5

in June, sunrise will be nearer northeast, and in December 6

nearer southeast. Likewise, sunsets vary in direction from 7

almost southwest in December to northwest in June. The 8

precise angles and timings of the sun’s position anywhere in 9

the world can be deduced from the ‘sun finder’ charts in             PROFESSIONAL               40

Appendix 1 at the end of the book. The sun reaches much             ARCHITECTURAL

PHOTOGRAPHY

higher elevations in the summer than the winter months with 1  ■

both advantageous and disadvantageous consequences for 2

the architectural photographer. Exteriors are easiest to shoot                   71                    31

[image: ]


UNDERSTANDING

LIGHT, NATURAL AND

PHOTOGRAPHIC

■

 

Figure 4.5   This simplified illustration

demonstrates the movement of the sun

around a building, marking the extreme

positions of mid-summer and mid-

winter. It shows us the likelihood of the

sun shining on an assigned elevation

according to its aspect

 

in the summer months, with the higher elevation of the sun

enabling it to penetrate even some of the most confined city

streets (Figure 4.6). Any trees in view have foliage, adding a

freshness and often a colour contrast to the image (especially

with red-brick buildings). The light is whiter in summer, in

photographic terms, and shadows shorter. The working day

is longer, and blue skies more frequent, though there is a

tendency for haze.

Conversely, in winter the light is redder in colour owing

to the extra scattering of light as a result of the greater

distance it has to travel through the atmosphere. The lower

elevation of the sun makes exterior photography more

demanding, and timing all the more critical. However, it has

a positive effect for interior photography, with shafts of

golden sunlight penetrating much further into the rooms, as

demonstrated in Figure 4.7. The extra warmth of this light

adds a greater richness too. Clear blue skies in winter mean

cold weather, and while fog is sometimes a possibility, the air

is usually much clearer and crisper because of a lack of haze.

PROFESSIONAL The best seasons of all are probably spring and autumn

ARCHITECTURAL with a compromise of the advantages and disadvantages of

PHOTOGRAPHY

■ both the summer and winter months, and with an unsur-

passed richness of natural colour in the foliage.
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Figure 4.6   This is a practical example of critical timing for exterior photog- 7

raphy. The optimum viewpoint to 8

photograph ‘Lough Point’ was from a 9

northeasterly direction, as shown. Being 10

the end of May in the UK gave me a 1

fine northeasterly sun with almost the 2

highest elevation I could have hoped for.

However, before 07.00 hours, the tall 3

building opposite cast its shadow across 4

part of the front elevation of ‘Lough 5
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Point’. After 07.00 hours, the sun had 6

moved round to throw the north, side 7

elevation into complete shade. 8

Fortunately, there was a period of about

5 minutes in which the shadow from the 9

building opposite had cleared ‘Lough 20

Point’ (see it still covering the 1

pavement), and a glance of sunshine 2

highlighted the two projecting sections 3

on the north side of the building 4

revealing its form and texture

5

6

7

8

9

30

1

2

3

Calculating the optimum time of day for 4

exterior photography 5

Working out the best time of day to shoot a particular eleva- 6

tion of a building, often the front, appears a simple task ini- 7

tially. We know that the sun rises approximately in the east, 8

travels in a southerly arc to set approximately in the west. So 9

far so good, and this will form the basis of our calculations.               PROFESSIONAL                40

However, other factors can affect these calculations.                      ARCHITECTURAL

PHOTOGRAPHY

Prior to the day of the shoot, you need to obtain a 1  ■

location plan showing the geographical position of the build- 2

ing, and also a site plan if possible. These should be readily                   73                    31
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Figure 4.7   Direct sunshine can

dramatically improve the photography of

an interior, especially if it is empty of

furnishings (as with this classroom).

During the winter months, the sun’s

lower elevation allows the golden shafts

of light to penetrate much deeper into

buildings, to positive effect

 

available, especially if your client is either an architect or prop-

erty agent. All location and site plans work on a north-to-

south, east-to-west grid system, unless otherwise specified, in

which case the direction of north will be shown. From the site

plan, and with instructions from the client who is likely to be

familiar with the building, you will be able to see the angle(s)

of the main elevation(s) to be photographed.

Any partially south-facing elevation is guaranteed sun-

shine on a sunny day, unless completely dwarfed by tightly

packed surrounding buildings. In principle, if the building

faces southeast, plan to do your photography in the morning;

and if it faces southwest, plan it for the afternoon. The more

easterly the angle, the earlier will be the optimum shooting

time; the more westerly the angle, the later will be the best

time for photography. Buildings rarely lie perfectly due south,

but when they do, judgement as to whether to photograph in

the morning or afternoon may depend on the most import-

ant secondary elevation to be included in the shot. The ideal

angle of the sun to the elevation of the building is approxi-

mately 45°, as outlined in the previous section. You should

always aim to arrive early in order to wait for the angle to

increase for improved texture and modelling, as necessary.

This principle works for most locations, most of the

PROFESSIONAL time. However, in confined city streets, tall buildings oppo-

ARCHITECTURAL site your location can block out part of the sunshine when it

PHOTOGRAPHY

■ is shining frontally at your elevation. In such circumstances,

I have discovered that if you choose the opposite time of day

74 to that you would normally calculate (for example, the after-
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Figure 4.8   The principle of sunlight fully illuminating a building from the 10

angle at which it faces fails in confined 1

city streets, especially in the winter 2

months. This diagram demonstrates the 3

problem of morning sunshine on a 4

southeast-facing elevation, in which a 5

large building opposite casts a shadow

across part of our assigned elevation. In 6

such circumstances, it is better to wait 7

until the opposite time of day, i.e. the 8

afternoon in this case, when the sun will 9

shine across the whole front of the 20

building, albeit for a short period of 1

time and at an oblique angle

2

3

noon rather than the morning) the sun will reach an angle 4

that floods up the whole length of the street, first lighting up 5

one side for half an hour or so (albeit at an oblique angle) 6

and then the opposite side before disappearing behind the 7

buildings once more (see Figure 4.8). If your building is in a 8

confined street and faces southeast, for example, the best 9

time to photograph its front elevation would be as the sun 30

shines up the street in the afternoon and not in the morning 1

as the principle would suggest. Conversely, if your building 2

faces southwest under such conditions, the best time to 3

photograph it could well be in the morning. 4

North-facing buildings present their own problems, and 5

are dealt with in detail in Chapter 9. Suffice to say here that 6

it is sometimes possible to get sunshine on north-facing eleva- 7

tions in the height of summer, either very early in the 8

morning for northeast facing buildings when the sun actually 9

rises approximately in the northeast; or in the early evening               PROFESSIONAL                40

for northwest facing buildings when the sun sets approxi-             ARCHITECTURAL

mately in the northwest. 1  PHOTOGRAPHY

Finally, as mentioned earlier, do always carry a compass                   ■                    2

with you on location for calculating the sun’s movement                 75                  31

UNDERSTANDING around the building when planning your shooting sequence

LIGHT, NATURAL AND             for both exterior and interior shots.

PHOTOGRAPHIC

 

■          The effect of clouds

In photographic terms, clouds can be seen as giant reflective

filters, both diffusing the sun and skylight passing through

them, and acting as massive reflectors at the same time. The

complete cloud cover of an overcast sky produces the softest

light, reducing shadows and therefore contrast and texture

of a building to a minimum. Images taken under such condi-

tions appear dull and flat with an overall blue colour cast,

unless corrected. The colour cast is the result of the mixed

colour temperatures of the two light sources, the sun and

skylight, raising the overall colour temperature of the light

reaching the ground. It can be simply corrected using an 81-

series filter, as discussed in the next chapter.

With a clear blue sky, there is hardly any difference in

brightness between the sky and the land or building that is

the subject of your photograph, so long as the sun is at some

angle behind you. In fact, with highly reflective white build-

ings, for example, a direct light reading taken from the blue

sky will yield a much more accurate exposure reading for the

building than anything you can take off the building itself.

Consequently, blue skies appear on film as the rich blue skies

they were in reality.

With an overcast sky, however, the cloud cover is the

light source. Therefore, when it appears in the image, the

contrast between the brightness of the cloud and the dullness

of the building is so high that correct exposure for the

building causes all detail of the clouds to be overexposed, or

‘burnt out’, on film. The contrast can often be successfully

reduced using a graduated neutral density filter over the lens,

revealing the attractive texture of the clouds.

While most architectural photography should be under-

taken in sunny conditions where possible, overcast skies can

be useful either when photographing some north-facing

buildings, or those in confined spaces where the sun only

manages to penetrate halfway down the building at the best

of times. The contrast of a building cut in two by sunlight

PROFESSIONAL and shadow is difficult to correct successfully with graduated

ARCHITECTURAL filters, so bright overcast conditions, colour corrected, will

PHOTOGRAPHY

■          often yield the best results.
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Variations in the colour temperature of                       UNDERSTANDING             11

natural light                                                    LIGHT, NATURAL AND            2

Direct noon sunlight with a clear blue sky has a colour             PHOTOGRAPHIC

■ 3

temperature of 5500K, and is considered to be white, ‘photo- 4

graphic’ daylight. Because the sun is so much stronger than 5

the brightness of the blue sky, the effect of the higher colour 6

temperature of the blue sky is negligible in sunny areas. The 7

effect of the light from the blue sky is realized only in open 8

shade, which is usually three or four stops darker, with a 9

correspondingly blue colour cast. 10

The colour temperature of natural light varies up and 1

down from this 5500K base. The colour temperature of light 2

from an overcast sky is higher, or bluer, at around 7000K. 3

An 81-series amber filter will reduce the colour temperature, 4

as shown in Figure 5.2 in the next chapter. 5

Nearer sunrise and sunset, the colour temperature of 6

sunlight is much lower, or redder. Temperatures of around 7

4000K are recorded two hours after sunrise and two hours 8

before sunset. They can be easily corrected using an 80- or 9

82-series filter, though unfiltered ‘warmer’ images are often 20

considered more natural and appealing. Precise correction of 1

the colour temperature of any natural light can be achieved 2

when desired through the use of a colour meter and a set of 3

colour correction filters. 4

5

Lighting interiors 6

All interiors have their own individual combination of ‘avail- 7

able’ light sources, by which the naked eye views them. This 8

is often a mixture of daylight through the windows, with 9

some form of artificial lighting to supplement it: a ceiling 30

light or table lamps, for example. This available light, espe- 1

cially the daylight, creates mood and atmosphere in the room 2

and it is this that we want to convey on film. 3

However, the contrast between the light and shade areas 4

in an interior, though readily discernible to the eye, is usually 5

too great to record on film: the light areas tend to ‘burn out’, 6

and the shadow areas appear as black voids. The reason for 7

this is that while the eye is sensitive to a range of at least ten 8

stops, colour transparency film only records about a five-stop 9

range and colour negative film a seven-stop range.                       PROFESSIONAL               40

In order to reduce the contrast, and thereby enable us             ARCHITECTURAL

to record the image clearly on film, we have to supplement             PHOTOGRAPHY

■ 1

the existing light with photographic lighting. Flash lighting, 2

in the form of integral flash units mounted on stands and                 77                  31

UNDERSTANDING reflected off white umbrellas, is the most popular choice, as

LIGHT, NATURAL AND the colour temperature of the flash light approximates that

PHOTOGRAPHIC

■ of white ‘photographic’ daylight. It produces subtle diffuse

lighting when used as a ‘fill-in’ source, preserving the atmos-

phere and interplay of light and shade in the room, while

reducing the contrast to acceptable photographic levels.

 

The principle of ‘fill-in’ lighting

‘Fill-in’ lighting is secondary lighting for the sole purpose of

reducing contrast in a photographic image. The available

light in an interior remains the dominant source of illumina-

tion, while the diffuse fill-in light brightens the shadow areas

just enough to be able to see some detail in them.

The precise angle of this fill-in light is not critical

because of its diffuse nature. However, placed at an angle

between the camera and the dominant light source (often a

window), the gradual transition from light to shade is main-

tained, but the contrast subtly reduced. An angle closer to

the camera, or even on the opposite side of the camera to the

dominant light source, is usually acceptable, though tends to

diminish the effect of atmospheric transition from light to

shade. A fill-in light on the opposite side of the camera also

runs the risk of creating its own conflicting set of shadows,

thereby reducing its subtlety. A well-lit interior should give

the viewer the impression that no extra photographic lighting

has been added at all.

The strength of this fill-in light should be approximately

one-quarter the power of the dominant light source. In other

words, the reading taken off the furniture or floor of the

strength of the available light should be two stops greater

than the flash reading at a similar place.

 

Mixed lighting conditions

Problems arise in colour interior photography when the

dominant available light is from a mixture of sources, often

natural daylight and some form of artificial light source, typi-

cally tungsten or fluorescent. While tungsten lights can

sometimes add a pleasing warmth to the photograph,

unpleasant colour casts can be avoided on film by using a

PROFESSIONAL multiple exposure technique. Expose for each light source

ARCHITECTURAL separately and use appropriate filtration over the camera lens

PHOTOGRAPHY

■ to correct the colour of each source to the colour balance of

the film in use. Use any fill-in flash during the daylight part

78 of the exposure if there is one. A general rule for mixed  lighting conditions is that the total exposure of a single film              UNDERSTANDING               11

frame can be divided into as many parts as there are different            LIGHT, NATURAL AND              2

PHOTOGRAPHIC

types of light source in an interior, assuming that each source 3  ■

can be controlled independently of the others. For a fuller 4

explanation of this technique, and for practical examples of 5

fill-in lighting, please refer to Professional Interior Photog- 6

raphy (Michael Harris, 1998, Focal Press). 7
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79 31  5 FILTERS FOR LIGHT MODIFICATION

 

Photographic filters are coloured or textured discs of glass,

plastic or gelatin placed in front of the lens in order to

modify the colour or quality of light passing through it onto

the film plane, thereby altering or enhancing the recorded

image.

Filters for architectural work fall into four main divi-

sions: first, the ultraviolet (UV) and the polarizer types,

which are colourless light modifiers; second, special effects

filters, which include graduated filters as well as, for

example, the more dramatic starburst type; third, colour

correction and compensating filters, which are used largely

for interior work to balance the colour of the ambient light

with the colour balance of the chosen film type; and fourth,

filters for black-and-white photography, including those for

infrared work.

 

Ultraviolet

The ultraviolet absorbing filter is the basic standard filter that

appears as a simple piece of clear glass, and is used by most

photographers as a permanent lens protector, only to be

removed when other filters are to be used. Its actual effect is

to absorb the scattered ultraviolet in the atmosphere that is

not visible to the naked eye, but would otherwise exaggerate

any visible haze on film. The circular screw-mount variety is

the most useful, as they effectively seal the front lens element

from dust or scratches. UV filters can be simply and cheaply

PROFESSIONAL replaced should any damage occur to them, while a scratch

ARCHITECTURAL to a front lens element is likely to be costly and time-

PHOTOGRAPHY

■          consuming to repair.
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Polarizer                                                         FILTERS                11

The polarizing filter, dark grey in appearance with an expo-               FOR LIGHT                 2

sure factor of around four (requiring a two-stop exposure              MODIFICATION

■ 3

increase), can reduce or eliminate polarized light from the 4

subject. One effect of this is to reduce or eliminate reflections 5

from shiny non-metallic surfaces. Reflections from such sur- 6

faces, notably windows for purposes of architectural pho- 7

tography, are almost totally polarized, enabling almost total 8

elimination when filtered at an optimum angle to the surface 9

of approximately 33°. Another effect is to darken a clear blue 10

sky on a sunny day either for a richer saturation or to enhance 1

the prominence of any white clouds in the image. 2

While unpolarized light waves vibrate randomly, polar- 3

ized light waves are restricted to one particular plane. The 4

axes of the molecules in the filter material have been aligned 5

in a parallel structure. When these axes are parallel to the 6

plane of polarization, light is transmitted. A rotation of the 7

filter to a position at right angles to the plane of polarization 8

prevents the polarized light from passing through. 9

The rotational orientation of the polarizer enables 20

varying degrees of reduction of reflection and the darkening 1

of blue skies (Figure 5.1). Light is most polarized in the arc 2

of the sky that is 90 ° from the sun, and least polarized at 0° 3

(i.e. close to the sun) and 180° (opposite the sun). To locate 4

this arc, extend your arm and point to the sun with your 5

forefinger. Next, stick your thumb up and turn your wrist in 6

an arc. Your thumb will be pointing to the arc in the sky 7

where the light is most polarized when you make this move- 8

ment. The further you travel from the equator, either north 9

or south, the greater the degree of polarization in the light, 30

and therefore the more effective the polarizer for darkening 1

skies.                                                                   Figure 5.1   Light is most polarized in         2

Finally, a word of caution. Do not automatically use a    the arc of the sky that is 90 ° from the        3

polarizer when there is a blue sky, and do not always rotate    sun. It is this arc that can be darkened         4

with the use of a polarizing filter for 5
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FILTERS the filter for maximum effect as this can cause the sky to be

FOR LIGHT reproduced so dark that it resembles a night sky. Take special

MODIFICATION

■ care when using the polarizer with wide-angle lenses as the

contrast between the darkened arc of polarized light and the

lighter unpolarized area of the sky can appear unnatural.

 

Graduated filters

Graduated filters are half toned and half clear filters with a

smooth and even transition from tone to clear, which can

subtly darken or colour skies in architectural landscapes.

Most subtle of all is the graduated neutral density filter, avail-

able in different strengths, which can reduce the contrast

between cloud cover and architecture to recordable levels.

Neutral density (ND) filters are grey and colourless, thereby

reducing the level of light by set exposure factors without

affecting the colour of the image. Graduated ND filters can

also be useful when photographing the full frontal elevation

[image: ]

 

Figure 5.2   On a sunny day when part

of a building is in sunshine and the

other part is unavoidably in shade, a

graduated neutral density filter can help

to reduce the contrast in the image. Use

in conjunction with an 81-series mild

amber filter to warm up the cool blue

of the shadow area

 

PROFESSIONAL

ARCHITECTURAL

PHOTOGRAPHY

■
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of a building in a confined street on an overcast day. The top                 FILTERS                   11

section of the building can be a whole stop brighter than that                FOR LIGHT                  2

MODIFICATION

at ground level, and can be subtly corrected using such a 3  ■

filter with an exposure factor of two (ND × 2). This can be 4

even more extreme on a sunny day when part of the building 5

is in sunshine and the other part in the shade, and again a 6

graduated ND filter can help to reduce this contrast, as 7

demonstrated in Figure 5.2. 8

Graduated filters are also available in a variety of 9

different colours and strengths, but most notably blue for 10

architectural shots. The blue is useful for adding a hint of 1

blue to an otherwise overcast or hazy sky. The weaker 2

strength filters are for compensating either for haze on an 3

otherwise sunny day, or to restore the colour to a blue sky 4

when the building is not situated directly opposite the sun.    Figure 5.3   A strong graduated blue         5

The stronger strength blue filters have the effect of converting    filter successfully converts an overcast         6

a bright overcast sky into a blue one, as shown in Figure 5.3.    sky into a blue one. The original sky           7

colouring can still just be seen to the 8

left of the building 9
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Figure 5.4   The use of a graduated

neutral density filter is used to tone

down the sky when photographing a

north-facing building. Under these

circumstances, it is usually used in

conjunction with an 81-series mild

amber filter to warm the shadowed

elevation (which itself is reflecting the

blue of the sky)

 

All coloured filters should be used cautiously, and with

subtlety so as not to appear intrusive.

The effect of a graduated filter in a photograph is more

pronounced the greater the depth of field, as with a wide-

angle lens at a small aperture. Conversely, the transition is

more subtle the longer the focal length of the lens and the

wider the aperture. Always check the effect visually, as best

you can, with the aperture stopped down. If you are in any

doubt over the correct positioning, strength of filtration or

aperture selected, check the results on instant-print film

or digital screen.

The most flexible type of graduated filters are large

rectangular ones that can be shifted up and down within a

rotating holder. Their use, however, is limited by their

straight linear graduation. When a building fills most of the

frame, with an inverted V-shaped gable jutting into the sky,

graduated filters are rendered useless if they are not also to

darken the top of the building itself. This problem can be

overcome by the use of selective filtering, outlined in the next

section.

 

Selective filtering

Selective filtering achieves results similar to those of gradu-

ated filters, but involves tailor-making your filter for a

PROFESSIONAL specific shot in order to add colour or graduation around

ARCHITECTURAL roofscapes of any shape. You place a full-size gelatin filter, of

PHOTOGRAPHY

■ the desired colour and strength for the sky, over a clear glass

filter in the filter mount. Then, while looking at the image 

84 on the focusing screen (stopped down to a working aperture  as wide as possible for the most subtle transition), you trace                  FILTERS                   11

the outline of the roofscape on the gelatin filter with a china-                FOR LIGHT                  2

MODIFICATION

graph crayon. You then remove the gelatin filter and cut it 3  ■

along the traced line. Either use this as a template for cutting 4

a new, clean filter, or clean it carefully and thoroughly to 5

remove any trace of the chinagraph. Then replace it in the 6

filter holder, and align it with your roofscape. A perfect 7

shading of the sky around the awkward roofscape can now 8

be achieved. 9

10

Other effects filters 1

The use of most special effects filters should be severely 2

restricted for serious architectural work as their effects  3

tend to be gimmicky and artificial, and lacking in subtlety. 4

Diffusers, including fog filters, multi-image filters, sunset and    Figure 5.5   The occasional use of a          5

starburst filter can add drama to the 6

reflection of direct sun off a window 7
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FILTERS even rainbow filters are all readily available, but not for the

FOR LIGHT use of the architectural photographer. Occasional use of a

MODIFICATION

■ starburst filter can add drama either to the reflection of direct

sun off a window (see Figure 5.5) or to any point sources of

light in a night scene. Often the modest starbursts produced

by the lens itself are the most attractive.

 

Colour correction filters

Colour correction filters alter the colour temperature of the

light passing through the lens. Therefore they are either a

strength of amber to ‘warm’ the colour of the light (in the col-

loquial sense that is, as they actually lower the colour tem-

perature), or a strength of blue to ‘cool’ it down (which

actually raises the colour temperature). They are necessary

because, while the human eye readily compensates for varia-

tions in colour temperature, colour film tends to emphasize it.

Colour correction filters are useful for both exterior and

interior work. For exterior work, a mild amber filter of the

81-series, typically an 81B, warms up the cool blueness of

both an overcast day, and elevations that are in shadow

(shadows being largely sunlight reflections off the blue sky).

