


Welcome to the Winter 2019 edition of the 
Photographer’s Journal! This is an exciting 
landmark for us, as the Winter 19 issue marks 
the one-year anniversary of the Journal! Over 
the past year we have learned quite a bit about 
the world of publishing a digital magazine. 

We have learned what works and what doesn’t. 
Over the year regular columns have begun to appear such as Travel Savvy 
and Photo Critiques. And we have learned that readers like it the most when 
there is an even split between technical and conceptual stories. We have re-
ceived hundreds of emails with feedback on stories and suggestions. And I 
want you to know something, I personally read every single one of those. 

Given that it’s winter, I figured this would be a great time to dive into the 
nuances of photographing in the snow. No, this story is not going to be 
about protecting your gear, or the best equipment to use in the white stuff. 
You can find those sort of contrived articles in other popular photo maga-
zines. Instead, this story is going to be all about nailing your exposure and 
white balance every time. Snow is unique. It’s not like other landscapes. The 
way it reflects light and color changes things considerably. Auto white bal-
ance rarely works. Shooting in aperture priority or Matrix / Evaluative me-
tering can be a recipe for disaster. The beauty of it all though, is that if you 
learn to master snow, you will have completely mastered the technical as-
pects of your camera in the process. 

Moving past mastering your camera’s metering and exposure and white bal-
ance, we shift into something a little more esoteric. We all have our reasons 
for photographing. For some, it may be that they want to capture a moment 
in time and space, documenting the natural world. For me, as you probably 
already know, it’s about art. 

Although creativity is a deeply personal experience, we all undergo a similar 

process when making and imagining. In the Creative Process, I tell the story 
behind my photograph that was recently on the cover of Ducks Unlimited’s 
Annual Report. Believe it or not, people have been contemplating the nature 
of creativity for a long time. But not until the early part of the 20th century 
had anyone defined the process behind it. As visual story tellers, the creative 
process is absolutely crucial. And I hope that this particular article helps to 
inspire you in your own creative journey as a photographer. 

This edition’s Travel Savvy might not be for the faint of heart. As a photogra-
pher who is constantly on the go – having traveled for 10 months in 2018 – 
carrying camera equipment around on planes is constant condition for me. 
After working on a project with the BBC Natural History Unit, I had a reve-
lation and realized that I had been doing it all wrong. 

In the next issue of the Photographer’s Journal, I have big news for subscrib-
ers. I don’t want to spoil things by giving away all of the details, but YOU are 
going to have a chance to win a free trip with yours truly!  

I hope that you enjoy the winter edition of TPJ. 

Cheers
Jared

Letter from the Editor / Writer / Photographer / well, 
you get the idea. . . 





It was sometime in the spring when I found myself making my way into 
the swamps of North Carolina with assignment in hand. I was bound for 
a world that was as much water as it was forest. This is a place of towering 
cypress trees with their gnarled and twisted knees rising from waters as 
black as onyx and smelling like a steeped oolong tea. Spanish moss drips 
from every surface. Shadows dance with shafts of light that weave to and 
froe like the seductive sway of the Arabian belly dance Raqs Sharqi. This is 
the forest obscura, where cottonmouths grow fat and lazy in their ways, and 
silhouettes of alligators drift by in silence leaving you to question whether or 
not it even happened. 

Here, in this world that time forgot, lives a peculiar little species of 
waterfowl quite unlike any other of its kind. We call it the wood duck 
because it nests in woodpecker cavities, but the Latin name, or what is 
known as the scientific binomial name for this bird is more fitting: Aiks 
sponsa. 

First, the genus. Aiks comes from the Greek for water bird. Being that this 
is a duck, or a species of waterfowl, Aiks is an obvious choice even though 
not all species of ducks fall to this genus. But the species - sponsa - now 
that is unique to the wood duck. The word means betrothed. And this bird 
was given such a name because the drake, the male, is so intricately and 
beautifully colored and clothed, it is as if he is preparing for his wedding. 