Likewise, a mild blue filter of the 82-series can be used to

cool down the rich orange light of a low sun, though the

effect of this natural warmth is often most preferable left

unfiltered. A slightly warmer image is generally more

appealing than a cooler image because of our instinctual

attraction to warm, sunny conditions as opposed to colder,

overcast ones.

For interior work, colour correction filters are largely

used to balance the colour temperature of a particular light

source with the film type being used. For example, the 80A

filter (deep blue) will convert a daylight balanced film for use

in tungsten lighting; and the 85B filter (strong amber) will

convert a tungsten balanced film for use in daylight or with

flash. However, their use with artificial light sources is limited

to the correction only of incandescent sources, i.e. those that

glow from being heated, such as tungsten light bulbs. The

colour casts produced by the different types of discharge

lighting (fluorescent being the most common) have to be

PROFESSIONAL               corrected using colour compensating filters.

ARCHITECTURAL

PHOTOGRAPHY

■          Colour compensating filters

Colour compensating filters, usually made of thin gelatin, are

86 more wide ranging than colour correction filters in the sense

[image: ]

FILTERS 11

FOR LIGHT 2

MODIFICATION

■ 3

4

5

6

7

8

9

10

1

2

3

4

5

6

7

8

9

20

Figure 5.6 1  Colour correction filters.

Draw a straight line between the colour 2

temperature of a light source on the left 3

and the film type in use on the right. 4

The necessary filter to correct the 5

colour balance is indicated at the point 6

where the line crosses the central scale

7

that they are available in the six colours of the photographic 8

process: the primary colours red (R), green (G), and blue (B), 9

and their complementary opposites cyan (C), magenta (M), 30

and yellow (Y), all in varying densities. In combination or 1

alone these filters can fine-tune the colour balance of almost 2

any lighting situation when used in conjunction with a 3

colour meter (an instrument that measures the colour quality 4

of light in an interior, relative to the film type being used, and 5

calculates any filtration necessary). 6

Colour compensation tables (see Table 5.1) refer to 7

appropriate colour compensation in terms of a numerical 8

density or strength, followed by the initial of the colour of  9

the particular filter, or filters, required for the situation. They               PROFESSIONAL                 40

frequently also give the exposure increase necessary in terms              ARCHITECTURAL

PHOTOGRAPHY

of f-stops for the recommended filtration. For example, the 1  ■

filtration needed to compensate the colour of light from a 2

‘daylight fluorescent’ lamp for reproduction on a daylight                 87                   31

FILTERS                    Table 5.1   Colour compensation chart. Filters required to compensate

FOR LIGHT for fluorescent (UK and US tubes) and other forms of discharge lighting.

MODIFICATION               Necessary exposure increase in f-stops is given

 

■          Type of lamp         Daylight          Tungsten

balanced film          balanced film

 

Colour compensation filters for fluorescent lighting

UK tubes

Daylight                  40M + 30Y            85B + 30M + 10Y

+ 1 stop                + 12⁄3 stops

White                   30M + 20C           40M + 40Y

+ 1 stop                + 1 stop

Warm white             40M + 40C           30M + 20Y

+ 1 stop                + 1 stop

Warm white deluxe        30M + 60C           10Y

+ 12⁄3 stops                + 1⁄3 stop

Cool white               30M                 50M + 60Y

+2⁄3 stop                    + 11⁄3 stops

Cool white deluxe         20M + 30C            10M + 30Y

+ 1 stop                + 2⁄3 stop

US tubes

Daylight                  50M + 50Y            85B + 40M + 30Y

+ 11⁄3 stops                +12⁄3 stops

White                   30M + 20C           60M + 50Y

+1 stop                +12⁄3 stops

Warm white             40M + 40C           50M + 40Y

+ 1 stop                + 1 stop

Warm white deluxe        30M + 60C           10M + 10Y

+ 2 stops                + 2⁄3 stop

Cool white               40M + 10Y           60R

+ 1 stop                + 11⁄3 stops

Cool white deluxe         20M + 30C            50M + 50Y

+ 2⁄3 stop                  + 11⁄3 stops

Suggested colour compensation filters for 

other types of discharge lighting

Metal halide               40M + 20Y            60R + 20Y

+ 1 stop                + 12⁄3 stops

Deluxe white mercury     60M + 30Y           70R + 10Y

+ 1 stop                + 12⁄3 stops

Clear mercury             50R + 20M + 20Y     90R + 40Y

+ 11⁄3 stops                + 2 stops

High-pressure sodium      80B + 20C             50M + 20C

+ 21⁄3 stops                + 1 stop

 

PROFESSIONAL balanced film is recorded as ‘CC 40M + 30Y, 1 stop’. This

ARCHITECTURAL means that filtration with a strength of 40 Magenta plus 30

PHOTOGRAPHY

■ Yellow is required over the camera lens, with an overall

increase in exposure of one stop. While critical colour com-

88 pensation in situations of fluorescent lighting requires the use  of a specific combination of colour compensating filters for                FILTERS                  11

perfect results, there are readily available fluorescent com-                FOR LIGHT                 2

MODIFICATION

pensating filters for either ‘daylight-fluorescent’ (FL-DAY) or 3  ■

‘white-fluorescent’ (FL-W), which are adequate for most gen- 4

eral uses, and when not in possession of a colour meter. 5

6

Colour filters for black-and-white photography 7

The colour filters for black-and-white photography fall into 8

two categories: correction filters and contrast filters. Cor- 9

rection filters are necessary because most general-purpose 10

black-and-white films are panchromatic sensitized materials 1

that are not uniformly sensitive throughout the spectrum. 2

Most are more sensitive to blue than green. In order to 3

record the colours of the subject with their true luminosity, 4

a yellow-green full correction filter should be used, though 5

this has a filter factor of four (requiring an exposure increase 6

of two stops). A yellow partial correction filter, with an 7

exposure factor of two, is often more popular and can be 8

used as the standard filter over the lens at all times for black- 9

and-white work when no other filter is employed. 20

Contrast filters are the brightly coloured filters for use 1

with black-and-white film. Often more popular than correc- 2

tion filters, they are used to adjust the tonal contrast of 3

certain parts of the subject image. For example, without 4

filtration, oranges and greens can appear the same shade of 5

grey on film. A contrast filter is required to produce the 6

desired tonal separation between these different coloured 7

areas when reproduced in black-and-white. 8

A coloured filter allows light of its own colour to pass 9

through it, but absorbs the other colours, especially those 30

furthest from it in the spectrum. The effect, therefore, on 1

black-and-white film is that a coloured filter will darken  2

the opposite colours in the subject, and lighten those that  3

are the same. Consequently, a red filter can be used to darken 4

a blue sky, for example, at the same time lightening any red 5

brickwork. It does, however, also darken any green foliage. If 6

there is much foliage present a green filter may be more 7

appropriate as it has the effect of lightening green foliage, 8

though it will also darken red brickwork. Whenever you 9

decide to use a contrast filter, you must always consider its              PROFESSIONAL                40

effect on all parts of the image, not just the main subject             ARCHITECTURAL

PHOTOGRAPHY

matter. Table 5.2 summarizes the uses of the most popular 1  ■

coloured filters for black-and-white photography. 2

One further use for a strong red filter is for purposes of                   89                    31

FILTERS                    Table 5.2   Contrast filters for black-and-white photography

FOR LIGHT

MODIFICATION               Filter          Wratten   Daylight    Use

 

■                no.       exposure

increase

 

Yellow        8        1 stop      A subtle standard for toning

down blue sky, slightly lightens

foliage, and lightens yellow

stonework.

Green       58       3 stops     Tones down blue sky, darkens

red brickwork, lightens green

foliage revealing greater detail.

Orange      21       21⁄3 stops    Darkens blue sky and green

foliage, lightens red brickwork

and yellow stonework for

improved contrast. Reduces

haze.

Red        25       3 stops     Dramatically darkens blue sky

and foliage creating a thunder-

storm effect. Lightens red

brickwork and generally

increases image contrast.

Reduces haze.

 

black-and-white infrared photography. The colour sensitivity

of high-speed infrared film has been specially extended to be

sensitive to infrared radiation far beyond that which the eye

can see. The effect is grainy and ghostly, turning blue skies

black and green foliage snowy white. However, its unusual

effect can only be properly realized if either a red filter (typic-

ally a Kodak Wratten 25 red) is used to cut out the ultraviolet

and blue light; or for the most surreal and dramatic effect, a

visually opaque filter (typically the Wratten 87) that elimin-

ates virtually all visible light, transmitting only the infrared

radiation. Fuller details on the practice of infrared photog-

raphy is to be found in Chapter 8.

 

Filter mounts

Filter mounts basically take two different forms: either, as an

integral part of the filter, they are circular and screw into the

front of the lens casing, or they are square into which

different filters can be placed. The latter are considered

PROFESSIONAL universal as different sized adaptor rings can be attached to

ARCHITECTURAL correspond with the different diameters of your lens barrels.

PHOTOGRAPHY

■ The square variety is both the most flexible and the cheapest

and, with the different adaptor rings, one filter can be used

90 with all lenses. It can also take gelatin filter mounts. The  circular integral filters are the obvious choice for semi-                FILTERS                  11

permanent lens-protecting filters: the ultraviolet for colour                FOR LIGHT                 2

MODIFICATION

photography, and the yellow partial correction filter for 3  ■

black-and-white work. 4
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91 31  6 COMPOSING THE IMAGE

 

Introduction

The task of the architectural photographer is to convey the

aesthetic appearance of a massive three-dimensional build-

ing, as effectively as possible, onto a small two-dimensional

sheet of film or CCD chip. In practice, it usually requires

several exposures and includes both detail and interior shots

of the building as well as general exterior views. However,

the same fundamental principles of composition underlie all

the different types of shot so it is important for the photog-

rapher to understand them thoroughly in order to be able to

apply them in practice on assignment.

The three main elements of composition are structure,

line dynamics and perspective. Structure is concerned with

organizing the different parts of the image into a harmonious

whole within the borders of the film frame. Dynamic lines

are those within the subject image that are juxtaposed at

exaggerated angles for visual impact, and are created by visu-

alizing the image in a purely linear, two-dimensional abstract

way. Finally, perspective produces the illusion of depth on a

two-dimensional surface, enabling the viewer to differentiate

size and distance in the image.

 

Structure: symmetry

The simplest form of compositional structure is symmetry

whereby both sides of the image are identical, but opposite,

around a vertical central axis. The simple, clean perfection 

PROFESSIONAL of this type of composition is both its strength and its corres-

ARCHITECTURAL ponding weakness. Unless a building demands such treatment

PHOTOGRAPHY

■ through the perfect symmetry of its own structure, sym-

metrical images can appear dull and unimaginative. Straight

92 symmetrical shots of the exterior of buildings usually need
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Figure 6.1   Symmetrical shots need to be executed with absolute technical                                                     2

precision to be effective. This image was shot at dusk to balance the daylight 3

with that of the interior. The only flash of asymmetry is the commissionaire standing just to the right of the reception desk 4

5

6

something extra to justify such simple treatment. They also 7

need to be executed with absolute technical precision. 8

The photograph in Figure 6.1 of the front entrance of 9

an office building was shot in this way, with a wide-angle              PROFESSIONAL               40

lens to improve the dynamic impact of the canopy. Shot at             ARCHITECTURAL

PHOTOGRAPHY

dusk to balance the daylight with that of the interior, the only 1  ■

flash of asymmetry in the image is the commissionaire 2

standing just to the right of the reception desk.                                93                    31

COMPOSING With interiors, certain massive symmetrical atria, or

THE IMAGE classic Georgian entrance halls can demand symmetrical

 

■ treatment. The sterility of the symmetry is frequently offset

by an asymmetrical staircase, or asymmetrical furnishings

that just add that extra spark of interest often needed in such

a shot.

 

Structure: Law of Thirds

We have seen that to choose a symmetrical composition, the

building being photographed has to be outstanding in its

own symmetrical perfection. The picture area, divided into

two equal parts is a fundamentally uninteresting arrange-

ment – see Figure 6.2(a). A more interesting framework for

composition is a division away from the centre, typically

dividing the rectangle or square into one-third and two-

thirds, as shown in Figure 6.2(b). Taking this theory one step

further, a frame divided symmetrically around both a vertical

and horizontal axis produces a picture divided into four

rectangles of equal size, as in Figure 6.3(a). Conversely,

Figure 6.3(b) shows a frame divided into thirds around both

a vertical and horizontal axis. This produces four rectangles

all of different sizes, juxtaposed to create a much more inter-

esting composition.

Thus, a composition with the main lines of the image

constructed along the thirds, and any specific focal points

placed at the intersection of a vertical third with a horizontal

third, is likely to create an appealing shot. This is the prin-

ciple behind what is commonly called the Law of Thirds, an

approach to composition that universally appeals to our

sense of beauty, and one which applies to all forms of picture

[image: ]

 

PROFESSIONAL

ARCHITECTURAL

PHOTOGRAPHY             Figure 6.2 Drawing (a) shows a simple symmetrical division of the picture

 

■ area around a vertical axis into two equal parts; while drawing (b) shows a  more interesting division away from the centre into a one-third and two-

94            thirds
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Figure 6.3   Drawing (a) shows the picture area divided symmetrically around both a vertical and horizontal axis, producing a picture divided into four 1

rectangles of equal size. Conversely, drawing (b) shows the same area divided 2

into thirds around both a vertical and horizontal axis, producing four 3

rectangles all of different sizes, juxtaposed to create a much more interesting 4

composition 5

6

making and therefore all branches of photography. Having 7

intersected the frame along the thirds, in both directions (see 8

Figure 6.4), the Law of Thirds states: 9

20

a    The main subject(s) should be positioned on or near an                                        1

intersection of the thirds. 2

b    Some other element of the picture should lead the eye                                       3

towards the main subject. 4

c     The main subject should contrast with the background,                                        5

either in tone or colour. 6

7

This law applies to general view exteriors, interiors and 8

detail shots, and Figure 6.5 shows some typical applications. 9

With general exterior views, the skyline and sometimes 30

the road line can lie approximately on the horizontal thirds, 1

with the corner of the building lying close to a vertical third. 2

In a general view interior, the perspective can lead the eye to 3

4
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Figure 6.4   The division of the three basic photographic formats according                                                      2

to the Law of Thirds 31  95
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(a)

 

Figure 6.5   Some typical applications 

of the Law of Thirds in the practice of

architectural photography. The dotted the far wall, the centre of which can be at the junction of a

lines mark out the thirds to demon-          vertical and horizontal third.

strate how the Law has been applied  The Law does not have to be adhered to strictly. In 

to a typical exterior, interior and detail fact, the most interesting shots often deviate from it quite

shot

dramatically, and it is this deviation that puts the photog-

rapher’s individual stamp on an image. Whatever the devia-

tion, however, the photographer should be aware of the Law

in order to understand how it can be successfully adjusted to

his or her preferred individual approach.

 

Line dynamics

PROFESSIONAL When a composition is viewed in a purely two-dimensional

ARCHITECTURAL abstract linear way, those lines in the picture that are out of

PHOTOGRAPHY

■ parallel with the edges of the frame are considered dynamic.

The closer their angles are to 45 ° (i.e. half-way between

96 vertical and horizontal), and the more dramatic their juxta- (b)                                                                                      COMPOSING                   11
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position at opposing and unequal angles, the greater the 4

sense of excitement generated within the image, and there- 5

fore the more powerful its impact. If the camera is tilted 45° 6

for deliberate dynamic abstract effect on a detail shot, the 7

sight of brickwork or a street lamp, for example, at a 45° 8

angle disturbs our sense of gravitational normality and at the 9

same time stimulates our creative thirst for an alternative              PROFESSIONAL               40

approach.                                                          ARCHITECTURAL

PHOTOGRAPHY

Dynamic lines that exist naturally within a composition 1  ■

(without any deliberate camera tilting) exercise the same 2

effect on our mind. This is because they upset our sense of                  97                   31

COMPOSING               (c)
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■

 

perfect balance, of a person standing upright on level ground,

that is most simply depicted by a vertical line resting on a

horizontal line. Horizontal lines in a composition express a

sense of level tranquillity, while vertical lines represent gravi-

tational stability. By contrast, dynamic lines appear direc-

tional, agitated and unresolved, but they add that daring

PROFESSIONAL               vitality to a potentially perfect, yet sterile, image.

ARCHITECTURAL A fine example of the use of dynamic lines for impact

PHOTOGRAPHY

■ in an architectural photograph is when a low vantage point

is selected for shooting a perfectly symmetrical front eleva-

98 tion of a building. Instead of correcting the verticals with  shift movements, the verticals are deliberately left to con-               COMPOSING                 11

verge, as in Figure 8.1.                                                       THE IMAGE                  2

 

When photographing a building from an angle, the use 3  ■

of a wide-angle lens can exaggerate the perspective, thereby 4

enhancing the line dynamics. The closer one is to a building, 5

the wider the lens needed for a full general view, and there- 6

fore the greater the perspective distortion with its corres- 7

pondingly exaggerated line dynamics – see Figure 3.11. 8

9

Perspective and three-dimensional structure 10

In the photography of architecture, line dynamics are the 1

most significant mechanism by which perspective produces 2

the illusion of depth on a two-dimensional surface. Lines 3

converging to one or more vanishing points cause the subject 4

to get smaller as it recedes into the distance. Thus linear 5

perspective is the primary factor that demonstrates the three- 6

dimensional structure of a building when reproduced as a 7

two-dimensional image, along with contrast and tone that 8

naturally also play their part. 9

When approaching a building for purposes of photog- 20

raphy, it is important, where possible, to be thinking of 1

representing it as a solid structure and not just a façade. For 2

a general view, concentrate on the front elevation, but also 3

allow a more oblique view of the side elevation to appear in 4

5
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Figure 6.6   A 60°/30° perspective on a        6

building represents it as a solid 7

structure and not just a façade, while 8

emphasizing the front elevation 9
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COMPOSING               the shot where possible, typically a 60°/30° perspective as

THE IMAGE illustrated in Figure 6.6. The frame can be divided roughly

 

■ into thirds: two-thirds for the front elevation, and one-third

for the side elevation, as shown in Figure 6.5(a). This is obvi-

ously not possible with a terraced property, though a side

angle shot along the terrace with the whole of the relevant

elevation in the foreground allows diminishing perspective to

suggest depth in the image.

A straight-on front elevation shot will inevitably be

two-dimensional in appearance except for any three-dimen-

sional texture details on the surface of the structure. This can

be a useful additional shot, as a photographic extension of

the architect’s original front elevation drawing, but is not

often used as the main general view of a building.

 

Focal length variations for alternative visual

interpretations

The visual effects of lenses with different focal lengths vary

enormously from the dramatic perspective enhancement of a

wide-angle lens, to the compressed image produced by a

long-focus lens (Figure 6.7). Both effects actually come about

[image: ]

 

PROFESSIONAL

ARCHITECTURAL

PHOTOGRAPHY             Figure 6.7 A comparison of the effect on perspective when a building is

 

■ photographed from different distances, using different lenses to fill the frame.  It is the varying of the distance rather than the type of lens used that causes

100           the changes in perspective as a result of changing the distance of the viewpoint from the                COMPOSING                 11

building. The wider the angle of view, the more you can see               THE IMAGE                 2

 

of the lines that are converging to one or more vanishing 3  ■

points. The narrower the angle of view, the less you can see 4

of these lines. 5

The standard lens lies mid-way between these two ex- 6

tremes, with a focal length equal to the diagonal measure- 7

ment of the film frame. In other words, the diagonal 8

measurement of a film frame on medium format is approxi- 9

mately 95 mm for 6 cm × 7 cm, and 110 mm for 6 cm × 10

9 cm. Consequently, the typical standard lens for medium 1

format has a focal length of 100 mm. Similarly, the typical 2

standard lens on 5 in. × 4 in. large format is 180 mm. Wide- 3

angle lenses have focal lengths shorter than the standard for 4

a particular format, and long-focus lenses have focal lengths 5

longer than the standard. 6

The focal length of the standard lens, and hence field 7

angle of view, relates to that of the human eye and so the 8

images it produces appear to have the most natural perspec- 9

tive. Perspective is altered by changing the distance of the 20

camera from the subject, usually accompanied with a change 1

of the focal length of the lens used. More simply, to include 2

the same amount of the building with a wide-angle lens as 3

with the standard, you would have to move closer to it. The 4

effect of this is exaggerated perspective that both enhances 5

the dominance of the building and the dynamic structure of 6

the image. It creates a more punchy and exciting shot that is 7

well suited to the linear nature of much modern architecture. 8

A wide-angle lens is also a popular choice when space is 9

restricted, as in city streets, for example. 30

The use of a wide-angle lens is, however, limited when 1

the roof structure of a building is an important element to 2

include in the photograph. The close vantage point 3

demanded by such a lens can be too close to the building to 4

be able to see the roof structure at all. In such circumstances, 5

a lens of longer focal length and a more distant viewpoint is 6

necessary. 7

Conversely, to maintain the same amount of the build- 8

ing with a long-focus lens, the camera has to be moved 9

further from the subject. This has the effect of flattening the               PROFESSIONAL                40

perspective, compressing the space between the subject and             ARCHITECTURAL

PHOTOGRAPHY

its background. This lens is useful for showing a tall building 1  ■

within its context of a city skyline, for example, although its 2

use is most often restricted because of lack of space or suit-                  101                   31

COMPOSING able vantage point. It is also useful for selectively isolating a

THE IMAGE                building within its landscape.

 

■ Remember also that depth of field in the image varies

with focal length. The shorter the focal length (the wider the

angle of the lens) the greater the depth of field in the image

for a given aperture. The longer the focal length of the lens,

the smaller the depth of field for that same aperture.

Consequently, longer lenses require the use of smaller aper-

tures to achieve sharp focus throughout the depth of the

image. This can be achieved by using longer exposure times.

 

Creating a set of photographs of one building

Clients vary considerably in terms of how detailed a brief

they give you when commissioning the photography of a

building. Some rely on your experience and past working

relationship together to come up with suitable shots for the

purpose for which they are required. They expect to see a

selection of photographs that best convey the location, size,

amenities, quality, detail and atmosphere of a building,

emphasizing different aspects depending on the nature of the

client. However strong your client relationship, it is always

worth pressing the client for as much detail of his require-

ments as possible to avoid disappointment and the

aggravation of a re-shoot.

Other clients are extremely specific, and will come on

site to show you the precise shots they have carefully worked

out in advance. This both takes the responsibility of selec-

tion away from the photographer, and saves time not having

to shoot alternative angles. For example, one leading prop-

erty agent had worked out the perfect way of eliminating the

appearance of unsightly and intrusive ceiling ducting that ran

the full length of a reconditioned office building. By standing

directly below the boxed ducting, its side could be visually

aligned with the line of the ceiling tiles, on the viewing

screen. Selecting a low vantage point prevented the top of the

windows at the end of the line of ducting from being

obscured by it, which would otherwise have given the game

away. A masterful plan of creative deception, the forte of

property agents, which required precision alignment and

PROFESSIONAL careful lighting to maintain the two-dimensional appearance

ARCHITECTURAL              of the ducting, but was otherwise easily executed.

PHOTOGRAPHY

■ This section aims to outline the type of shots that

combine together neatly to create a representative set of

102 photographs of a building from a broad brief, typically either  for an architect or for use in a smart property brochure.               COMPOSING                11

Generally speaking, it is easiest to work from the general               THE IMAGE                 2

 

views to the particular details, as that is the way we natu- 3  ■

rally size-up and come to terms with buildings we see for the 4

first time. It can be difficult to appreciate the significance of 5

some of the detail without having worked on its context, i.e. 6

the building as a whole. 7

Finally, when creating a set of photographs remember to 8

vary both the format and your shooting angle between shots. 9

Let the building or detail, by virtue of its vertical or horizon- 10

tal nature, determine whether you shoot it ‘portrait’ (as a ver- 1

tical shot) or ‘landscape’ (as a horizontal shot). Try also to 2

vary these, unless specifically directed otherwise. With regard 3

to your shooting angle, you do not want to end up with a set 4

of photographs all receding to the left of the image, for 5

example. Just as people are either left-handed or right-handed, 6

most photographers have a tendency to shoot from the same 7

angle when a building allows the photographer the choice. 8

9

Exterior photographs 20

The first impression we have of a building is often its semi- 1

distant appearance in the landscape. This can either be 2

favourable or unfavourable, depending on how comfortably 3

the building sits within its environment. At this range, the 4

distances between potential accessible vantage points in a 5

wide radius around the site can be considerable, and there- 6

fore time-consuming to explore. As a result, it is usually best 7

to leave such photographs till later, when you have the major 8

shots under your belt, and your time feels at less of a 9

premium. It is not worth spending a couple of valuable hours 30

at the start of the day locating the perfect vantage point for 1

a situational shot. You could end up finding the sun disap- 2

pearing fast from the more important on-site general-view 3

shots, with your time under undue pressure. 4

The angle at which the building lies relative to the 5

movement of the sun will determine whether you start with 6

the exterior or interior of the building. Assuming the sun is 7

correctly positioned on your arrival (see Chapter 4), it is  8

best to start with the on-site general exterior views. While  9

interiors are often much improved with direct sunlight, it is               PROFESSIONAL                40

usually quite acceptable to shoot them without, so sunshine             ARCHITECTURAL

PHOTOGRAPHY

priority should always be given to the external shots. Diffuse 1  ■

natural light internally from an overcast sky is always prefer- 2

able to a grey, lifeless exterior on a cloudy day.                                103                   31 (a)

[image: ]

 

(b)
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Figure 6.8 Some typical exterior views expected by an architectural client. Image (a) shows an angled front elevation shot

of the whole building; image (b) shows a detail shot of the structure; and image (c) shows a purely abstract photograph of

the entrance canopy (c) 11
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The general exterior views (see Figure 6.8) are likely to 8

include a straight-on front elevation photograph (as in Figure 9

8.6) and an angled front elevation shot to show the three- 30

dimensional structure of the building. These, of course, 1

should be taken with a view camera and verticals fully 2

corrected. The shape of the building itself usually determines 3

whether the building is photographed on a horizontal (‘land- 4

scape’) format, or vertical (‘portrait’) format, though in some 5

instances this may be dictated for purposes of layout. It is 6

always worth checking this with the client in advance. 7

Beyond these main front elevation photographs would 8

 

be any relevant detail shots and perhaps some exciting 9  PROFESSIONAL

abstract images of part of the elevation for visual impact in 40  ARCHITECTURAL

a brochure (see section on ‘Abstract detail shots’ later in this               PHOTOGRAPHY

chapter). These are often taken looking up at the building 1  ■

 

combination of both.                                                     105                  31 from an extreme angle, or by tilting the camera itself, or a 2

COMPOSING Depending on the nature of these detail or abstract

THE IMAGE photographs, they can either be taken with a view camera if

 

■ the vertical structure of the building is a dominant element

of the image, or more conveniently with an SLR camera. 

The latter greatly simplifies finding such shots, especially 

the abstract ones, as it enables you to wander around while

constantly viewing the actual image through the viewfinder.

It also speeds up the operation and encourages that spark of

spontaneity that often leads to rewarding results.

 

Interior photographs

With a selection of sunny exterior shots under your belt, you

can now confidently turn your attention to the interior of the

building (see Figure 6.9(a), (b) and (c)). Note how the main

interiors lie relative to the angle of the sun, and schedule your

Figure 6.9   Some typical interior views.

Image (a) shows a reception shot; image interior work accordingly to make the best use of it. With

(b) shows an open-plan floorspace with commercial buildings there is usually a reception area that

just a few items of furniture in the will need to be photographed; often a boardroom as the

foreground to add some visual interest smartest room in the building; sometimes an attractive stair-

to an otherwise empty interior; and well; and then the open-plan floors that, if unfurnished, can

image (c) is a dramatic atrium shot full benefit enormously from direct sunshine creating abstract

of exciting dynamic lines
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COMPOSING patterns across the empty floor space. There may also be

THE IMAGE other interesting rooms, features or details that need to be

 

■          covered.

Before starting, always spend time to work out the

photographs that are required, and their logical shooting

sequence. This should be designed for the minimum move-

ment of equipment between shots as well as taking into

account the angle of the sun. A sequence that I find works

well in large buildings is to start at the top and work my 

way down the building. This is because it is easiest to trans-

port fully packed equipment in a lift to the top floor, and

carry it down the stairs piece by piece as required. I find that

having started a shoot, it is quicker to move the equipment

to the next location piece by piece than to pack it up between

shots.

Where you can, shoot as much as possible on one floor

of the building to be economical with your time. This is quite

acceptable practice as often one floor is better fitted out, or

has larger windows and higher ceilings than the other floors,

and therefore creates the most favourable image of the

building.

As you take the main interior shots, do not forget to

photograph any interesting features that could make useful

interior detail images. Again these can either be photo-

graphed with the view camera that you have used to shoot

the interiors, or with an SLR camera for speed and ease of

use. Dramatic shots of stairwells – either looking up or down

– are certainly more easily taken with an SLR camera than a

view camera, for example.

When you feel you have fulfilled your brief and

adequately covered both the exterior and the interior of the

building, you can confidently pack away your equipment. If

time and weather conditions permit, you can now spend

some time if you choose to find a suitable vantage point for

a more distant situational shot. This should show the

building within the context of its environment, and is likely

to be taken with a long-focus lens.

 

Abstract detail shots

PROFESSIONAL Abstract detail shots enable a client to present the style and

ARCHITECTURAL quality of a building by isolating representative features 

PHOTOGRAPHY

■ of it. They can also add a dynamic impact to a brochure of

otherwise perfect, but straightforward, general elevation and

108           interior photographs.
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Figure 6.10   An abstract exterior             6

detail shot 7

8

The photographer must identify the interesting details or 9

features that warrant such treatment. These can sometimes be 20

thematic, with a particular shape or pattern being echoed 1

around the building, both inside and out. Such themes make 2

the task of isolating suitable features fairly simple. For build- 3

ings without such thematic features, look for quality finishes. 4

Internally, these can include door handles, light fittings, stair- 5

rails, etc., and any interesting juxtapositions of two or more 6

of these items. Typical exterior details can include unusual 7

structural features, the junctions of walls with roofs, win- 8

dows, doors, etc. 9

Most abstract detail photographs are taken in one of 30

three ways. First, they can be taken with the camera parallel 1

with the elevation of the building, with the full abstrac- 2

tion lying within the structure of the building itself. This 3

could be a small or large section of the building, isolated out 4

of context to create an abstract arrangement in its own 5

right. Second, they can be photographed from an oblique 6

angle to the building (either vertically or horizontally), 7

preferably with a wide-angle lens to enhance the perspective 8

impact. Or third, the camera can be tilted at an angle, often 9

facing the building with a standard lens. This has the effect               PROFESSIONAL                40

of converting the vertical and horizontal lines of the building              ARCHITECTURAL

PHOTOGRAPHY

into angular ones, thereby creating a dynamism in the image 1  ■

that is not inherent within the structure of the building as it 2

stands.                                                                        109                   31
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Figure 6.11   Uniformity of detail is

essential to achieve the perfectionist

quality of an architectural image

 

Uniformity of detail

To enhance the clean, perfectionist quality of an architectural

image – either interior or exterior – the building must present

a uniform face. It is, therefore, essential to check for unifor-

mity of the detail within the picture area (Figure 6.11). With

office interiors, for example, this would mean setting all 

the blinds (typically the vertical Venetian variety) to appear

at precisely the same angle of openness, and with none

drawn aside. Office chairs should be either perfectly facing

the desks, or perhaps angled invitingly towards the viewer.

Chairs and blotter-pads around a boardroom table should be

precisely arranged.

For exterior photographs, all windows should be closed

and any blinds or curtains consistently arranged. The lights

inside should be switched on at every level both for the

purpose of uniformity and also to give the building a lively

appearance. The latter is obviously especially important 

for dusk shots where a single light left switched off could

seriously spoil the final photograph. Similarly, a single win-

dow left open for a daylight shot can ruin the harmonious

PROFESSIONAL               perfection of an elevation.

ARCHITECTURAL

PHOTOGRAPHY
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Introduction 4

The previous chapters have established the theoretical basis 5

for determining when and how to shoot a series of photo- 6

graphs of a particular building. This chapter will concentrate 7

on the practical day-to-day realities of architectural work, 8

outlining various procedures for achieving successful results 9

while minimizing the risks of failure. 20

1

Prior to the shoot 2

Careful pre-planning is the key to a successful shoot and the 3

most efficient use of your time. You will have obtained in 4

advance (where possible) both a location plan and a site plan 5

of the building to be photographed (it is useful in this respect 6

to have a fax machine to receive such material for immediate 7

scrutiny and discussion with the client). From these you 8

should be able to work out the optimum time of day for 9

shooting the main elevation shots, using the theory outlined 30

in Chapter 4. An advance reconnaissance trip with a compass 1

and possibly a 35 mm camera is, of course, the very best 2

option. However, the distances involved, and the economical 3

use of your time often make this option unviable. 4

The most important, yet least predictable, factor in pre- 5

planning is weather determination. You have to tailor your 6

schedule around the good weather, and yet be prepared to 7

change your plans at the last minute. The telephone weather 8

services will give you an indication of the weather pattern 9

over the next 4–5 days as a basis for your week’s planning              PROFESSIONAL               40

(see Figure 4.2 in Chapter 4 for the ‘Weathercall’ informa-             ARCHITECTURAL

PHOTOGRAPHY

tion service telephone numbers). Strive to make use of every 1  ■

sunny day for photography, and use the cloudy, dull days  2

for administration and client visits. Always ask the client                 111                  31

TECHNIQUE whether his or her priority for the photographs is speed of

IN PRACTICE turnaround or quality in terms of favourable weather condi-

 

■ tions. Sometimes a client will need photographs at very short

notice and will be prepared to accept results enhanced to the

best of the photographer’s ability under less than favourable

weather conditions. The choice should always lie with the

client, since he or she is the one paying your bill at the end

of the day.

Finally, pre-planning also includes making sure that you

have the appropriate and sufficient film stock, and that all

your equipment is in working order with enough spare

batteries and fuses to be able to cope with any such failure.

This may seem obvious, but can be all too easily overlooked.

 

On arrival

When working in inner-city areas, it is often not possible to

park your car at the premises that you will be photo-

graphing. In such circumstances either use a taxi to get you

and your equipment to the location, or drive and use a local

car park. If you choose the latter option, always drive to the

site first, off-load your gear and then park the car. This saves

you having to carry heavy equipment long distances, and

arriving at the shoot exhausted.

If the weather conditions and angle of the sun are

reasonable on arrival, waste no time in setting up the camera

and shooting a few frames as quickly as possible. While

architectural photography is supposed to be a slow, method-

ical and contemplative art, the practical reality is one of

achieving results. There will, most probably, be plenty of

time for contemplating the optimum viewpoint and patiently

waiting for perfect light, but it is also quite possible that

conditions will worsen. Clear blue skies can swiftly cloud

over, and in urban areas large lorries with brightly coloured

commercial logos emblazoned on their sides have an

uncanny knack of parking directly in front of your building

to unload heavy equipment for the rest of the day!

Experience has trained me to always give myself the relaxed

feeling of knowing I have got some adequate shots under my

belt. If conditions worsen, it is usually possible still to

PROFESSIONAL continue the assignment by shooting the interior. Then at

ARCHITECTURAL least you will have some acceptable results for the client, if

PHOTOGRAPHY

■ not the best you could have achieved given abundant

sunshine and perfect conditions.

112 In order to make the most economical use of your time  and energy when shooting the interior of a commercial              TECHNIQUE               11

building, try to confine your work to a single floor (with the               IN PRACTICE                 2

 

possible exception of reception and stairwell photographs). 3  ■

Often one floor is markedly better than the others: either the 4

top floor with better light, or the ground floor with higher 5

ceilings and larger windows making this a viable option. To 6

work on a single floor saves the time-consuming and frus- 7

trating business of unpacking and packing all your equip- 8

ment between shots. 9

A final word of caution when working alone in an 10

empty building: never be tempted to use the lift. If you are 1

photographing the building for a brochure, the lift is either 2

likely to be new and therefore not yet ‘run in’, or it is likely 3

to have been standing idle for a period of time. If you are 4

alone and get stuck in the lift, it could be a long time before 5

you are found. If there are two of you in the building, always 6

travel in the lift one at a time just in case there is a problem. 7

8

Shooting sequence for exteriors 9

In order to explain thoroughly the practical shooting 20

sequence for photographing the exterior of a building, I have 1

broken it down into five stages: load the film; locate the 2

perfect viewpoint; set up the camera; calculate correct expo- 3

sure; insert and expose film. The chapter is concluded with 4

a separate section on ‘Exposure determination’, since this is 5

the area most open to error, demanding experienced inter- 6

pretation of meter readings for successful results. 7

8

Load the film 9

The method for film loading is obviously different depending 30

on whether you are using sheet film for a large-format 1

camera, or roll film for medium-format results. The prin- 2

ciple, however, is similar in that the film must be successfully 3

loaded without ‘fogging’ it. (A film is described as ‘fogged’ 4

when it is accidentally and unknowingly partially exposed to 5

ambient light.) With sheet film this is far more critical, as 6

loading the unexposed sheet of film into the film holder 7

requires either a completely light-tight changing bag or prior 8

loading in a darkroom. With roll film, the unexposed film is 9

covered with black paper and it is that paper that is slotted               PROFESSIONAL                40

into the spool and wound on.                                         ARCHITECTURAL

PHOTOGRAPHY

While this provides the film with light-tight protection 1  ■

under moderate light conditions, direct sunshine can still 2

cause fogging. Therefore, when working outside, always load                 113                  31

TECHNIQUE and unload film in the shade, storing it back in its box or

IN PRACTICE other darkened container until you get it to the laboratory.

 

■ The boot of your car can often be a suitable place for loading

and unloading films if it is parked close to where you are

working. Never load or unload film in direct sunlight.

 

Locate the perfect viewpoint




Chapter 6 discussed the theories of composition and outlined

some alternative vantage points for photographing the exte-

rior of a building. Having decided the approximate angle

from which you choose to start photographing it, you need

to determine the optimum position from which a photograph

will show off the building to its best advantage. Traditional

architectural subjects tend to suit a normal or weak perspec-

tive, while modern architecture can often be dramatically

photographed with the strong perspective produced by a

wide-angle lens (Figure 7.1). Assuming you are using a view

camera, use either your naked eye or an appropriate inde-

pendent optical finder to locate this position approximately.

Restrictions of space may dictate a closer than ideal vantage

point and the use of a wide-angle lens; or an interesting roof-

scape may favour a more distant viewpoint, with either a

standard or long-focus lens. Having located the approximate

position, move around to the left, the right, higher and lower,

a little closer and a little further away. In doing this you

should be able to establish the perfect viewpoint that aesthet-

ically juxtaposes both the foreground and background

elements that comprise the setting of the building. Unless

going for a completely symmetrical shot, select a vantage

point from which the elements are juxtaposed asymmetri-

cally, probably according to the Law of Thirds to some

degree. Ensure there are no lamp-posts or other such vertical

obstacles in awkward (or too perfect) alignment with an

element of the building.

 

Set up the camera

Having established your vantage point, it is time to set up the

camera on the tripod, aimed in the approximate direction of

the building and with all the adjustment controls in their

PROFESSIONAL neutral positions. Next, level the camera either with the inte-

ARCHITECTURAL gral vertical and horizontal spirit-levels on a view camera, or

PHOTOGRAPHY

■ with an independent or clip-on level on an SLR camera.

You then need to select the appropriate lens, often the

114 longest lens capable of including the whole building within
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Figure 7.1   Traditional architecture, as         5

in image (a), tends to suit a normal or 6

weak perspective, achieved with either a

standard or long-focus lens; while 7

modern architecture can often be more 8

dramatically photographed with the 9

strong perspective produced by a wide- 30

angle lens – see image (b) 1

2

its setting from your chosen viewpoint. Dramatic impact 3

shots will sometimes demand the use of a wide-angle lens, 4

the camera position having been established by monitoring 5

the effect either through an independent optical finder or by 6

roughly viewing the scene through the camera itself from 7

various positions. 8

With the camera and lens mounted in position, you 9

need to roughly focus the lens. Then employ any desired             PROFESSIONAL               40

camera movements, most often a rising shift with architec-             ARCHITECTURAL

tural exteriors to include the full height of the building while 1  PHOTOGRAPHY

retaining perfect verticals. For final focusing once any move-                   ■                    2

ments have been applied, use a handheld lupe magnifier                115                31

TECHNIQUE                Table 7.1   The ‘Linhof Universal Depth of Field Table’ calculates the

IN PRACTICE minimum aperture needed to cover the required depth of field, once the

optimum focus position has been established.

■

1       2       3       4       5       6

Linhof Universal Depth of Field Table

Focus camera to far and near object points (also when Scheimpflug rule is  

applied) and measure extension difference in mm, using scale above. Look up 

this figure in appropriate format column and read off f/stop required to obtain  

the necessary depth-of-field on the same line at right. For intermediate values, 

use next smaller f/stop shown on the line below.

Set rear standard at half the displacement established

 

2¹₄×2³₄ in.    4 × 5 in.     5 × 7 in.     8 × 10 in.        f – stop

mm    1,2    1,6    2,4    3,2       8

mm    1,7    2,2    3,3    4,4      11

mm    2,4    3,2    4,8    6,4      16

mm    3,3    4,4    6,7    9,0      22

mm    4,8    6,4    9,6   12,8      32

mm    6,7    9,0   13,5   18,0      45

mm    9,6   12,8   19,2   25,6      64

mm    13,5   18,0   27,0   36,0      90

mm    19,2   25,6   38,5   51,2     125

mm    27,0   36,0   54,0   72,0     180

mm    38,5   51,2   77,0    102     250

In close-up work, the f-stop taken from the table should be corrected as follows

G = 6f : open by ¹⁄₂ stop;                          G =   2f : open by 2 stops; G = 4f : open by ²⁄₃ stop;                          G = 1.5f : open by 3 stops; G = 3f : open by 1 stop;                         G = 1.3f : open by 4 stops;

Explanation: G = distance of diaphragm plane to the forward ¹₃ of the sub-ject; 6f = 6 × focal length of the lens employed.

 

(typically ×4 magnification) on the focusing screen of a view

camera. Focus on the front elevation of the building and stop

down the aperture to achieve the necessary depth of field.

This can be done either visually (though at smaller apertures

this can be awkward because of a progressively darker image

on the viewing screen) or by using a universal depth of field

table (see Table 7.1). For an angled shot of a receding terrace,

a Scheimpflug adjustment is likely to be the best way of

achieving perfect focus throughout the depth of the image as

sharp focus is only necessary in one plane: that of the front

elevation of the buildings.

The theory behind perfect focus throughout the depth

of the subject being photographed is to establish the

PROFESSIONAL optimum plane of focus from which sharpness will extend in

ARCHITECTURAL both directions to include the nearest and furthest elements

PHOTOGRAPHY

■ of the picture, at a certain aperture. It is also important to

find the largest aperture possible that will encompass this

116 zone of sharpness, as the performance of even the best lenses  tends to fall off at apertures smaller than                              TECHNIQUE f /22 owing to                11

diffraction.                                                                      IN PRACTICE                  2

 

The simplest way to do this is to measure the bellows 3  ■

displacement between the focus on the furthest and nearest 4

elements of the image, and then set the camera to half the 5

displacement measured. So, first focus the camera on the 6

furthest element and mark this position at the monorail, 7

baseboard or focusing knob. Then focus on the nearest 8

element. The camera focus will increase and a second focus 9

setting will be obtained. Measure the distance between the 10

two displacements and set the camera at half this measured 1

displacement. The optimum focus position for the desired 2

depth of field zone has now been established. The corre- 3

sponding working aperture needed to cover the required 4

depth of field is found in the ‘Linhof Universal Depth of Field 5

Table’ (Table 7.1). The appropriate minimum f-numbers for 6

a given film format are listed for various bellows displace- 7

ments. The table shows different displacements at the same 8

aperture for different formats because smaller negatives 9

normally require greater magnification. As a result, closer 20

tolerances apply for calculating the depth of field available 1

for critical sharpness. If neither the smallest possible aperture 2

nor a Scheimpflug adjustment can produce sufficient depth 3

of field to render the full depth of the image sharp, a smaller 4

reproduction ratio has to be chosen by increasing the 5

camera-to-subject distance or using a lens of shorter focal 6

length. 7

Having set the focus you can now place any appropriate 8

filters over the camera lens, not forgetting to take into 9

account their exposure factors when calculating exposure. At 30

this stage, scrutinize the picture area for any rubbish, 1

unsightly bins, orange cones, etc., that will detract from the 2

perfect appearance of the building, and remove them accord- 3

ingly for the duration of your photography. Even a small 4

piece of white paper can be easily overlooked when taking 5

the photograph, yet can leave an unsightly scar on the final 6

image. 7

8

Calculate correct exposure 9

The different methods for determining exposure are outlined              PROFESSIONAL               40

at the end of this chapter in a separate section ‘Exposure             ARCHITECTURAL

PHOTOGRAPHY

determination’. Following one of these methods, work out 1  ■

the correct exposure for your choice of film and decide upon 2

the best combination of aperture and shutter speed to take                 117                  31

TECHNIQUE account of optimum lens performance, depth of field and any

IN PRACTICE                movement in the image.