But there is more to this name than just the coloration of the drake of this 
species. It also comes from behavior as well. Each morning, the drake will 
fly to the hen’s nest – a remodeled pileated woodpecker cavity – where he 
will perch on a branch next to the hole. Here he will wait patiently until 
the hen is ready to leave to find food. She climbs out of the nesting cavity, 
perches on the branch next to the drake for a few minutes, and then the 
two of them take flight together. The drake accompanies her until she is 
ready to return to the nest, for which he then escorts her back to the cavity. 
Here, again, they land on the same perch as before and she makes her way 
back into the nest. Once settled in, the drake flies away and the whole thing 
begins again then next morning. 

Working on assignment for a magazine, all the little details of natural 
history are important to know and understand. As wildlife photographers, 

we are essentially the biographers of nature. And thus, to visually capture 
the story of the wood duck we must first know the nuances of that story. 

But this is only part of the equation. We need to go beyond simply knowing 
a thing only from the sterility of books and intellectualism. We need to 
experience. We need to observe. We need to take notes and experiment and 
visually explore it all as well. 

Piecing together images for a magazine assignment is a bit like putting 
together as many of the puzzle pieces as you can visually capture of that 
story. It’s the who, what, where, when, why, and how of all good journalism, 
of all good story telling. The only difference is that instead of doing it all 
with words, we do it with photographs. 

For me, I start in close and then work my way out to capture broader 
AND more nuanced perspective at the same time. There is no right way 
to begin, but I begin this way because I find that through the process of 
focusing deeply on the subject itself, through the process of getting closer 
and working to capture classic portraits of a species, I become more attuned 
to them and their world. I begin to see them first as an individual and can 
observe them in the intimate relationship that they have with the world 
around them. Then, through this experience, through my observations, I 
begin to build the story around the subject. 

But photography is so much more than documenting the world. At least it is 
to me anyways. Though I will play the role of photojournalist for magazine 
assignments, at the heart of it all however, for me, is art. 

Don’t let this statement confuse you. You see, the same work goes into 
creating a single photograph that stands as a work of art that goes into 
creating a storied collection of images for an assignment. It’s all still a matter 
of story. Just like we can use 20 images together to tell the story of our 
subject, so too can we create just one single image to do the same thing. It’s 
just that the story we are capturing is a bit different. 

There is a lot of fuss made over whether photography, especially nature 
photography, is or is not art. Years back, I found this offensive. I have been 
an artist for as long as I can remember. I paint, I do pen and ink work, I 



write, I play instruments, and 
make music. So, from the 
perspective of someone who 
works in so many different 
creative mediums, I can 
assure you that the same 
discipline, skill, and creativity 
that goes into making 
original music or creating an 
original pen and ink drawing 
goes into photography. That 
is, if you want it to. 

The thing that brings into question whether photography is art though, 
is that you do not actually need an ounce of creativity or vision to take a 
photograph. If we are being honest with ourselves, you don’t even really 
need to know how to use the camera. Autofocus can handle quite a bit for 
you, and there are in fact professional photographers who shoot in Program 
(that is what the P stands for along side of M for manual exposure, or A for 
aperture priority). In fact, when Program was first introduced in cameras, 
professional photojournalists the world over nicknamed it Professional 
Mode because it took so much of the guess work out of the exposure. 

Here in lies the difference between photography and, say, playing the guitar 
for instance. Set the camera to P, press the shutter button halfway down to 
autofocus, and then the rest of the way down to trip the shutter. That’s it. 
Technically speaking, you made a photograph and anyone who looks at it 
can probably tell that there is a person and a tree and a river and a mountain 
in there. With music, with paints, this is a very different story of course. 

But just because not all photography is art, does not mean photography is 
not art. Walk into any coffee shop in any college town and you will find a 
plethora of awful and rudimentary paintings on the wall for sale by all sorts 
of heady students that have little to no understanding of shape and line and 
color. But does this mean that because their paintings do not hold up to the 
standards of fine art, that painting is not art? 