 

■ Re-check the focus, levels and composition. Also, make

a mental note of the boundaries of the image on the viewing

screen (on a view camera) to avoid uncertainty over whether

any pedestrian or motor traffic will be appearing in the shot

once the shutter is closed and direct viewing is impossible.

Then close the shutter and set the aperture and shutter speed.

 

Shoot the image

Insert the film holder into the back of the camera (on large

format), or replace the focusing screen with a film or digital

back (on medium format). When working with film it is sen-

sible to always start with instant-print film both as an expo-

sure indicator and, more importantly, as an invaluable way

to check the composition. On some medium-format cameras,

the area of instant-print film exposed can be greater than the

area of the viewing screen. If this is the case, carry a black

card mounting mask with you for laying over the instant-

print in order to show the parameters of the actual image that

will appear on the subsequent negative or transparency film.

Instant-print film will also show the approximate effect

of filtration, and will confirm whether or not any vignetting

of the image is taking place (Figure 7.2) as a result of exces-

sive shift movements (the latter can be difficult to check

visually with confidence on the focusing screen). If there is

vignetting of the image, the various techniques to overcome

this problem are outlined in the section ‘Tall buildings’ in




Chapter 9. When working in direct sunlight it is sensible to

leave the dark cloth draped over the back of the camera,

covering the film holder to prevent the possibility of any light

leak. Always remove the dark slide slowly and steadily to

avoid displacing the precise camera position with any jerking

movements. Expose the film, always using a cable release.

Squeeze the cable release gently, again to prevent any jerking

movement that could possibly shake the camera at that crit-

ical moment of exposure.

When satisfied with the instant-print image, you can

shoot the transparency or negative film. On colour trans-

PROFESSIONAL parency roll film especially, it is sensible to bracket the

ARCHITECTURAL exposures in half-stops to at least one stop either side of your

PHOTOGRAPHY

■ predetermined exposure calculation to guarantee a correctly

exposed image on film. With sheet film, it is customary to

118 shoot at least one, and preferably two, back-up exposures.

[image: ]

TECHNIQUE 11

IN PRACTICE 2

 

■ 3

4

5

6

7

8

9

10

1

2

3

4

5

6

7

8

9

20

1

2

3

4

Figure 7.2 5  Use an instant-print to

check composition and the approximate 6

effect of filtration. If the area of instant- 7

print exposed is greater than the area 8

of the viewing screen, lay a black card 9

mask over the instant-print to check for 30

any vignetting of the image as a result of

an excessive shift movement 1

2

3

This enables the first to be processed normally, and the 4

processing of the second and third to be ‘pushed’ (the length- 5

ening of the film development time if the first sheet was 6

underexposed) or ‘pulled’ (the shortening of the film devel- 7

opment time if the first sheet was overexposed) accordingly 8

for perfect results. Push- or pull-processing of transparency 9

film by up to one stop should yield excellent results, cor-              PROFESSIONAL               40

recting exposure within what is effectively a two-stop band.              ARCHITECTURAL

PHOTOGRAPHY

Wider than this, contrast is reduced as a result of pull- 1  ■

processing with colours shifting towards blue. Conversely, 2

with push-processing, contrast is increased along with grain-                  119                   31

TECHNIQUE iness and fog levels, and colours shift towards red. Shooting

IN PRACTICE two spare sheets virtually guarantees a perfect image for the

 

■ client, and should enable you to keep a perfect original for

your portfolio or archives.

After exposing the film, remove the film holder or film

back and replace the focusing screen. Open the shutter to its

widest aperture to re-check composition and focus, and con-

firm in your own mind that the tripod has not been inadvert-

ently jolted off position in the picture-taking process.

Finally, carefully pack away your equipment after

finishing the shoot. Replace all lens caps, return filters to

their cases and put meters back in their pouches, etc. If you

treat your expensive equipment with the greatest respect it

should serve you well for many years.

 

Exposure determination

An exposure reading is used to determine the appropriate

combination of lens aperture and shutter speed necessary for

a favourable recording of a subject on film (of predetermined

speed). There are basically two alternative types of reading:

direct reflected readings or incident light readings. A direct

reflected reading measures the brightness, or luminance, of

the light being reflected off a building (as with the metering

systems in most SLR cameras); while an incident reading is

taken from the subject with the meter pointed towards the

camera, to measure the intensity of the light falling on the

building.

Either method is appropriate for architectural work,

though both require careful interpretation of the metered

results to calculate the correct exposure for the specific

building being photographed. This is because all meters 

work to a standard of average brightness and are designed

to give a correct exposure reading for a perfect mid-grey

subject, based on the Kodak 18 per cent grey card. However,

different building materials absorb and reflect different

proportions of the light illuminating them, causing erroneous

readings. For example, if a photograph were taken of a white

wall using a direct reflected reading alone, the result would

be a mid-grey toned wall on the final photograph. To render

PROFESSIONAL the tone of the white wall as white in the photograph, a 

 

ARCHITECTURAL                      1 2- to 2⁄2-stop increase in exposure over the meter reading PHOTOGRAPHY would be needed. Table 7.2 outlines some typical sources ■ of exposure error with the exposure increase or decrease

120           necessary to correct such erroneous readings. Table 7.2   Sources of exposure error. All light meters work to a                           TECHNIQUE                    11

standard of average brightness and are designed to give a correct                           IN PRACTICE                    2 exposure reading for a perfect mid-grey subject. Because different building

materials absorb and reflect different proportions of the light illuminating 3  ■

them, adjustments have to be made to the meter readings accordingly 4

5

Subject                                               Meter-reading                                                    6

adjustment

7

Freshly painted white buildings; sunlit snow            +2 stops                                                           8

Weathered white buildings; new plaster;  9

pale grey sky                                          +1 stop                                                            10

Red brickwork; green grass; blue sky;  1

dark grey sky                                        No adjustment

2

dark green foliage 3  ⫺  Dark glass buildings; dark timber; 

1 stop

4

5

6

An incident reading of the same subject should yield a 7

correct result on film as it measures only the intensity of the 8

light irrespective of the subject matter. The white plastic 9

diffusing dome placed over the meter for such readings trans- 20

mits 18 per cent of the light: the mid-tone point between 1

black and white. Consequently, setting the camera from an 2

incident reading preserves whites as brighter than average 3

and blacks as darker than average. However, it ignores any 4

areas in shadow. Accordingly, incident readings meter for 5

highlights, which are your main priority when shooting on 6

transparency materials. A rule of thumb is to expose trans- 7

parency film to preserve the highlights and lose the shadow 8

detail (to prevent the highlights from ‘burning out’); and to 9

expose negative materials to preserve the shadow detail 30

(most easily achieved using direct reflected readings). 1

The reason for this sacrifice of either highlight or 2

shadow detail is the limited sensitivity of photographic film. 3

The range of brightness from white to black on a sunny day 4

can be up to ten stops. However, negative film (both colour 5

and black-and-white) can only record a seven-stop range, 6

and colour transparency film a mere five-stop range. 7

While direct reflected readings are more susceptible to 8

subject error than incident readings, their strength lies in 9

allowing the photographer to take a series of readings from              PROFESSIONAL               40

different elements of the subject area to gain an overall             ARCHITECTURAL

impression of the range of brightness in the image. These 1  PHOTOGRAPHY

readings can be taken with a regular handheld light meter;                  ■                   2

with the metering system of a 35 mm camera; or with a spot                 121                  31

TECHNIQUE                meter (1° angle of view) for precise light readings, especially

IN PRACTICE when using a long-focus lens, from very specific parts of 

 

■ the larger picture area. Some large-format cameras also have

the facility for add-on probe meters that take spot readings

from small selected areas of the subject image on the focusing

screen. Such readings also take account of any filtration

being used.

When taking reflected readings, try to take them off

approximate mid-grey subjects. From Table 7.2 you can see

that red brickwork, green grass and the deep blue of a clear

sky (roughly 180 ° from the sun) conveniently approximate

mid-grey for the purposes of architectural photography.

Alternatively, you can carry a Kodak grey card with you and

take your light readings off that under the same light condi-

tions. When photographing buildings, it is the sunlit part

that you should usually expose for, especially on trans-

parency film.

For large-format black-and-white photography, the

‘zone system’ for exposure is probably the ideal method for

deducing perfect exposure. Devised by American landscape

photographer Ansel Adams, the zone system is a method for

controlling the tone range of the final print. The image is

previsualized into nine tone zones that can be adjusted by

changes in exposure and development. A detailed analysis of

the zone system is beyond the scope of this book, but it is

well documented in books on photographic theory.

In case of meter failure, it is possible to estimate expo-

sure by using the ‘Sunny-16’ rule owing to the relatively

consistent intensity of bright sunlight in moderate latitudes.

The rule states that if you set the aperture to f/16, the correct

shutter speed is roughly the inverse proportion of the film

speed. For example, working with ISO 100 colour trans-

parency film with full sunshine on the front elevation of a

building, at an f/16 aperture, the estimated shutter speed for

correct exposure would be 1⁄ 100 second, or 1⁄60 being the best

approximation on most lenses. In hazy sun allow one extra

stop; light cloud, two stops; and under heavily overcast

conditions, three stops. On roll film, always bracket the

exposure in half-stops by at least one stop either side of the

PROFESSIONAL               determined exposure.

ARCHITECTURAL All light readings are measured in either exposure values

PHOTOGRAPHY

■ (EVs) and/or the appropriate combination of lens aperture

and shutter speed for a particular film speed. Exposure values

122 are numbers that stand for a particular amount of exposure  that can be achieved using a range of equivalent combina-               TECHNIQUE                11

tions of aperture and shutter speed in accordance with the               IN PRACTICE                2

 

Law of Reciprocity. They are widely used on handheld light 3  ■

meters to determine the range of aperture/shutter speed 4

combinations possible to accommodate a particular EV 5

number. Having deduced the EV number, you next have to 6

choose the appropriate combination of aperture and shutter 7

speed to achieve the best results on film. The ideal compro- 8

mise between lens aberration distortion and diffraction for 9

optimum lens performance is typically between f/16 and f/22, 10

though this can be checked with the lens manufacturers. 1

Because most architectural subjects are static, other than tree 2

movement and sometimes people or traffic, slow shutter 3

speeds can be used even on relatively slow films to enable the 4

use of apertures for optimum lens performance. For example, 5

shooting on ISO 100 film in bright sunshine, the aperture 6

would be approximately f/16 at 1⁄60 second. This would be an 7

ideal combination, assuming satisfactory depth of field 8

within the image. Otherwise a smaller aperture and slower 9

shutter speed could be selected. On a cloudy day, a typical 20

combination could be f/16 at 1⁄ 15 second on ISO 100 film, 1

again suitable for optimum lens performance and still a 2

reasonable shutter speed for most architectural subjects.  3

Be wary of using exposures longer than this in windy condi- 4

tions for fear of camera shake from the wind. Under such 5

conditions, wait to make your exposures in the lulls between 6

gusts. 7
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This book has so far been concerned with the basic tech-

niques and underlying principles of architectural photog-

raphy, and their practical application on assignment. The

purpose of this chapter is to expand this range of techniques

in order to enhance the creative impact of your architectural

images. This can be achieved in a diversity of ways, ranging

from the use of simple camera movements for creative

composition to the use of specialist films, cameras or lenses

for special effects. All the techniques are valid occasionally,

and often as supplementary shots to the more conventional

ones.

 

Deliberate convergence of verticals

Contrary to the golden guiding principle in architectural

photography for perfectly parallel verticals, there are occa-

sions when the deliberate convergence of verticals successfully

boosts the dynamic impact of a shot. To do it deliberately, it

must be extreme, with the camera at a sharp angle in order to

maximize the angles of the diagonals. With anything less than

extreme you could run the risk of the image appearing as if

parallel verticals had been poorly attempted with a rigid, fixed

plane camera.

These deliberate convergence photographs can be

divided into two types. First, there is the symmetrical shot 

of a basically symmetrical front elevation (see Figure 8.1).

The horizontal base of the film plane must be parallel with

PROFESSIONAL the wall, a low viewpoint selected (often as low as the 

ARCHITECTURAL tripod will allow), and the camera tilted to include the full

PHOTOGRAPHY

■ height of the front elevation. The use of a wide-angle lens

maximizes the dramatic effect, producing the dynamic diag-

124 onals that result from selecting a close viewpoint. As with
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Figure 8.1   A symmetrical shot showing the deliberate convergence of 3

verticals. The low vantage point adds 4

extra impact to this image, with the 5

steel rail and converging steps leading 6

the eye into the photograph 7

8

any symmetrical shot, precision alignment is the essential 9

criterion for an outstanding result. 30

The second type of deliberate convergence photograph 1

is reserved for tower blocks to dramatize their sheer height 2

and scale (Figure 8.2). Standing quite close to its base, you 3

tilt the camera almost on its back to look up at the top corner 4

of the building, using either a standard or wide-angle lens. 5

The dramatic linear perspective emphasizes the height and 6

presence of the building, creating an exciting image. 7

One final word of caution: do not attempt a deliberate 8

corner convergence shot on a building with a front elevation 9

that is wider than it is tall as this is likely to produce an               PROFESSIONAL                40

image in which the building appears uncomfortably as            ARCHITECTURAL

PHOTOGRAPHY

though it is both falling over backwards and in on itself at 1  ■

the same time (see Figure 3.3). Reserve the technique for tall 2

buildings only.                                                                 125                   31
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Figure 8.2   (Facing page) A useful convergence technique for tall tower 8

blocks. The dramatic linear perspective 9

emphasizes the height and presence of 10

the building with dynamic impact 1
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Figure 8.3 8  Tilting the camera at an

angle on its side converts the vertical 9

and horizontal lines of a building into 20

diagonal ones, for dynamic effect 1

2

Tilting the camera 3

A second way of creating impact in an image is by converting 4

both the vertical and horizontal lines of a building into diag- 5

onal ones by tilting the camera at an angle on its side (Figure 6

8.3). The effect is exciting, though somewhat disorientating 7

as we do not expect to see buildings on anything other than 8

level ground. Such a technique can be useful for abstract 9

detail shots, and only rarely for full building shots, but their 30

use should be restricted to a subject that has little intrinsic 1

dynamism of its own. The whole exercise should be treated 2

as a creative process of abstract picture composition. 3

4

Expanding the sky area with shift 5

A simple technique that appears to isolate a building within 6

a significant setting is to take a portrait shot of a basically 7

horizontal building. Then employ an excessive rising-front 8

shift movement on the camera to place the building close to 9

the bottom of the frame (while retaining perfect verticals).              PROFESSIONAL                40

This has the effect of filling the rest of the frame with a             ARCHITECTURAL

PHOTOGRAPHY

large area of blue sky, as in Figure 8.4. With an excessive 1  ■

shift movement such as this, the blue of the sky will tend to 2

darken towards the top of the frame as the limit of the lens’s                  127                   31
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Figure 8.4   This photograph of

Kenwood House on Hampstead Heath,

London, was taken using an excessive

rising-front shift movement to

dramatically expand the sky area while

retaining perfect verticals in the image

 

circle of illumination is approached. This subtle darkening

only serves to enhance the image and, if further darkening is

desired, a neutral density graduated filter can also be success-

fully employed. This technique works best when the colour

or tone of the building contrasts strongly with the colour or

tone of the sky.

 

Correction of horizontal convergence in

interiors and exteriors

As we have seen throughout this book, architects like to see

PROFESSIONAL perfect vertical lines in the images of their buildings, easily

ARCHITECTURAL achieved through the use of a simple rising-front shift move-

PHOTOGRAPHY

■ ment in most cases. In this section we will consider the

possibilities and implications of perfecting the horizontal

128           lines in an image as well.
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Figure 8.5   Image (a) shows a typical          5

commercial interior photographed for a 6

property brochure, with natural 7

convergence of the horizontal lines in

the image. Image (b) shows the same 8

interior but with the horizontal 9

convergence corrected by employing a 20

cross-front shift movement on a view 1

camera. Such clean parallel lines would 2

 

(b)                                                                             demands of an architectural client               3 be more appropriate for the exacting

4

5

6

7

8

9

With the camera at an angle to the opposite wall in an 30

interior, convergence of the horizontal lines of the floor and 1

ceiling is the inevitable result. While this is much more visu- 2

ally acceptable than vertical convergence in an exterior shot 3

of a building, it can still be corrected when necessary to 4

satisfy the exacting demands of the architect. In order to 5

achieve this, the film plane must be parallel with the plane 6

of the opposite wall and a cross-front shift move-ment 7

employed to recapture the view of the interior, but with fully 8

corrected horizontal lines – see Figure 8.5. The same tech- 9

nique can be usefully exploited with exteriors to achieve              PROFESSIONAL               40

different objectives. The first is when the viewpoint is             ARCHITECTURAL

restricted for a direct, front-on elevation shot (by an obstruc- 1  PHOTOGRAPHY

tion such as a street sign or busy road) and no perfectly                  ■                   2

central viewpoint is possible. A viewpoint slightly to one side                  129                   31

CREATIVE can be adopted with the film plane parallel to the elevation

TECHNIQUES of the building, and a cross-front shift movement utilized to

 

■ re-centre the image on the viewing screen while retaining

parallel horizontals and verticals.

The second use of such cross-front shift movements for

exterior work is to deliberately add an element of asymmetry

to an otherwise perfectly symmetrical building on a perfectly

symmetrical site. Such perfect symmetry can appear sterile,

with symmetrically aligned elements actually so perfectly

aligned as to block each other out. The way around this is

 

Figure 8.6 to deliberately stand to one side of the central axis and  This image was taken by

placing the camera to one side of the employ a cross-front shift movement to re-centre the image

symmetrical axis of the building, and while retaining the parallel horizontal lines. The result is a

using a cross-front shift movement to more interesting juxtaposition of the otherwise symmetrical

deliberately add an element of elements of the site, without having any of the all-important

asymmetry to the otherwise perfectly features that lie along the line of symmetry blocked by any

symmetrical site. By adopting this other. This was the technique used in Figure 8.6, in which

method the parallel horizontal lines of

the building are retained as if it was

taken along the symmetrical axis

[image: ]

the central flagpole was symmetrically aligned with the               CREATIVE                11

centre of the drive and front entrance of the building.                      TECHNIQUES                 2

 

The third objective of cross-front shift movements  3  ■

when photographing the exterior of a building is to flatten 4

its perspective when forced to shoot from an acute angle 5

because of a restricted viewpoint. The camera can be turned 6

on the tripod to make the angle to the building less acute, 7

and a simple cross-front shift movement used to bring  8

the whole building back into view with an expanded area  9

of the front elevation now visible owing to the flattened 10

perspective, as demonstrated in Figure 3.5. 1

Cross-front shift movements should only be slight if the 2

appearance of normality is to be maintained. Extreme move- 3

ments cause the image to appear unnatural, for example by 4

being able to apparently produce an ‘impossible’ image 5

showing the flat-on front elevation and an acute view of the 6

side elevation at the same time. Combined cross shifts and 7

rising shifts should be used cautiously to prevent a greater 8

tendency toward vignetting of the image than with a single 9

directional movement. Any such vignetting would also 20

appear uncomfortably asymmetric. 1

2

Night shots 3

Night shots of buildings, at least what appear to be night 4

shots, can be some of the most interesting and stimulating  5

of all architectural photographs when executed carefully  6

and with forethought (see Figure 8.7). They probably give  7

us the clearest sense of the complete functional building – 8

both exterior and interior – with the glowing room lights 9

enlivening a structure that may, by day, appear somewhat 30

empty and lifeless. The combination of the cool, deep blue 1

of the sky and the rich orange warmth of the tungsten 2

lighting so frequently used to illuminate interiors has  3

the effect of drawing the viewer in from the cold night 4

outside. 5

Night shots actually have to be taken during a critical 6

20- or 30-minute period at dusk, or dawn, to overcome the 7

film’s inherent problem of recording a higher contrast than 8

that observed by the naked eye. At these times, it is possible 9

to retain just enough of the surface detail of the building on               PROFESSIONAL                40

film to define its structure, while the blue tone of the sky is              ARCHITECTURAL

PHOTOGRAPHY

still sufficiently bright to enable the outline of the building 1  ■

to be satisfactorily silhouetted. An added advantage from the 2

photographer’s point of view is that while the colour of a                 131                  31
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Figure 8.7   A typical night shot, actually

taken at dusk. The sky retains sufficient

brightness for the outline of the building

to be satisfactorily silhouetted and detail

of the structure to be just visible.

Uniformity of the interior lighting is

essential for such shots

 

clear sky is likely to be the purest, the dusk sky is always 

a shade of blue even on a cloudy day.

The quality and colour temperature of the natural light

at dusk and dawn is the same, though the brighter glow in

the sky as a result of the sun setting or rising will be in the

west or east, respectively. This may have a bearing on your

choice of time depending on the direction the building faces,

and the angle from which you choose to shoot it. When the

sun sets directly behind a building (from your chosen angle)

the extra brightness in the sky can detract from the night-

shot effect. Generally, it is easier to work at dusk than at

PROFESSIONAL dawn as one can readily see when the room lights start to

ARCHITECTURAL glow through the windows, relative to the daylight. It is

PHOTOGRAPHY

■ sensible to shoot a series of shots from the start of dusk

through to complete darkness, as the sky colour, the tone of

132 the building, the brightness of the room lights and any flood- lighting are all variables throughout this period, with slightly                 CREATIVE                   11

differing effects on film. At dawn (apart from being much              TECHNIQUES                2

 

colder!), by the time your eyes have registered that dawn has 3  ■

begun, you may just have missed the perfect moment for 4

such photography. In other words, for the purpose of 5

creating a series of photographs throughout this period, dusk 6

seems to be the more predictable. 7

Correct exposure for dusk shots is very difficult to 8

deduce accurately, especially since the light levels, relative to 9

each other, are constantly changing. I therefore recommend 10

using roll film to enable a wide bracketing of exposures. 1

Light meters produce readings that will render all subjects a 2

mid-grey tone on film, so they tend to suggest an overexpo- 3

sure for the façade of the building (unless evenly floodlit) and 4

an underexposure for the interior illumination. We want the 5

building to appear dark, just retaining visible detail, with the 6

light through the windows glowing brightly. An educated 7

interpretation of the readings provides the best starting point 8

for exposure, having monitored light levels since daylight. 9

The Kodak Professional Data Guide suggests various trial 20

exposures for different outdoor scenes at night. Using a film 1

rated between ISO 64 and ISO 100, it suggests an exposure 2

of 1 second at f/4 for floodlit buildings; 1⁄ 30 second at f/4 for 3

a skyline 10 minutes after sunset; and 4 seconds at f/2.8 4

for a skyline showing a distant view of buildings with lit 5

windows at night. These guidelines span an eight-stop range, 6

but can be useful references to be used in conjunction  7

with your own educated interpretation of the meter readings. 8

To ensure a perfect result, check exposure with instant- 9

print film, and shoot several rolls of film, widely bracketed, 30

throughout the half-hour period between the start of dusk 1

and night. This way it is possible to see the full range of vari- 2

able effects and gives you the option to select the perfect 3

image for any particular usage. 4

Despite the low light-level conditions, I still recommend 5

the use of a slow/medium-speed film (ISO 100) for high 6

quality results, even though this will necessitate using long 7

exposures (typically between 1 and 10 seconds). With colour 8

transparency film, I favour the use of daylight balanced film, 9

which both enhances the apparent warmth of any tungsten             PROFESSIONAL               40

interior lighting and renders fluorescent lighting relatively              ARCHITECTURAL

PHOTOGRAPHY

neutral (this can even be corrected using a suitable magenta 1  ■

compensating filter, with the effect of giving the sky colour a 2

slightly purple hue). Tungsten balanced film can be used, and                  133                   31

CREATIVE is favoured by some photographers towards the end of dusk

TECHNIQUES for a partial colour correction of any tungsten room or flood-

 

■ lighting. It also has the effect of making the sky colour even

bluer. However, tungsten balanced film should never be used

when the interior lighting is fluorescent as this produces an

unpleasant effect of blue/green room lighting.

The reason why both daylight and tungsten balanced

film can be suitable for night shots is that there is no such

thing as a universally recognized neutral colour balance to

which such shots should approximate (as there is, for

example, with white photographic light, by day). It is a ques-

tion of personal taste as to whether one prefers deeper blue

dusk light with whiter tungsten lighting; or weaker blue dusk

light with warmer tungsten lighting. For the same reason,

there is little need to worry about compensating for any

slight colour shift as a result of reciprocity failure.

Finally, always allow yourself plenty of time to prepare

for taking photographs at dusk or dawn. Times of sunset and

sunrise can be deduced from the ‘sun finder’ charts in

Appendix 1 at the end of this book, and are generally avail-

able in daily newspapers. A visual check for several days in

advance of the shoot will give you a clearer idea of likely

timings under different weather conditions. Arrange for all

the lights to be switched on in the building and make sure

that any people inside are aware of your assignment so they

do not switch off any lights just at the critical moment. It is

usually possible to override the timer on any floodlighting to

have it switched on while still daylight to give it plenty of

time to warm to its regular operating colour temperature and

brightness.

 

The use of people to emphasize scale

In order to demonstrate the scale of a building we need to

be able to compare its size with some recognizable reference

to everyday life. The simplest scale indicator is, naturally, the

image of a person in the photograph from which one can

easily determine the approximate scale of the surroundings.

When required to emphasize the scale of a building in

this way, people can either be posed, or caught on film as

PROFESSIONAL they go about their daily lives. The latter involves setting up

ARCHITECTURAL the camera, watching and waiting for a suitable juxtaposi-

PHOTOGRAPHY

■ tion of people in the setting already established. When using

a view camera for such shots, it is essential to memorize the

134 parameters of the image frame so you will know just by
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Figure 8.8   The use of people in              6

watching the scene develop, when a person or people enter-    architectural shots can both emphasize        7

ing the view will be suitably positioned. 8  scale and add extra points of visual

interest

9

Balancing colours in the image 30

The classic combination in an image of the three primary 1

colours (red, yellow and blue) produces a visually satisfying 2

balance of colours, whereby the tension created by each indi- 3

vidual colour is perfectly counterbalanced by the other  4

two. Such a combination can occasionally be achieved in an 5

architectural image if elements of the building being photo- 6

graphed are either predominantly red or yellow in colour, 7

with a rich blue sky as the background. 8

For example, in the photograph of the roof terrace in 9

Figure 8.9, the rich blue of the sky in combination with the              PROFESSIONAL                40

green of the trees cries out for a bit of contrasting colour              ARCHITECTURAL

that was to be found in the red of a passing London bus. You 1  PHOTOGRAPHY

can really appreciate the significance of the bus by hiding it                   ■                    2

with your finger and viewing the image as if it was not there.                  135                   31
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Figure 8.9   Just the contrasting red of

the passing bus was enough to balance

the colours in this otherwise blue and

green image. Also, the fact that this was

a transitory moment now frozen in

time, greatly enhances the image

 

The very fact that the bus is an animate object, captured in

that transitory moment, also enhances the image. Cars,

people’s clothing, flowers, letterboxes and so on can all be

used to either balance or complete the primary combination

for a more resolved, punchy image.

 

Reflected views

Some of the most unusual and artistic effects can be gener-

ated by photographing the reflection of a building in the glass

of a mirror-finished building, for example, in water, or even

in a car windscreen. An interesting juxtaposition of both the

reflection (in the case of water or a car windscreen) and the

building itself can sometimes yield a stunning result, as in

Figure 8.10.

While such opportunities can be rare, it is always worth

bearing this technique in mind for supplementary shots on

an assignment. Where the building being photographed as a

reflection is asymmetric in structure or has visible signage on

it, remember that both negatives and transparencies can be

‘flopped’ for printing, i.e. printed by projecting through the

film from the wrong side. This simply has the effect of

PROFESSIONAL correcting any back-to-front signage or the way round that

ARCHITECTURAL              the image appears in the reflection.

PHOTOGRAPHY

■
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Figure 8.10 6  Reflections can produce

some of the most exciting, artistic 7

effects. Here, the unusual use of a 8

panoramic camera in a portrait format 9

in combination with the reflection of 10

the building in the car’s paintwork

creates a very imaginative image 1

(photograph courtesy of Christian 2

Smith, reproduced by kind permission) 3
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CREATIVE                  Framing the image of a building

TECHNIQUES An element of the situation and layout of the site of a

 

■ building can on occasions be used to frame the image of that

building. For example, a traditional university building can

be strategically viewed and photographed through an arch,

adding an extra element to the final image. Likewise, a

building can be framed with a window, or more commonly

with trees, as in Figure 7.1(a). While much modern architec-

ture is photographed for dramatic graphic impact using

powerful line dynamics, the inclusion of trees can add a

welcoming, natural feel to a building for the purposes of

marketing. This technique is probably best suited to tradi-

tional architecture that has tended over the passing years to

harmonize more sympathetically with the natural environ-

ment.

 

Use of the fisheye lens

Fisheye lenses are basically exaggerated wide-angle lenses

with extreme angles of view, typically 180° or 220°.

Distinctive circular images are produced that are spherical in

appearance as a result of uncorrected barrel distortion: the

vertical and horizontal lines in the image become increasingly

bowed the greater their distance from the central optical axis.

There are two basic varieties: the circular and the full-

frame. The circular produces an image on film that is in the

form of a full circle; while the full-frame version makes a

rectangular image from within a larger projected image

circle, as with regular lenses. A fisheye lens is therefore very

much an ‘effects’ lens that is both instantly recognizable and

lacking in subtlety. As a result, its use is limited in regular

architectural work, though there are occasions when its wide

angle of view can usefully encompass the whole site of a large

building complex (especially when used from a high vantage

point). It can also be used deliberately for spectacular effect

on either the exterior or interior of a building, especially

when that building is symmetrical in design so that the

bowed verticals on the one side of the image are perfectly

mirrored on the other side. Figure 8.11(a) was taken using a

full-frame fisheye lens, for a property marketing brochure.

PROFESSIONAL The bowed verticals merely serve to add interest to an other-

ARCHITECTURAL              wise bland shot.

PHOTOGRAPHY

■ By comparison, the image in Figure 8.11(b) was taken

with a circular fisheye lens, from a position halfway up a

138 crane. This lens enabled the photography of an otherwise
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Figure 8.11 6  Image (a) was taken using

a full-frame fisheye lens. By comparison, 7

image (b) was taken using a circular 8

fisheye lens to photograph the full 9

extent of the construction site, from a 10

position half way up a crane
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CREATIVE impossible view, to show the full extent of the construction

TECHNIQUES site. A fisheye lens should be used sparingly owing to its

 

■ highly distinctive characteristics, and primarily for an

exciting supplementary image to the distortion-free ones

taken with regular lenses. Because of the high cost and rare

usage of a fisheye lens, it makes sense to hire one when

required, rather than purchase one.

 

Panoramic photography

Images shot with a panoramic camera also encompass an

ultra-wide angle of view, and provide an alternative to those

shot with a fisheye lens (Figure 8.12). The image proportions,

however, are quite different, usually in the proportion of

approximately 3:1, producing very long, or wide, images of

little height. These unusual proportions have limited use for

standard publication formats, though they have a novelty

value and can be effective for exhibition use.

Panoramic cameras are available in two types: the fixed

body and the rotating lens varieties. The rotating lens

panoramic camera is closest in effect to the full-frame fisheye,

owing to barrel distortion of the horizontal lines in the image

caused as a result of the curved film plane. The lens is rotated

and the film exposed through a slit sweeping across it just in

front of the emulsion. However, unlike the image produced

by a fisheye lens, the vertical lines remain vertical so long as

the camera is kept level. Such distortion can effectively be

corrected for viewing by curving the final print and viewing

it from the centre of its radius. As such, it can be used for

exhibition purposes.

The fixed body panoramic camera (the Linhof Techno-

rama being an excellent example) is more useful for archi-

tectural work as it suffers no barrel distortion. It does,

however, use virtually the full coverage of a 90 mm super-

angulon large-format lens to produce a 6 cm × 17 cm image

on roll film. This utilizes the lens to its outer limits causing

slight darkening away from the centre of the image. This can

be corrected using a centrally graduated filter. Similarly, a

final alternative is to use a panoramic roll film back on a

large-format camera.

PROFESSIONAL

 

ARCHITECTURAL              Black-and-white infrared photography

PHOTOGRAPHY

■ For purposes of mainstream architectural photography,

black-and-white infrared film is used for its unusual special

140 effect, often as a novel theme for a creative corporate bro-
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Figure 8.12   This image brilliantly displays the potential for architectural work using the

 

increasingly popular panoramic format. The landscape shot was taken using a fixed body

panoramic camera by photographer Christian Smith, as was the image in Figure 8.10 which

demonstrates the possibilities that can be achieved using the panoramic camera in a

portrait format (photograph courtesy of Christian Smith, reproduced by kind permission)
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Figure 8.13   Black-and-white infrared

film is used for its unusual ethereal

effects. Clouds glow brightly against a

dark sky, and green vegetation is

reproduced as ghostly white

 

chure (see Figure 10.8). A print made from Kodak’s High

Speed Infrared film appears as a cross between a grainy, high

contrast black-and-white photograph and an ethereal work

of art (Figure 8.13) This is because infrared film is both sensi-

tive to infrared radiation that is invisible to the naked eye,

as well as being sensitive to much of the visible spectrum.

The sun emits infrared radiation as well as light, and the

ghostly images are due to the fact that many surfaces do not

reflect infrared and light equally. For example, the chloro-

phyll in green foliage and vegetation reflects much more

infrared than light and therefore appears much brighter

(often white) in infrared images. By contrast, a clear blue 

sky reflects much less infrared, appearing darker and some-

times black in print. Accordingly, any cumulus clouds glow

brightly against this dark sky, the luminescent effect resulting

from grainy detail diffusion from strong reflections.

PROFESSIONAL                    Available only in 5 in. × 4 in. and 35 mm formats, it has

ARCHITECTURAL an extremely sensitive emulsion, making it very vulnerable to

PHOTOGRAPHY

■ fogging. Even the 35 mm version can only be removed from

its canister and loaded/unloaded inside a light-tight changing

142           bag. The 5 in. × 4 in. film is even harder to use, prone to both fogging and scratching. Despite this extreme sensitivity, and                 CREATIVE                  11

therefore ‘high speed’ rating, it actually behaves as a slow               TECHNIQUES                 2

 

film for the practical purposes of photography, with an effec- 3  ■

tive film speed of around ISO 25 owing to the strong 4

filtration required to achieve maximum infrared effect. While 5

a deep red filter can be used (typically a Kodak Wratten 25 6

Red) at a recommended film speed rating of ISO 50 under 7

daylight conditions, its effect on film is part daylight and part 8

infrared. The most extreme effects are obtained by using a 9

visually opaque filter, typically the Wratten 87 or 87C with 10

a recommended film speed rating of ISO 25 under daylight 1

conditions. The Wratten 25 Red filter tends to be used for 2

convenience of composition and focus with the filter in place. 3

However, since architectural photographers are trained to 4

carefully pre-plan shots and use tripods at all times, such a 5

convenience is of little practical use. In many respects, it is 6

simpler to compose and focus the image without the filter in 7

place, and then place the visually opaque filter over the lens 8

before exposing the film. 9

Because levels of infrared radiation do not faithfully 20

correspond to light levels (tending to be higher in the early 1

morning and late afternoon), light metering can only be used 2

as an approximate guide to exposure. Exposures should be 3

based on the ratings outlined above, and then bracketed by 4

a series of exposures up to two stops each side of the recom- 5

mended setting to take account of these variations. 6

Because of the longer wavelength of the infrared 7

compared with visible radiation, the focal length of a lens is 8

greater for infrared than it is for visible radiation. It is there- 9

fore necessary to extend the distance between the lens and 30

the film plane by a small amount when focusing for infrared 1

radiation. Working on 35 mm with a visually opaque filter, 2

the lens must be focused in the normal way and then adjusted 3

by turning the focus ring so that the focusing distance 4

already established (for daylight) is turned to align with the 5

tiny red spot on the f-number depth of field ring, on the lens 6

barrel. This has the effect of correcting the focus for the 7

wavelength of infrared radiation. When using a red filter, it 8

is best to make only half the adjustment as a compromise 9

between the wavelength of red light and that of invisible              PROFESSIONAL               40

infrared radiation, as both will be recorded on film. The             ARCHITECTURAL

PHOTOGRAPHY

increased depth of field from using a small aperture should 1  ■

overcome any potential problem from a slightly confused 2

plane of focus. When using a view camera, the focusing                143                 31

CREATIVE adjustment is of the order of 0.3–0.4 per cent of the focal

TECHNIQUES length, for example 0.3 mm for a 100 mm lens. Again, any

 

■ minor inaccuracies are best taken care of by stopping the lens

well down to increase the depth of field.

 

Aerial photography

The term ‘aerial photography’ conjures up an image of

taking photographs from a light aircraft or helicopter, and

this is certainly true of higher altitude photography. As such,

it enables unique ‘whole-site’ shots to be taken, and then

viewed in the form of a realistic axonometric projection. It

is, however, a specialist branch of photography in its own

right, and beyond the scope of this book.

In reality, the term also includes lower altitude photog-

raphy, which is that taken from ground-based structures at

any height above eye level (Figure 8.14). Examples include

shots taken from a simple stepladder or scaffolding tower

(Figure 8.15), those taken from the roof of a conveniently

situated building (to which access can be gained), and those

taken from a hydraulic platform. Such lower altitude photog-

raphy can provide an alternative perspective for architectural

work, especially when photographing tall buildings that are

ideally shot from a vantage point approximately one-third of

their height. Even working from the top of a tall step-ladder,

or off the roof of a motor vehicle, raises the vantage point

above the height of parked cars to enable you to capture a

significantly cleaner image of the building.

[image: ]

 

Figure 8.14   The range of options

available for aerial photography

 

Figure 8.15   (Facing page) Image (a)

shows the best view of this farmhouse

taken from the scaffolding tower shown

in image (b). This overcame the problem

of the tall hedge and included some of

the farm buildings in the background
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(b) 4
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CREATIVE                  Formatting the focusing screen

TECHNIQUES When assigned by a client to photograph a particular

 

■ building it is usually for a specific purpose, often publication.

The layout for the publication will either be photo-led or

design-led and this should always be discussed in advance.

When a publication is to be photo-led, it means that the

photographer is free to photograph the building exactly as

he or she chooses, in either a portrait or landscape format.

However, when a publication is to be design-led, its format

(typically A4 portrait, for example) will have been chosen by

the designer who may even work out both the size and layout

of the photographs in advance of the photography being

undertaken. In these circumstances, the photographer has to

produce suitable images that fit the precise proportions

dictated by the design.

The best way to do this is to format the focusing screen,

i.e. draw extra lines on the glass focusing screen with a fine

chinagraph crayon (easily removable afterwards) of the

precise proportions of the image to be used in the publica-

tion. This will enable you to both view and compose the

image of the building on the focusing screen within the

proportions of the layout of the publication. You will then

be confident that the image you are taking will suit the

proportions of the publication without having to leave the

decision to your powers of approximate judgement.

A practical way to format the focusing screen (assuming

the published image shape is to be rectangular) is outlined

below. First, trace the image area of the focusing screen onto

tracing paper, and cut it out so you end up with a tracing-

paper replica of the focusing screen. Second, draw up the

precise dimensions that the image will appear in the publi-

cation, on a separate piece of paper. Third, draw a straight

diagonal line from the bottom-left corner to the top-right

corner, as shown in Figure 8.16. Fourth, place the tracing-

paper replica of the focusing screen in the bottom left-hand

corner of the sheet of paper, and trace the diagonal onto it.

The point at which the diagonal comes off the edge of the

tracing paper is the point at which you must draw a line at

right angles to that edge. This will give you the scaled down

PROFESSIONAL proportions of the publication format. Fifth, cut this new

ARCHITECTURAL format out of the tracing paper, and centre it over the

 

PHOTOGRAPHY focusing screen. With a chinagraph crayon draw lines on the  ■

screen to correspond with the edges of the tracing paper. The

146 focusing screen is now formatted for the specific proportions
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Figure 8.16   Formatting a 5 in. x 4 in.          4

focusing screen for A4 proportions. Step 5

1: draw a diagonal line from the bottom-

left to the top-right corner of an A4 6

sheet of paper. Overlay a tracing-paper 7

replica of the focusing screen in the 8

bottom-left corner and trace the 9

of the image in the publication for which the photograph is    diagonal onto it. Draw a line down to         30

to be taken.                                                    the base of the tracing paper from the        1

point where the diagonal crosses its

edge, and cut along this line. Step 2: 2

Digital perspective controls 3  centre the tracing paper over the

Within the popular Adobe Photoshop software are various    focusing screen and mark the outline of       4

tools for image transformation. The distort option has a    the new format with a chinagraph           5

potentially useful application for correcting the perspective    crayon                                 6

in architectural shots. 7

Once the original photograph has been scanned into the 8

computer, the distort tool in the ‘layer’ > ‘transform’ menu 9

can literally change an image with converging verticals into              PROFESSIONAL                40

one with corrected parallel verticals. It does this by            ARCHITECTURAL

PHOTOGRAPHY

redrawing the image to fit an altered frame shape (wider at 1  ■

the top and narrower at the bottom). The distort tool also 2

allows you to stretch the image at the same time to elongate                  147                   31

CREATIVE what would otherwise appear to be a foreshortened building.

TECHNIQUES It is then cropped back to a rectangular shape ready for

 

■          output.
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Much of the theory outlined so far assumes the subject 4

matter of architectural photography to be well-proportioned 5

buildings standing in their own grounds on a sunny day,  6

with their main elevations varying in orientation within  7

a southerly aspect. Such an assumption is necessary for 8

outlining the underlying principles as a basis for this type of 9

work. However, while many buildings do fall into this cate- 20

gory, others inevitably do not in the day-to-day reality of 1

practical assignments. Buildings with north-facing main 2

elevations exist, as do extremely tall buildings and long, low 3

buildings. Space can be severely restricted in narrow city 4

streets, for example, and unsightly obstructions, including 5

parked vehicles, can spoil the view. A combination of any of 6

these conditions can make life challenging for the photog- 7

rapher, especially if pressure of time demands the work to be 8

undertaken in unfavourable weather conditions. The 9

purpose of this chapter is to offer practical solutions to all 30

of these problems, accepting that the photography of some 1

awkward buildings must be the best possible compromise 2

under the prevailing conditions. 3

4

Poor weather conditions 5

When speed of results is the client’s only priority the photog- 6

rapher is sometimes left with no choice but to try to achieve 7

satisfactory results in less than ideal weather conditions. 8

Assuming the sky is grey and overcast, you can use a pale 9

amber 81-series filter (typically 81B) to warm up the cool              PROFESSIONAL               40

colours of a dull day on colour film, combined of course with              ARCHITECTURAL

a longer exposure than on a sunny day. A graduated blue 1  PHOTOGRAPHY

filter will add a hint of blue to the overcast sky, while reduc-                    ■                     2

ing the contrast between the cloud cover and the building.                 149                  31

SOLUTIONS A relatively strong graduated filter is recommended when

TO PROBLEM used in conjunction with an 81-series filter not just for

EXTERIORS

■ contrast reduction but also to retain some of the blueness

from the graduated filter on film. Because the colours amber

and blue neutralize each other in effect, a stronger blue is

necessary to prevent the graduation effect appearing similar

to that of a graduated neutral density filter.

An alternative in situations of adverse weather condi-

tions is to shoot the building at dusk, with lights glowing from

all the windows – see section ‘Night shots’ in Chapter 8. The

beauty of this alternative is that as the sky darkens, its appear-

ance on film is deep blue even under overcast conditions.

I would not recommend any work to be undertaken in

the rain. Other than in exceptional circumstances, there will

usually be sufficient breaks between showers when the sky

actually brightens in which to take any photographs.

 

North-facing buildings

North-facing buildings are probably the toughest challenge

for architectural photographers. It is possible for either the

rising or setting sun to illuminate the front of a north-facing

building (in an open area) in the mid-summer months, with

ever-increasing likelihood the greater the angle of the face of

the building toward northeast or northwest. This is because

in mid-summer, the sun actually rises in the northeast and

sets in the northwest at moderate latitudes, as discussed in




Chapter 4. If a building faces northeast or northwest, it

should catch some of the sun in the morning or late after-

noon for most of the year, as demonstrated in Figure 9.1.

However, with buildings that are genuinely north-

facing, with little angling to the east or west, the practical

reality is likely to be that no sun strikes the building at the

time of year that you have been asked to photograph it.

Assuming this to be the case, the rest of this section outlines

various ways to achieve satisfactory results from such

unfavourable circumstances.

If the building to be photographed is situated in a street,

it can sometimes be quite brightly illuminated by reflected

sunlight off the building opposite. When this is the case,

PROFESSIONAL make sure the camera is angled to the building in such a way

ARCHITECTURAL as to avoid photographing toward the sun. From such an

PHOTOGRAPHY

■ angle it should also be possible to retain a sufficiently blue

sky above the building, though this can be supplemented if

150           necessary with a graduated blue filter.
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Figure 9.1 5  In the northern

hemisphere, north-facing buildings will 6

be illuminated by the sun in the summer 7

months, with increasing likelihood 8

throughout the rest of the year the 9

greater the angle of the face of the 20

building toward northeast or northwest 1

2

3

Where the building to be photographed cannot benefit 4

from either direct or reflected sunshine it is often best to 5

shoot it under bright overcast conditions. This avoids having 6

the front elevation of the building lost in deep shadow on a 7

sunny day, and also avoids the possibility of having to photo- 8

graph directly into the sun. Under such bright overcast 9

conditions, the front elevation should be evenly lit, though 30

flat in contrast. Use a graduated blue filter, or selective 1

filtering, to redress the colour of the sky. Again, an 81-series 2

filter can be used to warm the colours of the building, though 3

bear in mind that this will diminish the blue colour of the 4

graduated filter. In these circumstances it may be necessary 5

to use a relatively strong graduated filter to compensate for 6

this. Alternatively, if choosing to work in sunny conditions 7

under a blue sky, use an 81-series filter to counteract the 8

blueness of the shadow, and a strong graduated grey filter to 9

reduce the brightness of the sky to a recordable level, as              PROFESSIONAL               40

demonstrated in Figure 5.4.                                             ARCHITECTURAL

PHOTOGRAPHY

As with poor weather conditions, a successful alterna- 1  ■

tive could be to photograph the building at dusk as a night 2

shot (see section ‘Night shots’ in Chapter 8).                                  151                   31

SOLUTIONS                Tall buildings

TO PROBLEM A tall building photographed from ground level, using an

 

EXTERIORS extreme rising shift to retain perfect verticals in the subject,  ■

can appear top-heavy with verticals apparently diverging (as

shown in Figure 3.6). The reason for this is that the outer-

most part of the field of view actually becomes elongated

owing to geometrical distortion in the image when subjected

to extreme shift movements. Therefore, tall buildings are

most effectively shot from a vantage point approximately

one-third the height of the building being photographed

(Figure 9.2). Too high a vantage point will diminish the

stature of the building, so to photograph it from one-third

 

Figure 9.2   A tall building is most
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effectively photographed from a position

approximately one-third of its height, to

avoid the problem of geometrical

distortion in the image as a result of an

extreme rising shift movement. This

building was shot from the first floor of

a hotel opposite. Access for such shots

can present a serious problem
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of its height produces an image with reasonable perspective               SOLUTIONS                 11

that also retains its stature. Where it is impossible to find a               TO PROBLEM                 2

EXTERIORS

suitable vantage point above ground level, the most effective 3  ■

solution is to tilt the camera slightly and use less of the shift 4

movement, even though this contradicts the basic theory of 5

architectural photography to retain parallel verticals at all 6

costs. 7

The best way to do this is to start by tilting the whole 8

camera to include the full height of the building, as with a 9

fixed plane camera. Then correct the converging lines by 10

tilting the lens and image standards to a vertical position. 1

This has the added advantages of both overcoming shift 2

restrictions when using long bellows extensions and keeps 3

both standards close to the rails for optimum stability. A rule 4

of thumb when photographing tall buildings is that when the 5

standards need to be tilted more than 20° to restore their 6

verticality, some under-correction is likely to improve the 7

image. A suggested guide is that the rear image standard 8

should be tilted off vertical again by half the tilt over 20°. 9

For example, if the standards need to be tilted 30° to restore 20

perfect verticality, the rear standard should be tilted back to 1

25°, 5° off vertical (30° ⫺ 20° = 10°; 10/2 = 5°). 2

Tilting the camera slightly, or choosing a vantage point 3

above ground level, not only enhances the perspective of the 4

building in the image but also overcomes the use of an exces- 5

sive rising shift movement to include its full height in the 6

picture. Apart from the potential problem of geometrical 7

distortion when using extreme shift movements, the more 8

serious problem of excessive shift is that of vignetting: the 9

situation when the shifted image reaches the outer limits of 30

the circle of illumination causing the corners of the image to 1

blur into a dark vignette. There are, however, other solutions 2

to this problem. If space permits, you could move further 3

away from the building to decrease the size of the building 4

in the image. If that is impractical you could select a wider 5

lens that will have the effect of reducing the building size 6

without changing the perspective as long as the camera posi- 7

tion remains the same. 8

It is also possible to overcome the problem of vignetting 9

by using a little backwards tilt on the front of the camera to               PROFESSIONAL                40

move the centre of the image circle down towards the centre             ARCHITECTURAL

PHOTOGRAPHY

of the film area. However, this will cause the top and bottom 1  ■

of the image to go out of focus because of a shift in the plane 2

of focus. To counteract this, you can stop down the lens                153                 31

SOLUTIONS further to increase the depth of field in the image. A final

TO PROBLEM alternative solution if prints are to be the end product of the

EXTERIORS

■          shoot, is to shade the vignetted corners when printing.

A further problem with tall buildings in confined city

streets is the difference in brightness between the top and

bottom of the building. This is not a problem if direct

sunshine fully illuminates the whole building, but presents a

serious problem when the top portion of the building is in

bright sunshine, and the bottom of the building is in deep

shadow. The problem is likely to be most apparent in the

winter months when the sun is lower in the sky. A graduated

neutral density filter can reduce the effect to an extent (see

Figure 5.2), though never completely. A graduated neutral

density filter is most useful in hazy or overcast conditions

when the top of a city building can still be over a stop

brighter than at the bottom. Because the transition from

brighter to darker is gradual (rather than abrupt in direct

sunlight), a graduated neutral density filter can be subtly

employed to redress this balance.

Finally, if a suitable vantage point is difficult to locate

within a confined city area, look around for suitable tall

blocks that can be viewed from one-third of the way up the

building itself. It should be clear as to which of these blocks

are likely to offer a vantage point with an unobstructed view

of the building within its cityscape.

 

Long, low buildings

The buildings that comprise modern industrial and retail

parks are frequently long and low in structure, intrinsically

uninspiring and difficult to photograph with much creative

impulse. There are basically three alternative approaches one

can adopt: to photograph them within their landscape; to

photograph them at an oblique angle from close up with a

wide-angle lens to inject some exciting line dynamics into the

structure; or if you are lucky enough to find a high vantage

point overlooking a corner of the site, you can take some

interesting low-level aerial shots.

By photographing a long, low building from a distance

it is sometimes possible to create an image that utilizes the

PROFESSIONAL surrounding landscape to generate either interest or dynamic

ARCHITECTURAL structure. For example, the front elevation of the building

PHOTOGRAPHY

■ could be photographed with a wide-angle lens from a head-

on position, with the full width of the building on the

154 horizon just above the central horizontal line on the viewing
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Figure 9.3   Long, low buildings can be         4

difficult to photograph effectively. 5

Shooting them at an oblique angle from 6

close up with a wide-angle lens to inject

some exciting line dynamics into the 7

structure is one suitable approach 8

9

screen. A clean blue sky would fill the top third of the image, 20

and the dynamic structure of the image could be created by 1

receding lines in the expanded foreground. These could 2

simply be the white lines marking parking spaces, the lines 3

of a path, a row of trees, or even cars themselves. Alterna- 4

tively, the building could be placed a little below the central 5

horizontal line on the viewing screen, with the drama in the 6

image coming from an exaggerated blue sky. 7

To photograph the building at an oblique angle with a 8

wide-angle lens, one is successfully injecting some exciting 9

line dynamics that do not inherently exist within the struc- 30

ture of the building itself, as in Figure 9.3. 1

Some sort of low-level aerial location with a vantage 2

point overlooking the corner of the site can often produce 3

the most favourable results with this type of building. The 4

line dynamics within the image structure are created by 5

looking down on the building from an angle. The area of the 6

image taken up by the building itself is expanded by 7

including some of its roof, which also shows off the three- 8

dimensional nature of the structure. It also gives the viewer 9

a better understanding of the scale of the site as a whole.                 PROFESSIONAL                40

ARCHITECTURAL

PHOTOGRAPHY

Restricted space in narrow streets 1  ■

Architectural photographers working in cities or towns are 2

often physically restricted from selecting the ideal viewpoint                  155                   31

SOLUTIONS by the surrounding buildings. A large building in a relatively

TO PROBLEM narrow street demands the use of a very wide-angle lens from

EXTERIORS

■ an oblique vantage point. The focal length of the lens tends

to be dictated by the size of the building within the restricted

space. The shorter the focal length, the less oblique the

camera-to-building angle need be, but the greater the pers-

pective exaggeration.

Using a view camera, a way to reduce the effects of both

the obliqueness of the camera angle and the corresponding

perspective exaggeration is to angle the camera less obliquely

to the building, with the image of the building now

appearing half-on and half-off the viewing screen. You then

need to employ a cross shift movement of either the front or

rear standard to return the full width of the image of the

building to the focusing screen. The resultant image has a

somewhat flattened perspective, thereby expanding the area

of the front elevation that is visible through the lens – see

Figure 3.5.

 

Parked vehicles and other obstructions

Where there are parked cars that are not easily moved

outside the building to be photographed, the simplest solu-

tion is to shoot over the top of them either by extending the

height of the tripod and standing on a stepladder or by

finding a higher vantage point, possibly a window, fire escape

or even the roof of a suitably situated building opposite.

Alternatively, in situations where the building is set

back from the street by a wide pavement, it is sometimes

possible to photograph the front elevation with a wide-angle

lens from an oblique angle that actually keeps any parked

vehicles out of view altogether.

It is also occasionally possible to use parked cars for

creative effect by deliberately including in the foreground of

the image a reflection of the building in the windscreen or

shiny paintwork of one of the cars itself, as so beautifully

demonstrated in Figure 8.10.

When there is no suitable alternative other than to

include some cars in the photograph, do try to ensure that

any in the foreground are clean and new. Also avoid showing

PROFESSIONAL registration plates as they are both an unnecessary visual

ARCHITECTURAL              distraction and quickly date the images.

PHOTOGRAPHY

■ Finally, when photographing the exterior of a building

across a busy street, there will almost always be momentary

156 clear breaks in the traffic in which to take your shots.  Patiently wait for these moments, or select a higher vantage                SOLUTIONS                 11

point from which to shoot above the traffic.                              TO PROBLEM                2

EXTERIORS

■ 3

Construction sites 4

Architectural photographers can be called upon to photo- 5

graph the developmental progress of a building from con- 6

struction through to completion. While the general approach 7

to photographing construction sites remains the same as for 8

completed buildings, several extra factors are involved. 9

General progress shots of the whole site, updated at 10

regular intervals, should where possible be taken from exactly 1

the same spot with the same lens, and with the subject matter 2

precisely within the same parameters on the focusing screen 3

on each occasion. Selecting the perfect vantage point requires 4

careful forethought and preplanning in consultation with the 5

architect as to the scale and precise positioning of the build- 6

ing to be constructed. The roof of one of the site huts  7

can sometimes provide such a perfect viewpoint, as they  8

are usually well positioned for an overview of the site, and 9

provide an undisturbed semi-aerial platform that will remain 20

in place until completion of the project. It is also possible to 1

mark the precise positions of the tripod feet with paint for 2

future use. Remember to note the height of the tripod (e.g. 3

tripod legs fully extended, but with no extension of the 4

central column), the lens used, the extent of any shift move- 5

ments employed, and the parameters of the site on the 6

viewing screen. 7

Close-up shots are likely to be more abstract in nature, 8

owing to the abstract shapes of both the materials and the 9

skeletal structure of a building under construction. This helps 30

to create aesthetically attractive images from an otherwise 1

messy, muddy and material-strewn site. All construction site 2

shots are more interesting for the viewer if the subject matter 3

is animated, i.e. with some foreground construction action to 4

dramatize an image of a busy site with development actually 5

in progress (Figure 9.4). 6

A final word of caution: building sites are muddy, dusty 7

places, so remember to wear appropriate clothing, especially 8

on your feet, and to keep your equipment protected from the 9

dust as much as possible when not in use. This means            PROFESSIONAL              40

keeping the camera in a closed carrying case when not            ARCHITECTURAL

PHOTOGRAPHY

mounted on the tripod, and covering it over with your black 1  ■

viewing cloth (assuming a view camera) when mounted 2

between shots.                                                            157                  31
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Figure 9.4   General progress shots of a

construction site should be taken from

the same spot with the same lens, and

preferably show some foreground

construction action

 

Shopping centres and retail sites

The purpose of architectural photography is to convey an

advantageous impression of both the structure and the func-

tion of a building through a combination of creative view-

point and technical excellence (perfect verticals, sharp focus

throughout the depth of the image, etc.). This is also true

when photographing shopping centres, or aspects of them,

for architect clients. However, much of the commissioned

photography of shopping centres and retail sites is for pur-

poses of marketing those sites to potential retailers. Because

of this, the fundamental requirement of technical excellence

(to reproduce best the structure of the architecture on film)

can become secondary to the function of the building: the

creation of an atmosphere of thriving and successful trading

within the attractive setting of the centre. This, basically,

means filling the frame with plenty of attractive people laden

with shopping, along with as much signage of major national

retail chains as possible. The focus of attention then becomes

the activity itself, within the setting of the centre. This is

likely to restrict such work to Saturdays, from mid-morning

to late afternoon.

PROFESSIONAL In such circumstances, it is sensible to abandon the view

ARCHITECTURAL camera in favour of a roll film SLR to enable you to view the

PHOTOGRAPHY

■ busy action directly through the viewfinder till the precise

moment of exposure in order to maximize the number of

158 suitable shoppers, aesthetically juxtaposed, within the frame.
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Figure 9.5   To photograph a shopping         4

centre for a marketing brochure it is 5

important to make it look as busy as 6

possible, and to include plenty of

appropriate signage 7

8

9

‘Suitable shoppers’ are those that look like they would be 20

regularly spending plenty of money: well-dressed young, and 1

middle-aged couples, suited men and women, and parents 2

with children. The use of an SLR also allows one greater 3

spontaneity in capturing action as it unfolds. Always spend 4

a while wandering round the centre first without the camera, 5

looking for active thoroughfares and working out approxi- 6

mate settings that would both include plenty of people and 7

appropriate signage (Figure 9.5). 8

Most of the activity around shopping centres is within 9

the centre itself, so while inevitably some shots will be 30

required of the front exterior, the bulk of the work will be 1

inside. Often the centres are lit with a combination of day- 2

light through skylights and some form of artificial lighting, 3

which can be quite adequate for general-view internal shots. 4

For more detailed shots, fill-in flash from a portable flashgun 5

is essential. Always use a tripod, and I would advise the use 6

of a regular slow/medium-speed daylight balanced trans- 7

parency film rated at ISO 100 for colour work and a 8

similarly rated film for black-and-white work. This may seem 9

a strange choice in a situation of relatively low-level lighting               PROFESSIONAL                 40

when a faster film would appear the more natural option, but             ARCHITECTURAL

PHOTOGRAPHY

it does actually have the perfect attributes for this type of 1  ■

work, as I shall explain. 2

First, a slower film, with its smaller grain size, will                 159                  31

SOLUTIONS always yield a higher quality image than is possible with a

TO PROBLEM faster film. Second, and more specifically for this type of

EXTERIORS

■ usage, the combination of fill-in flash with a longer exposure

creates a semi-sharp blur of activity within a static setting.

This is the best way of showing genuine activity within the

specified structure. The flash freezes a semi-sharp outline of

the people, and the exposure of between 1 ⁄15 and 1 second for

the ambient light blurs their subsequent movement. The use

of flash also helps to counteract any undesirable colour casts

from artificial light sources that would otherwise need to be

filtered out. Test shots on instant-print film will give a good

indication of the likely effect to be achieved at different

shutter speeds, though no action of this nature is ever exactly

the same twice.

Another way of creating the impression of a busy,

densely packed shopping centre is to use a long-focus lens,

typically a 180 mm lens on medium format. Long-focus

lenses have the effect of flattening perspective, thereby

compressing people in the foreground, middle-ground and

background into an apparently unified group. By using a

relatively modest long-focus lens, a realistic depth of field can

be maintained in order to show some of the structure and

valuable shop signage in the background, without rendering

it all to an out-of-focus blur. The flattened perspective that

is created actually increases the scale and dominance of any

background signage.

The use of a long-focus lens can also be used to good

effect at an outdoor retail site to flatten the perspective in an

image of the unit with a foreground car park. A less-than-

full car park can be strategically photographed with a

long-focus lens with the effect of compressing the cars that

are there into a unified group. Other suggestions for the

creative photography of retail park units are outlined in the

section ‘Long, low buildings’ earlier in this chapter.
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1

2

3

All published images have been digitized at some stage in 4

their production, either by photographers shooting digitally, 5

by graphic designers working on the images or, more tradi- 6

tionally, by the printers themselves. The apparently unified 7

collection of images that fill the pages of a single magazine 8

or book can come from a variety of sources: digital, trans- 9

parency, colour negative or print, as with this publication. 20

All are then resampled to suit the resolution and colour space 1

of the publication’s printing press. 2

The published image is made up of a series of large and 3

small dots. The quality of the printed page is a result of the 4

combination of the screen frequency, which is expressed as 5

the number of lines per inch (lpi) and the output resolution, 6

measured in pixels per inch (ppi). Table 10.1 shows the 7

different combinations necessary for different types and sizes 8

of publication, and the approximate file sizes required. 9

This final chapter aims to demonstrate the practical 30

application of architectural photography for purposes of 1

publication. There is a mixture of applications, from purely 2

architectural (for promoting the work of the architect), 3

through commercial property brochures, to residential prop- 4

erty brochures. The emphasis is on property brochures as 5

these are neat vehicles for displaying full coverage of most 6

aspects of a building, both exterior and interior. They also 7

tend to be designed and printed to a high standard as quality 8

promotional material for the purpose of marketing a com- 9

mercial building. As such they provide useful portfolio             PROFESSIONAL               40

material for the photographer.                                           ARCHITECTURAL

In this chapter I have attempted to analyse a selection  1  PHOTOGRAPHY

of publications for which I have been responsible for the                  ■                   2

photography. Successful brochure design is the result of a                 161                  31

FROM IMAGE               Table 10.1   The different combinations of screen frequency and output

CAPTURE TO                resolution required for different types and sizes of publication

PUBLICATION

■ Output use                Resolution    Pixel size        MB (RGB)

35 mm transparency        2400 ppi      3400 × 2270     22

6 cm × 6 cm transparency    1200 ppi      2650 × 2650     20

5 ″ × 4″ transparency         1000 ppi       5000 × 4000     57

10″ × 8″ transparency        1000 ppi      10000 × 8000    230

A5 postcard print            267 ppi       1560 × 1100      5

10″ × 8″ print                 267 ppi       2670 × 2140     16

A4 Pictrograph print          267 ppi       3120 × 2210     20

A3 Pictrograph print          267 ppi       4420 × 3120     40

 

Source: Adobe Photoshop for Photographers 6.0, Martin Evening, Focal

Press, 2001. Reproduced by kind permission of Martin Evening.

 

creative synthesis of the work of both designer and photog-

rapher, working together on a given project. The photogra-

pher must have as clear an idea as possible of the designer’s

intentions, and the designer must retain sufficient flexibility

in order to make the best use of the photographs supplied.

 

Analysis

Looking generally at the following selection of brochures I

noticed that where I have exercised my creative licence to

produce abstract or dynamic shots from unusual angles,

designers have chosen to use these images alongside the more

conservative ones. This is noteworthy, as often these shots

have not been part of the brief for the job but have stood out

as having greater impact than images taken from more tradi-

tional angles, while still conveying the important essences of

the buildings concerned.

 

Regent Gate

The Regent Gate brochure (Figure 10.1) was an expensive

production to market a brand-new building in Mayfair. It

involved varied work, offering up plenty of creative oppor-

tunities, but under difficult circumstances. The brochure

measures 34 cm × 24 cm (somewhere between A4 and A3),

PROFESSIONAL so bigger and therefore more prominent and prestigious than

ARCHITECTURAL the average. It was shot, with the invaluable help of an assis-

PHOTOGRAPHY

■ tant, over a three-day period. The designers and I were up

against a tight deadline in order for the brochure to be

162 produced in time for the launch party, as were the builders

[image: ]

FROM IMAGE  11

CAPTURE TO 2

PUBLICATION

■ 3

4

5

6

7

8

9

10

1

2

3

4

5

6

7

8

9

20

1

2

Figure 10.1(a)

Regent Gate – front cover 3

4

who were still on site for much of the time in order to meet 5

their completion date target. 6

Apart from the builders to work around and the fact 7

the lifts were not working, the building also had a very active 8

bus stop situated directly outside its main front entrance 9

(digitally removed for purposes of the brochure!). As soon as 30

one bus pulled out, another pulled in to take its place with 1

almost constant regularity. And this was all on top of the fact 2

we were reliant on good weather for the duration of the 3

shoot! An impressive result, I think, under the circumstances. 4

I was lucky enough to gain unlimited access to an empty 5

office building opposite the site for what has to be the best 6

vantage point for photographing the whole building. Not 7

only does it show the main front entrance in the foreground 8

(with the vertical line of the bowed front and the horizontal 9

line of granite cladding meeting at a junction of the thirds in               PROFESSIONAL                40

the composition), but it also shows the unusual top floor             ARCHITECTURAL

meeting room, which is otherwise invisible from street level. 1  PHOTOGRAPHY

Because this image is so strong, it has been used to maximum                   ■                    2

advantage by filling the first two pages of the brochure to                 163                  31

FROM IMAGE  show the building in its best light, both day and night. Being

CAPTURE TO a northwest-facing building it had to be shot in summer to

PUBLICATION

■          have any sunlight on the front elevation at all.

For the cover of the brochure, the designer carefully

selected four curved features from the shots I had taken to

create a modest but impressive statement about the building.

It cleverly conveys the quality and essence of the most inter-

esting aspects of the building within a large white border,

itself imbuing the abstract images with extra richness and

significance.

The ‘Location’ spread was shot from the roof of the

tallest building in the vicinity that overlooked it, identified
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Figure 10.1(b)

Regent Gate – opening spread

 

Figure 10.1(c)
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Regent Gate – development spread
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Regent Gate – location spread 5

6
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Figure 10.1(e) 1

Regent Gate – features spread

2

by looking out from the top floor of the building itself. As 3

with the empty building opposite, access had to be pre- 4

arranged, albeit on a flexible arrangement pending good 5

weather. The view, shot with a 180 mm telephoto lens on 6

6 cm × 7 cm medium format, which includes both the Houses 7

of Parliament and Regent Street, sets the building perfectly 8

within its context. 9

The ‘Features’ spread is a collage of different aspects,               PROFESSIONAL                40

details and features of the building both inside and out, and              ARCHITECTURAL

PHOTOGRAPHY

also the context of its location. Together they convey an 1  ■

overall sense of the style and quality of Regent Gate and its 2

surroundings.                                                             165                  31
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Figure 10.1(f)

Regent Gate – floor areas spread

 

The timing of the roof terrace shot on the ‘Floor areas’

spread was critical in order to convey the warmth of sun-

shine on the roof terrace while keeping the windows in

shadow to maximize the reflection. A graduated blue filter

was used to improve the colour saturation of the sky, and the

tripod carefully positioned over the railing to include as

much of the meeting room as possible and also the view of

Regent Street below. The red bus was deliberately included

to contrast with the blue sky.

 

St Mary’s Court

The designers chose a suitably dramatic shot for the main

illustration inside the St Mary’s Court brochure (Figure

10.2). This was the view from a balcony overlooking the

reception area, with the camera tilted for maximum line

dynamics. This viewpoint emphasizes the unusual lighting

that is a feature of the interior, which had become somewhat

lost and lacking in impact in the more reserved shot inset that

was taken from ground level. Further detail shots can be seen

in the smaller pictures inside conveying the atmosphere,

quality and design while leaving the site and floor plans to

convey the necessary practical information.

The cover shows the potent use of a night shot (taken

PROFESSIONAL at dusk), with the gold border deliberately designed both to

ARCHITECTURAL resonate with the orange tungsten glow from the reception

PHOTOGRAPHY

■ lighting, and to contrast with the purple hue of the evening

sky. A slight mist (unplanned!) served to enhance the glowing

166           effect of the ball lights on the entrance pillars.
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St Mary’s Court – opening triple spread 7
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St Mary’s Court – front cover 20
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Figure 10.2(c)

St Mary’s Court

 

This folded triple-A4 format provided plenty of scope

for photography, the work shown here taking about one-

and-a-half days to complete. As the brochure is opened you

see the dramatic reception shot on the left, with the more

traditional shots of both an office floor and the full exterior,

on the right. There are also two further detail shots showing

the quality of the bathrooms and the design of the doors.

This page then opens again to reveal the triple spread previ-

ously discussed. The back page of the brochure (not shown)

was filled with location plans and agents’ details.

 

PROFESSIONAL               Nissan European Technology Centre

ARCHITECTURAL Aspects of the Nissan European Technology Centre (NETC)

PHOTOGRAPHY

■ have been featured throughout this book as a loose theme on

which to illustrate various points. Figure 10.3 shows a small

168 selection of images and their layouts made by the architects
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FROM IMAGE  of The Alan J. Smith Partnership for the purpose of their pro-

CAPTURE TO motional brochures. In combination, this set of photographs

PUBLICATION

■ spans the wide variety of demands made on the architectural

photographer, from the dominant angle shot of the front

elevation of the building, spreading across one-and-one-third

of the large (30 cm × 30 cm) square pages, through abstract

and semi-abstract exterior detail shots, to a detail shot of 

the reception desk inside. The variety of vantage points from

distant to close-up; the variations in size and in format

between landscape and portrait; and the combination of

exterior and interior shots make these a representative selec-

tion from a comprehensive collection of images.

 

Portland Place, St Mary Axe and 

St Martins Lane

These three A4 brochures demonstrate a range of design treat-

ments for marketing London office buildings. The Portland
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Figure 10.4(a)

Portland Place – front cover
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Portland Place – location spread 5
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Portland Place – interior spread 1

2

Place brochure (Figure 10.4) is more formal and classical in 3

its approach, providing an excellent platform for the clean- 4

cut, symmetrical treatment in its two full-page images – one 5

exterior and one interior. Notice also how the photograph of 6

the original period skylight has been used as a unifying motif 7

on each page. 8

The St Mary Axe brochure (Figure 10.5) uses a sharp, 9

crisp image of the corner of the building, shot under perfect               PROFESSIONAL                40

conditions, for its front cover. This is then superimposed on              ARCHITECTURAL

PHOTOGRAPHY

top of a ghostly monochrome outline of the building in 1  ■

contrasting yellow. The orange logo cleverly adds that hint 2

of red to balance the dominant blue and yellow primaries,                 171                  31
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Figure 10.4(d)

Portland Place – back cover

 

and to draw the eye to it. Notice also the one businessman

walking down the street, which subtly demonstrates both the

scale and purpose of the building.

The back cover shows only one interior: the boardroom

at the top of the building. The wonderful cityscape through

the windows was critical for this shot, so flash was used to

PROFESSIONAL more-or-less balance the interior light with that outside. The

ARCHITECTURAL chairs, pads and pencils were all arranged with due attention

PHOTOGRAPHY

■          to uniformity of detail.

The dusk shot on the cover of the St Martins Lane

172 brochure (Figure 10.6) brings the building to life with its 
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Figure 10.5 4

(a) St Mary Axe – front brochure 5

(b) St Mary Axe – back brochure
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Figure 10.6(b)

St Martins Lane – back cover

 

Figure 10.6(c)

St Martins Lane – accommodation

spread

 

Figure 10.6(d)

St Martins Lane – location spread

 

Figure 10.6(e)

St Martins Lane – floor plans spread

 

(b)
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FROM IMAGE  illuminated windows and trails of car headlights. The high-

CAPTURE TO tech latticed framework of the seven-storey atrium provided

PUBLICATION

■ a golden opportunity for dramatic abstraction, as shown on

the inside spread. Other shots included the reception and

boardroom, along with appropriate location shots and a

daytime exterior shot from the opposite direction to that on

the front cover.

 

The Chambers, Chelsea Harbour

This A4 brochure (Figure 10.7) is a fine example of how a

dramatic abstract shot, incorporating some of the modern

street furniture, can create a much more potent image of style

and character than a more conventional shot of the building

alone. A whole-building shot is found inside the brochure,

along with a couple of smaller shots top left, showing its

context within the Chelsea Harbour complex.

Two interior shots were included, one showing some of

the occupied office space and a second showing some empty

space, making use of the sunshine pattern to improve the

composition and add interest to the image.

The shot at the top of the spread shows the inter-

connecting walkway, an important new feature to be high-

lighted. A dramatic angle combined with the use of a star-

burst filter effectively produced the desired result.

 

Property agent corporate brochure

The brochure illustrated in Figure 10.8 demanded a fairly

radical departure from the usual requisites of architectural

photography. Being a corporate brochure, there was much

freer licence to be artistic with the interpretation of the build-

ings than there is with marketing brochures where clarity of

detail is essential in order for the viewer to be able to under-

stand the potential of the building. As a result, a theme was

adopted whereby the four main images, to fill the right-hand

page of every spread, would be abstractions shot at an 

angle on black-and-white infrared film with different colour

washes over each image (the washes were added at the

brochure printing stage). One of the spreads is shown here,

PROFESSIONAL               each page being a large square format (30 cm × 30 cm). To

ARCHITECTURAL supplement the infrared images, small, regular colour shots

PHOTOGRAPHY

■          were interspersed with the text on the left-hand pages.
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Figure 10.8   Property agent corporate

brochure                                 The Dower House

The two brochures featured here (Figure 10.9) are typical of

Figure 10.9   Facing page                    the luxury brochures produced by property agents for houses

(a) The Dower House – brochure shot at the top end of the market. The cover usually features the

in summer main front exterior of the property, within its location, under

(b) The Dower House – brochure shot

in winter nothing but the finest conditions. Cars must always be

moved from view as they spoil the timeless tranquillity of

these houses and make too much of a personal statement

about the current owners. What is particularly interesting

about these two brochures is that they are both of the same

house, taken a few years apart, and at opposite times of year.

The angle and elevation of the sun has dictated a quite

different approach to this north-facing building in each case,

and yet both have a particular seasonal charm of their own.

The summer brochure, with its abundance of green foliage,

came first. I was able to shoot the front elevation at around

7.30 a.m. to catch the sun actually shining on it, something

that is only possible for about two months of the year. It

made a wonderful image, showing the building sitting

comfortably in its leafy environment.

When it came to re-shooting the building, but in mid-

PROFESSIONAL winter, I was very concerned as I felt it would be impossible

ARCHITECTURAL to do justice to it by comparison with the summer brochure

PHOTOGRAPHY

■ of a few years before. I knew the sun would never shine on

the front elevation at this time of year, so my viewpoint was

178 dictated by the low, southeasterly direction of the morning
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FROM IMAGE  sunshine. A combination of graduated grey neutral density

CAPTURE TO filter to tone down the sky, and a 81B warming filter to

PUBLICATION

■ redress the colour of the front elevation in shade, worked

well with the subtle winter colours of heather and lightly

frosted lawns.
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‘SUN FINDER’ CHARTS 4  5  6

7

8

9

10

1

2

3

Introduction 4

These ingenious ‘sun finder’ charts on pp. 184–86 were origi- 5

nally published in The Professional Guide to Photo Data 6

by Richard Platt (Mitchell Beazley, 1991). Incredibly, they 7

enable you to find both the direction and elevation of the sun 8

at any location between the Arctic and Antarctic circles, at 9

any hour on any day of the year. Accordingly, they also show 20

the times and directions of sunrise and sunset. Although the 1

charts may look daunting, they are actually not difficult to 2

use, especially if you require only approximate guidance. 3

To be able to estimate the direction and elevation  4

of sunshine on a building at any particular time of day is of 5

critical importance to the planning schedule of any architec- 6

tural photographer. The direction and timing of sunrise in the 7

UK varies from approximately northeast at 04:00 hours in 8

mid-summer to approximately southeast at 08:00 hours in 9

mid-winter (as is simply illustrated in Figure 4.5). Likewise, 30

sunset in the UK varies from approximately northwest at 1

20:00 hours in mid-summer to approximately southwest  2

at 16:00 hours in mid-winter. Hence, the midday elevation 3

of the sun is much lower in winter and much higher in 4

summer. These are very significant variations, especially for 5

north-facing buildings that are only ever directly illuminated 6

by a summer sun. It is equally significant for those buildings 7

in confined city areas where a high elevation of the sun is 8

necessary for it to shine over the top of the surrounding 9

buildings.                                                                   PROFESSIONAL                40

Sunrise and sunset information is readily available in             ARCHITECTURAL

PHOTOGRAPHY

daily newspapers for the here and now, but for other loca- 1  ■

tions around the world and for dates in the future, the 2

information is much harder to track down.                                 181                  31

APPENDIX 1:                Guidelines for using the ‘sun finder’ charts

‘SUN FINDER’ The following guidelines will enable you to locate the

 

CHARTS approximate position of the sun. For greater precision, you  ■

will need to make the corrections listed in the next section.

 

1 Establish your approximate latitude and find the correct

chart. It does not matter for the time being whether you

are north or south of the equator.

2 Read the date table to pick your date line (A–Z) and

find that line on the chart.

3 This line represents the sun’s path across the sky for the

week you have chosen. The horizontal axis represents

the horizon, with the points of the compass, N, S, E and

W, running across the scale. The elevation (height above

the horizon of the sun) is marked on the vertical axis.

4 The curving line represents hours of the day – morning

on the left and afternoon on the right. Where the date

line cuts the horizontal axis, you can read off the rising

and setting times. These lines do not take into account

daylight saving. If daylight saving is in operation, the

sun will rise and set 1 or 2 hours later than indicated on

the chart.

 

You will notice that all charts have two sets of compass

points on the horizontal axis. This is because when the sun

is overhead at the equator it appears to be in the south of

the sky to everyone in the northern hemisphere, whereas

those in the southern hemisphere see the sun in the north.

Between the tropics, the situation is a little more complex,

but if you follow the boxed directions you will always be

able to find the right scale.

 

Corrections for greater accuracy

These charts are limited in their accuracy to about 5 °, or

20 minutes of time. Corrections need to be made to locate

the sun’s position with greater precision. Probably the most

crucial of all is your position in the time zone. The hour lines

on the chart represent the time approximately as it would be

indicated by a sundial, so the sun reaches its zenith exactly

PROFESSIONAL at noon. However, the world’s time system is far more

ARCHITECTURAL complex than this, and is organized in zones 1 hour apart.

 

PHOTOGRAPHY Within each zone clocks are set to read noon when the  ■

sun reaches its zenith at the centre of the zone. However,

182 some time zones are very wide and, in extreme instances, the  sun may rise 2 or 3 hours later in the west of the time zone               APPENDIX 1:                11

than it does in the east. The easiest way to compensate for              ‘SUN FINDER’                2

CHARTS

this is to consult an atlas and calculate how many degrees of 3  ■

longitude separate your location from the Greenwich 4

meridian. Divide the number of degrees by 15 to find out 5

how many hours behind or ahead of Greenwich your true 6

local noon is. Compare this with official local time to deter- 7

mine the necessary correction. 8

Two further corrections may be necessary for greater 9

accuracy. First, the times shown are most accurate when the 10

sun is observed over the sea. At other places, the horizon is 1

higher and the time of day correspondingly shorter. Second, 2

if you are using a compass to find north, remember that for 3

precise readings magnetic north is not quite the same as true 4

north. The difference changes year by year, and can be 5

checked on a recent map. 6

Finally, plotting a hemisphere onto a flat piece of paper 7

inevitably introduces distortions. The projection used here is 8

accurate for the horizon, but since the points of the compass 9

converge on the zenith, the scale of degrees gets progressively 20

more distorted the higher the sun is in the sky. This does not 1

actually introduce an error but simply means that the charts 2

give the sun’s direction with less precision at noon than at 3

dusk and dawn. 4
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183 31  Projection distortions.                      Date lines

Plotting a hemisphere onto a flat piece

of paper inevitably introduces Closest date       Hemisphere         Closest date      Hemisphere

distortions. The projection used here is N    S                 N    S

accurate for the horizon, but common

December 31     A      Z         July 1           Z      A

sense shows that, since the points of the

compass converge on the zenith, the January 14       B       Y          July 8            Y       B

scale of degrees gets progressively more January 21       D      W         July 22          W      D

distorted the higher the sun is in the January 28       E       V          July 29           V      E

sky. This does not actually introduce an       February 4        F        U            August 5          U       F

error – it simply means that the charts       February 11       G       T           August 12         T       G

give the sun’s direction with less              February 18       H       S            August 19         S        H

precision at noon than at dusk and           February 25       I        R           August 26         R       I

dawn                               March 4        J       Q         September 2      Q      J

March 11       K      P         September 9      P      K

March 18       L      O         September 16    O      L

March 25       M     N        September 23    N      M

April 1            N       M          September 30     M      N

April 8            O       L           October 7        L       O

April 15          P       K          October 14       K       P

April 22          Q      J           October 21       J       Q

April 29          R       I           October 28       I        R

May 6         S      H        November 4     H     S

May 13         T      H        November 11    G      T

May 20         U     F         November 18    F      U

May 27         V     E         November 25    E      V

June 3            W      D          December 2      D      W

June 10          X      C          December 9      C      X

June 17          Y      B          December 16     B       Y

June 24          Z      A          December 23     A      Z
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APPENDIX 2: 11  2  3

 

GLOSSARY OF 4  5  6

 

ARCHITECTURAL 7

8

9

 

TERMINOLOGY 10

1

2

3

Alcove: a vaulted recess in wall of room 4

Architrave: the moulded frame surrounding a door or 5

window 6

Atrium: an inner court open to the sky, these days usually 7

glass-covered 8

Axis: an imaginary straight line passing centrally through a 9

building to give an impression of balance 20

Axonometric projection: geometrical drawing to show bird’s 1

eye view of a building in three dimensions. The plan 2

retains its true angles and dimensions, but is set at a 3

convenient angle (typically 60° and 30°) with verticals 4

drawn vertically to scale 5

Canopy: a roof-like projection over a door or window 6

Capital: the head of a column 7

Cladding: an external covering applied to a building for 8

aesthetic or protective purposes 9

Classicism: a revival of the principles of Greek or Roman 30

architecture 1

Cornice: the projecting ornamental moulding along the top 2

of a building or internal wall 3

Course: a continuous layer of bricks in a wall 4

Cupola: a small dome on a roof 5

Elevation: the external face of a building 6

Façade: the front face of a building 7

Facing: the finishing applied to the outer surface of a building 8

Fenestration: the arrangement of windows in a building 9

Gable                                                         PROFESSIONAL : the triangular piece of wall at the end of a pitched              40

roof                                                              ARCHITECTURAL

Gazebo: a summerhouse with a wide-open view 1  PHOTOGRAPHY

Hi tech                                                                  ■ : an approach to architecture based on construction                   2

technology and its visual expression. Developed in the                 187                  31

APPENDIX 2: 1970s by English architects (notably Norman Foster

GLOSSARY OF ARCHITECTURAL  and Richard Rogers), their buildings are characterized

TERMINOLOGY

■            by their exposed structures and services

Isometric projection: a geometrical drawing showing a

building in its three dimensions to give the illusion of

perspective, but with all vertical and horizontal dimen-

sions accurately scaled. The angles of the building are

set at 30° to the horizontal

Lintel: the horizontal beam or stone spanning the opening of

a door or window

Location plan: a map showing the location of a building

within the local area

Mezzanine: an intermediate storey

Moulding: a slender, ornamental continuous projection

Parapet: a low protective wall along a house top, balcony,

bridge, etc.

Pedestal: the base supporting a column

Perspective: the effect of things getting smaller as they recede

into the distance. A perspective drawing is simply a

visual impression of how a completed building is likely

to look

Plan: a map of a building showing a horizontal plane cut

through a building just above ground level in order to

show the position of doors, windows, internal walls, etc.

Portico: covered colonnade at the entrance to a building

Precast concrete: concrete components that have been cast in

a factory before being placed in position on site

Profile: the contour or outline of a building

Proportion: the ratio of different parts of a building to the

whole

Reinforced concrete: concrete reinforced with steel to take

the tensile stresses of a beam

Rendering: the plastering of an external wall

Scale: a comparison of relative size. With architecture, this

size can be relative either to ourselves or to other build-

ings

Section: a diagrammatic drawing of a vertical plane cut

through a building

Site plan: a map showing the layout of a building on its plot

PROFESSIONAL                    of land

ARCHITECTURAL              Street furniture: benches, bollards, lampposts, letterboxes,

PHOTOGRAPHY

■            telephone kiosks, etc.

Terrace: a row of attached houses, flat-faced and flush with

188              those on either side Trim                                                         APPENDIX 2: : the framing of features on a façade               11

Vault                                                           GLOSSARY OF ARCHITECTURAL : an arched ceiling or roof of stone, brick or concrete         2

TERMINOLOGY

Vernacular architecture: traditional buildings in indigenous 3  ■

styles constructed from locally available materials and 4

not architect designed 5

Working drawing: one specifically drawn up for the builders, 6

plumbers, electricians, etc., with accurate details for 7

their particular jobs 8

9
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INDEX 11  2  3

4

5

6

7

8

9

10

1

2

3

Aberrations, 57–9, 123                          Bedford, Francis, 19                                            4

See also Distortion                              Bedford Lemere & Co, 19                                      5

Abstract shots, 105–6, 108–9, 157                Bit depth, 32

SLR camera use, 48 6  Black-and-white film, 28–30

Accessory equipment, 65                          archival photography and, 28–9                              7

Adams, Ansel, 122                               colour filters for, 29, 89–90                                  8

 

Aerial photography, 144–5 9  zone system, 122  Adobe Photoshop, 2, 34, 35–6, 147                exposure determination, 121

long, low buildings, 155                          instant-print film, 30                                           20

Aesthetics, 18                                        See also Infrared photography                                  1

Alan J. Smith Partnership, 170                    Blue sky, see Skies                                                2

Aperture, 55–7 3  Bounced flash, 60  Analogue-to-Digital Converter (ADC), 31         Bofill, Ricardo, 13

depth of field and, 116–17                     Bracketing, 133                                               4

exposure determination and, 122–3            Briefs, 102                                                    5

Architects, 9–10                                  Brochures, see Property brochures                               6 Architects’ Journal, 20                             Building sites, 157–8 Architectural Photographic Association, 19 7

Architectural photography, 6–8                   Cable release, 118                                              8

history of, 19–22                               Camera movements, 37, 40–7, 115–16                          9

Architectural Review, 20, 21                        cross shifts, 43–5, 129–31                                     30 Architecture:                                        excessive shift movements, 45–6, 55, 56

aesthetics of, 18                                       to expand sky area, 127–8                                    1

design drawings, 13–15                          need for, 40–1                                               2

recent history of, 10–13                           rising shifts, 41–3, 115                                          3

Archival photography, 28–9 4  Scheimpflug adjustments, 46–7, 116  terminology, 187–9                               tall buildings and, 152–3

Area array CCDs, 32                            view cameras, 38, 51                                       5

Assignments, see Location photography          Camera set-up, 114–17                                       6

Astigmatism, 59                                Cameras, see specific types of camera                           7 Axonometric projection, 15                      Chambers, The, Chelsea Harbour, 176–7

Charge-Coupled Device (CCD), 23, 31–2 8

Barometers, 69                                   area array, 32                                               9

Barrel distortion, 57–8                               linear array, 332                                                40

fisheye lenses, 138                              Chip size, 50, 51

Baseboard cameras, 40, 41                      Chromatic aberrations, 58

Bauhaus movement, 11, 20 1  Circle of illumination, 54–5

2

193 31

Clamps, 65                                  Delamotte, Philip Henry, 19

Clouds, 76                                    Dell & Wainwright, 21–2

infrared film and, 142                         Depth of field, 116–17

Colour balancing, 135–6                          focal length and, 102

Colour compensating filters, 86–9, 149, 151 Linhof Universal Depth of Field Table,

Colour correction filters, 26, 86, 87                      116, 117

Colour meters, 63                               Design drawings, 13–15

Colour negative film, 27                         Detail shots, 105–6, 108–9

colour balance, 27–8                            SLR camera use, 48

exposure determination, 121                   Diffraction, 57, 58, 117, 123

Colour temperature: Digital cameras and backs, 33–4, 37, 49–51

colour correction filters, 26, 86, 87              Digital imaging, 2–5, 23, 31–6

variations of natural light, 77                      for location photographers, 33–5

Colour transparency film, 25–7, 118               manipulation, 34, 35–6

colour balance, 27                               perspective controls, 147–8

daylight balanced, 25                             process of, 35–6

exposure determination, 121                     pros and cons of, 2–5

processing, 119–20                              resolution, 33

tungsten balanced, 25–6 Direct reflected light readings, 120, 121–2

Coloured filters, 83–4                            Distortion:

for black-and-white photography, 29,             barrel distortion, 57–8

89–90                                  fisheye lenses, 138

for infrared photography, 143                    perspective, 43, 45–6, 99

Coma, 58–9                                 pincushion distortion, 57–8

Compact cameras, 48                            See also Aberrations

Composition, 92–110                         Dower House, 178–80

framing the image, 138                        Drop shifts, 41–3

line dynamics, 92, 96–9                        Dunn, William, 29

structure, 92–6                                 Dusk shots, 131–4, 150

Law of Thirds, 17, 94–6, 97, 98             Dynamic lines, see Line dynamics

symmetry, 92–4, 124–5, 130–1

See also Perspective                             Effects filters, 85–6

Construction sites, 157–8                         Elevation drawing, 14

Contrast:                                        Elevations, 14

adjustment by push- or pull-processing,         Empire State Building, 17

119–20                             Evans, Frederick H., 6, 7, 20

black-and-white film and, 28, 29               Evans, Walker, 20

interior lighting, 77 Exposure determination, 117–18, 120–3

Contrast filters, 89–90                              dusk shots, 133

Correction filters:                                    exposure values, 122–3

colour correction, 26, 86, 87                      infrared photography, 143

for black-and-white photography, 89             sources of error, 120–1

Country Life, 20                                  Sunny-16 rule, 122

Cross shifts, 43–5, 129–31                         zone system, 122

Crystal Palace, 10–11, 19                           See also Light meters

Curvature of field, 59                            Exterior photographs, 103–6

Curvilinear distortion, 57–8                         horizontal convergence correction,

129–31

da Vinci, Leonardo, 16–17                        optimum time of day for, 73–6

Daily Express Building, 21                          problems with, 149–60

Dawn shots, 131–4                                construction sites, 157–8

Daylight balanced film, 25, 30, 86                    long, low buildings, 154–5

dusk shots, 133–4                                 north-facing buildings, 75, 150–1

shopping centre/retail site shots, 159–60 parked vehicles and traffic, 156–7

 

194

poor weather conditions, 149–50              tri-colour mosaic filter, 32–3                                  11

restricted space in narrow streets,                ultraviolet filters, 80                                              2

shopping centres/retail sites, 158–60 3  Flash lighting, 60–2, 77–8  155–6                              Fisheye lens, 138–40

tall buildings, 152–4                             fill-in flash, 60, 78, 160                                         4

shooting sequence, 113–23                    Flash meters, 63                                               5

camera set-up, 114–17                      Fluorescent lighting, 78, 134                                    6 exposure determination, 117–18,              colour compensation, 86, 87–9

120–3 7  Focal length, 53

film loading, 113–14                         depth of field and, 102                                      8

shooting the image, 118–20                   infrared photography and, 143–4                             9

 

uniformity of detail, 110 10  See also  viewpoint location, 114                        perspective and, 100–2

Long-focus lenses; Standard lens;

Wide-angle lenses 1

f-number, 55–7, 117                            Focusing, 115–17                                             2

exposure determination and, 122–3              infrared photography, 143–4                                 3

Field cameras, 40 4  formatting, 146–7  Feininger, Andreas, 20                            Focusing screens:

Fill-in flash, 60, 78, 160                              view cameras, 38–9                                            5

Film, 2–3, 23, 24–31                            Fogging, 113                                                  6

fogging, 113, 142–3                             infrared film, 142–3                                         7 infrared, 29, 90, 142–3                         Forth Railway Bridge, 29

instant-print, 30–1, 118, 119 8  Foster, Norman, 13

loading of, 113–14                            Framing the image, 138                                        9

professional, 27                                 Fresnel lens, 39                                                    20

 

See also Black-and-white film; Colour negative film; Colour transparency 1  Geometrical distortion, 45–6

film; Exposure determination              Golden Section, 16                                            2

Film speed, 24, 25                               Graduated filters, 82–4, 128, 149–50, 151                       3

black-and-white film, 28, 29                     neutral density (ND), 82–3, 154                              4 colour negative film, 27                        Gropius, Walter, 11, 20 colour transparency film, 25 5

dusk shots, 133                                High-rise buildings, See Tall buildings                            6

instant-print film, 30                            High-tech architecture, 13                                        7

shopping centre/retail site shots, 159–60         Horizontals, 98                                                   8

Filters, 80–91, 117                                  convergence, correction of, 43, 128–31

black-and-white photography, 29,  9  See also  Line dynamics

89–90 30

colour compensating filters, 86–9, 149,         Incident light readings, 120, 121                                 1

 

colour correction filters, 26, 86, 87 2  film, 29, 90, 142–3  151                               Infrared photography, 140–4

coloured filters, 83–4                              filters and, 143                                                 3

for black-and-white photography, 29,        Instant-print film, 30–1, 118, 119                               4

89–90                              Interior photography, 106–8, 113                            5

effects filters, 85–6 6  colour transparency film for, 25–6  for infrared photography, 143                  camera movements and, 43–5

graduated filters, 82–4, 128, 149–50,             horizontal convergence correction,                             7

151, 154                                     128–9                                               8

mounts, 90–1                                 lighting, 77–8                                             9 neutral density (ND) filters, 82–4, 128,            sunlight and, 74

154 40  symmetry, 94

opaque filter, 143                                 uniformity of detail, 110

polarizing filters, 29, 81–2                       ISDN telephone lines, 3, 36                                       1 selective filtering, 84–5, 151                     Isometric projection, 15

2

195 31

Kenwood House, 128                          pincushion distortion, 58

Kodak C-41 process, 28 shopping centre/retail site shots, 160

Kodak E-6 process, 27                          Long, low buildings, 154–5

Kodak grey card, 120, 122                      Lough Point, 73

Lupe magnifier, 115–16

Large format cameras, 122

view cameras, 39–40 Manipulation of digital images, 34, 35–6

Latham, Charles, 20                            Medium format cameras, 118

Law of Reciprocity, 123                            digital backs, 49–51

Law of Thirds, 17, 94–6, 97, 98                    SLR cameras, 37, 47–9

Le Corbusier, 11, 17                                view cameras, 39

Lenses, 51–60                                  Meters:

aberrations, 57–9, 123                           colour meters, 63

aperture, 55–7                                   flash meters, 63

choice of, 51–2                                   See also Light meters

covering power, 54–5                         Mies van der Rohe, Ludwig, 11

fisheye lens, 138–40                           Mixed lighting conditions, 78–9

fresnel lens, 39                                    Modelling lamp, 61

performance, 57                              Modernism in architecture, 10–12

practical lens testing, 57–60                     Moholy-Nagy, László, 20

selection of, 114–15                            Monorail cameras, 38, 40, 50–1

shift lenses, 51, 54

speed of, 55–6                                 Narrow streets, 155–6

See also Long-focus lenses; Standard lens;       National Monuments Record, 28

Wide-angle lenses                         Natural light, 8, 66–8

Light meters, 62–3                                 angle of the sun, 70–3

direct reflected readings, 120, 121–2              cloud effects on, 76

incident light readings, 120, 121                   colour temperature variations, 77

probe meters, 122                               dawn and dusk, 132

See also Exposure determination                 exterior photographs and, 103

Lighting:                                             optimum time of day for exterior

equipment, 60–3                                   photography, 73–6

fill-in lighting, 60, 78                             Neoclassical architecture, 13

interiors, 77–8 Neutral density (ND) filters, 82–4, 128, 154

mixed lighting conditions, 78–9                Night shots, 131–4

See also Natural light                           Nissan European Technology Centre

Line dynamics, 92, 96–9, 109, 124                     (NETC), 168–70

wide-angle lenses and, 99, 124, 155            North-facing buildings, 75, 150–1

See also Horizontals; Verticals

Linear array CCDs, 332                        Opaque filter, 143

Linhof Universal Depth of Field Table, 116,       Optical viewfinders, 39

117

Lloyd’s Insurance Building, 12, 13 Panoramic photography, 137, 140, 141

Location photography:                         Parked vehicles, 156–7

abstract detail shots, 108–9                     Paxton, Sir Joseph, 10, 11

on arrival, 112–13                             People:

practical digital imaging for, 33–5                 shopping centre shots, 158–60

pre-shoot planning, 111–12                      use to emphasize scale, 134–5

uniformity of detail, 110                        Perspective, 18, 92, 99–100

See also Exterior photographs; Interior            control of, 43, 44

photography; Sets of photographs of           shift lenses, 51

one building                                 digital perspective controls, 147–8

Long-focus lenses, 52, 122                          distortion, 43, 45–6, 99

perspective and, 100, 101–2                      flattening of, 131

 

196

focal length and, 100–2                        Retail sites, 158–60                                              11

three-dimensional structure and, 99–100        Rising shifts, 41–3, 115                                          2

Photographic composition,  3  see  Perspective drawing, 15                             excessive, to expand sky area, 

Composition            127–8

Pincushion distortion, 57–8                         tall buildings and, 152–3                                      4

Pixels, 23, 31–3                                   Rogers, Richard, 12, 13                                          5

resolution and, 33, 36 6

Planning, pre-shoot, 111–12                      St Martins Lane, 170–6

Plans, architectural, 14 7  St Mary Axe, 170–3

Polarizing filters, 29, 81–2                         St Mary’s Court, 166–8                                          8

Polaroid film, 30                                Scale, 17                                                       9

 

Postmodernism, 12–13 10  Scanning, 3, 23  Portland Place, 170–2                              use of people to emphasize, 134–5

Pre-shoot planning, 111–12                        resolution, 36                                                1

Press photographers, 4                           Scheimpflug adjustments, 46–7, 116                             2

Print resolution, 36                                Section drawings, 15                                              3

Probe meters, 122 4  Selective filtering, 84–5, 151  Printers, 36                                           Golden Section, 16

Processing, 119–20                              Sets of photographs of one building,                             5

Kodak C-41 process, 28                            102–10                                              6

Kodak E-6 process, 27                          abstract detail shots, 108–9                                   7 pull-processing, 119                               exterior photographs, 103–6

push-processing, 119–20 8  interior photographs, 106–8

Property agents, 4, 8, 34, 102                       uniformity of detail, 110                                        9

corporate brochure, 176, 178                  Shift lenses, 51, 54                                              20

 

Property brochures, 161–2                       Shift movements, see Camera analysis, 162 1  movements

Dower House, 178–80                      Shoots, see Location photography                            2

Nissan European Technology Centre           Shopping centres, 158–60                                     3

(NETC), 168–70                      Shutter speed, 55                                           4

Regent Gate, 162–6 5  122–3  Portland Place, 170–2                            exposure determination and, 

St Martins Lane, 170–6                       Single lens reflex (SLR) cameras, 40,                             6

St Mary Axe, 170–3                               47–9                                                7

St Mary’s Court, 166–8                         shift lenses, 51                                               8 The Chambers, Chelsea Harbour, 176–7       Site plan, 13, 14

Proportion, 15–17 9  Skies:

Golden Section, 16–17                          blue sky, 67, 76, 77                                          30

modular system, 17                               dusk, 132                                               1

 

Published images, 161                               filters for, 83 See also 2  Property brochures

polarizers and, 81

Pull-processing, 119                                 expanding the sky area with shift,                              3

Push-processing, 119–20                               127–8                                                 4

overcast, 76 5

Reflected views, 136–7 6  Slave unit, 60, 61  Reflected light readings, 120, 121–2                 See also Clouds; Weather

Reflex prism finder, 38                          Smith, Christian, 137, 141                                     7

Regent Gate, 14, 15, 34–5                       Smithies, K.W., 18                                              8

property brochure, 162–6                     Special effects filters, 85–6                                       9

Renger-Patzsch, Albert, 20                        Spherical aberration, 58

Resolution: 40  Standard lens, 52, 101

digital photography, 33                         Starburst filter, 85, 86

printing systems, 36                             Stirling, James, 13                                                1 scanning resolution, 36                         Strand, Paul, 20

2
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Structure:                                        Ultraviolet filters, 80

in composition, 92–6                        Uniformity of detail, 110

Law of Thirds, 17, 94–6, 97, 

98                              Vernacular architecture, 10

symmetry, 92–4, 124–5, 130–1            Verticals, 98

three-dimensional, perspective and,             convergence, 41, 42

99–100 correction of, 41, 42, 115, 153

Studio photographers, 4                            deliberate, 98–9, 124–7

Sun finder charts, 68, 71, 134,  divergence, correction of, 42

181–6                              See also Line dynamics

corrections for greater accuracy,               View cameras, 37, 38–40, 51

182–3                              baseboard cameras, 40, 41

guidelines, 182 covering power of lens, 54, 55

Sun position, 70–3, 103 medium and large formats, 39–40

Sunlight, see Natural light monorail cameras, 38, 40, 50–1

Sunny-16 rule, 122                             See also Camera movements

Sunrise, see Dawn shots                       Viewfinders, 39

Sunset, see Dusk shots                         Viewpoint:

Swing movements, 46–7                       location of, 114

Symmetry, 92–4, 124–5                        restricted, 43, 44, 155–6

adding an element of asymmetry, Vignetting, 55, 56, 118, 131, 153–4

130–1

Weather, 111–12

Tall buildings, 17, 125–6, 152–4                  forecasting of, 68–9, 111

Testing, of lenses, 57–60 poor weather conditions, 149–50

Three-dimensional structure, 99–100           Wells Cathedral, 7

Tilt movements, 46–7 Wide-angle lenses, 52–4, 101, 115

Tilting the camera, 41, 42, 109, 127              barrel distortion, 57–8, 138

tall buildings and, 153 digital camera backs and, 51

Tooley & Foster Partnership, 13–15              fisheye lens, 138–40

Tower blocks, 125–6 line dynamics and, 99, 124, 155

Traffic, 156–7 long, low buildings and, 154–5

Tri-colour mosaic filter, 32–3 perspective and, 99, 100–1, 109

Tripods, 64–5                                  restricted space and, 156

Tungsten balanced film, 25–6, 30, 86           Working drawings, 15

dusk shots, 133–4                          Wren, Sir Christopher, 10

Tungsten lighting, 60, 78

film for, 26                                  Zone system, 122

 

198

index-66_1.png





index-82_1.png
20.00 Northern hemisphere 04.00
Sunset latitude: approximately 50° Sunrise

21st June , e.g. London 21st June

y AN
NW N\

16.00 08.00
Sunset Sunrise
21st December 21st December






index-152_1.jpg





index-140_1.png





index-161_1.png
Sunrise
mid-summer

Sunset
mid-summer






index-26_1.png
(-
©
€ m
nA
O O
S C
o
O o






index-194_1.jpg
4% % 8 %58 388






index-142_1.png





index-97_1.png
Light Source Conversion Diagram

Colour Temperature Mired Shift Value Film Type:
of Light Source (°K) Colour Balance (°K)

[ 10,000 —=g¢iear biue sky — + 400 - 2,000
5
)

9,000 -

8,000 — ——4—— +350

7,000 —=]Cloudy sky E .
: - -+ 300

6,000 ——JFlash tube B

Direct noon 1T + 250

sunlight

5,000 —- | -+200

e P f-stop
—+— + 1560 increase

N 858 ()

——] Clear flash bulb
3,000

S Tungsten-
B -| balanced
Photoflood lamp | - _| (Type B) film

500W (3200°K Photographic) -
Tungsten-halogen)

100W Domestic
light bulb

— 5,000

Daylight-balanced
film

6,000

7,000

1 — 8,000
. 9,000
* N

2,000 — ~-10,000

1,930 Candle

(N.B. Exposure increases are given for Hoya filters.
Recommended increases vary slightly between manufacturers)






index-135_1.png





index-53_1.png





index-179_1.png





index-114_1.png





index-116_1.png





index-24_1.png
.a-i_-%

Wi

STREET,

N°'s 36-00 CONDUIT

TTTIL

!
il

i
E

2TONE,

M OE

LOCATION OF HOPNIZONTAL MOVEMELT

N°’s 6l-65.
JOINTS “THFOUGH STOMNE F
TO BE 2B PEED WITH LONMDO

NOTE:






index-181_2.png





index-74_1.jpg





index-177_1.png





index-4_1.png





index-17_1.jpg





cover.jpeg
PROFESSIONAL

B

ARCHITECTURAL

2NN 2B i

PHOTOGRAPHY

Ol e Michael Harris





index-84_1.png





index-181_1.png





index-151_1.png





index-177_2.png
®

ST MARY'S

elG o »oT

FINCHLEY






index-83_2.png





index-183_3.png
101

STMARTINS LANE






index-45_1.png





index-95_1.png





index-64_1.png





index-105_2.png
Q
Q
©
O
[72)
©
o
Y]
—






index-52_1.png





index-59_2.png





index-115_1.png





index-187_1.png





index-176_1.png





index-78_2.png
Weathercall

Avalon House, 5763 Scrutton Street
London ECIA 47
Tel: 0870 600 4142
Fax: 0870 600 4219
owswethercl ¢ ok
emal: weathercple b thuscom

Westhecll eephone freasts e pdted tice
ol Weatherca fax forecats e updated dly.
Westhrc Cutoer Helpdsk cpe s F 082070,

Touse Westhercal by Fax st our fax machin ol
ceive mode,o It Radiet andor il the number
prss strteceve.
09088 ol chrged a op e it
o001l ot £ et
Wethercal'3regterd rademark of Ths e
© Clomn Copprght Westercal o erionl st oy,

Marinecalr @)

09068505200 T 09068 505 818






index-31_1.png





index-119_1.png





index-60_1.png





index-157_1.png
Tracing-paper
replica of 5x 4 in
focusing screen

Centre tracing-paper
on focusing screen to
mark out new format

Focusing screen

Mark outline of
new format with
chinagraph crayon

Step 2






index-138_1.png
AR





index-169_1.png





index-173_1.png
Regent Gate





index-25_2.png





index-178_2.png





index-117_2.png
L

SN

0






index-83_1.png
Sunrise
04.15

Optimum
shooting
time 07.00

? 29th May






index-103_1.png





index-44_1.png





index-35_1.jpg
Can be used in conditions

ot offowerlgnt ovesat
reasonable shutter speeds;
Fine grain Retains good depth of field
bt Advantages [l and reezes movement with
Sharpness of detail; 2 heezas ol

High image quality

Larger grain;
Poorer definition;
Reduced sharpness;

Longer exposures Lower image quality

required for good s
depth of field; 2
Necessiates use

of tipod 1S 200-1000

FAST FILMS.





index-39_1.jpg





index-94_1.png
'»J-w\\ i g
) 0w





index-69_1.png
! l!l EEl E1 [ ll

L

\.i B ARAE B AAMOA Cl






index-125_2.png





index-48_1.png
h SHOHHED |
ol e
g 8
) ‘%.’ ) X, 2 '






index-195_1.jpg
3 % % & 8 8 3§ 8 3§
% % & § 8 % 8% %

4% 8 & 8 8 3 8 3
< % % % § %5 8 3 % 8

2 & 8 & 8 & 8 2.0 3
= 4 % 5§ 858 3 8%





index-91_1.png
Sun
- overhead
Polarized area

Polarized area






index-165_1.png





index-54_2.jpg





index-22_1.png





index-106_1.png





index-139_1.jpg





index-5_2.png
British Trust for
Conservation Volunteers

FOR EVERY TITLE THAT WE PUBLISH, BUTTERWORTH-HEINEMANN
WILL PAY FOR BTCV TO PLANT AND CARE FOR A TREE.






index-175_2.png
Features






index-77_1.png





index-56_1.png





index-183_1.png





index-129_1.png





index-108_1.png





index-93_1.png





index-146_1.png





index-184_2.png





index-149_1.png





index-179_2.png





index-155_1.png





index-21_1.jpg





index-1_1.jpg
PROFESSIONAL

PHIITIIGRAPHY

(. Michael Harris





index-80_1.png





index-136_1.png
77
\x\%
a1y






index-57_1.png





index-182_1.png





index-110_1.png
Long-focus Wide-angle

Standard






index-23_1.png
. - 2NN .
R . .

01100) ,

\ -
ﬁ
VEHCLE

ACCES






index-174_1.png





index-145_1.png





index-189_1.png





index-168_1.png





index-107_1.png





index-174_2.png
The Development





index-185_2.png
features





index-155_2.png





index-189_2.png





index-139_2.jpg





index-67_1.png
/ Pincushion





index-120_1.png





index-54_1.jpg





index-12_1.jpg





index-180_1.png
PORTLAND PLAC
LONDON W1

TasrERms pLRoANcE





index-92_1.png





index-178_1.png





index-109_1.png





index-185_1.png





index-147_1.png





index-25_1.png
T TR

T

SECTIONAL SOUTH -EAST ELEVATION. SECTIONAL SOUTH - WeST ELEVATION. SECTIONAL NORTH - EAST ELEVATION.





index-26_2.png





index-162_1.png





index-179_3.png





index-114_2.png





index-117_1.png





index-5_1.png





index-105_1.png





index-55_1.png





index-184_1.png





index-70_1.png
Ceiling






index-51_1.png





index-104_1.png





index-149_2.jpg





index-175_1.png





index-52_2.png





index-56_2.png





index-25_3.png





index-187_2.png





index-188_1.png





index-81_1.png





index-85_1.png





index-196_1.jpg
B 3 R B ROV OR R OB} B R BB Y R R B 3 B R % B O R OB OB oS

Bk R OB OB OV R R OB 2 8 kR 8 & &8 % R B G B % R B B % R R OB O





index-78_1.png
WEATHERCALL BY FAY






index-36_1.png





index-154_1.png
<
£
o)
“—
o
o
wn






index-59_1.png





index-183_2.png





index-137_1.jpg





index-125_1.png