As photographers, we must still learn to wield our tools masterfully. We 

Southern cypress swamps are an inherintly 
magical place. From the prehistoric like bald 
cypress, to the Spanish moss that seems to 
drip and cascade from every surface some-
times. And then there is the light and it’s ever 
changing dance with shadows through the 
forest. 

When it comes to making art in a place, how 
that place makes you feel is incredibly im-
portant. It is this feeling, this em



need to understand exposure 
theory, the limitations of 
dynamic range, and understand 
the subtlest nuances of light. 
Once accomplished we then 
set forth into the world to 
discover ways in which to 
capture the art of nature. 
In photography, art is what 
happens when we search the 
world over for that one inspired 
and visualized moment when 
all the uncontrolled variables 
come into alignment like 
the tumblers of a lock and a 
window opens in the universe 
for a brief moment from which 
the magic spills out.  

But, I digress. Art is in the eye 
or the beholder, no? 

Back to the swamp, and the 
smells, and the humidity, and 
black water, and the pin prick 
of mosquitoes I thank God no 
longer carry malaria around 
these parts (they did until the 
1950s). 

Knowing that I wanted to approach these wood ducks by starting with 
portraits of the birds, I initially began working this assignment from the 
confines of a blind I had to wade through waist deep water for a hundred 
yards in the dark in a swamp to get to. Never mind that this wasn’t winter 
anymore and so all of the reptilian world was about. Never mind that the 
occasional unseen large thing would bump into me as I tried to quietly 
trudge through the swamp by headlamp. Never mind that the first time I 
climbed into the mostly submerged blind, something frantically fought to 

This image, more or less, accomplished many goals 
for the actual magazine assignment by telling the 
who, what, when, and where of the story - all in as-
ingle image. But, by no means did it satisfy that one 
stand alone photograph I had brewing in mind’s eye 
of this species species. 

Ultimately, this photo was used as a double page 
spread in the story, but I wanted more. 

Note the magical quality of the surface of the water 
and the length of the reflection I was able to create by 
getting my lens just inches above the surface of the 
water. 



get out just as 
I found myself 
getting settled 
in. Espresso, 
by the way, has 
nothing on that 
experience for 
waking you up 
in the morning. 

And here is 
the thing: 
that whole 
experience, 

all of that stuff that happened, all of the 
predawn creepiness, and foreboding of the 
swamp in the dark, all of that becomes part 
of the story I found myself wanting to tell. 

You see, the creative processes is not a mathematical equation. It’s not 
some sort of artistic 1 plus 1 equals two. It is a process, but it’s a messy 
one. The way it all comes about is like some sort swirling vortex of 
entropy. Creativity is uniquely personal because it is the culmination of 
personal experiences that have shaped and sculpted the way in which we 
perceive things. My creative vision is different from yours because our 
experiences have shaped our perceptions slightly different. 

For me, on this assignment, it’s the experience of finding myself sitting 
chest deep in water, in the dark, in a blind, and feeling something 
large desperately trying to claw its way out of the bottom of that blind 
45 minutes before sunrise. It’s the deep and guttural bellows of the 
alligators I could hear in the distance – essentially their matting calls. It’s 
the serine beauty of the cypress swamp at sunrise as the days first shafts 
of light come filtering in through the feather like needles of the trees. 
It’s the hues of color. It’s the pungent smell of tannin rich waters and 
thousands of years of humus (the organic component of soil formed by 
the decomposition of leaves and other plant matter by microorganisms). 

But maybe most of all, in all of this darkness and shadow and mystery, it is 
the experience of seeing little flecks of bright and cheerful colors streak by 
in the form of prothonotary warblers like so many little specks of yellow and 
blue paint that dripped from the brush of an artist working on a far grander 
scale than I against this black canvas. Life is never so vibrant as when held 
up to the calm inevitable shadows of death. 

Or so I assume. 

And in this moment, it was if I saw 
the swamp for what it was the for 
first time. And I knew instantly how 
I wanted to create a photograph of a 
wood duck. 

I wanted darkness. I wanted the 
mystery that I felt and experienced, 
that was so palpable in this landscape. 
But this is where photography differs 

Here is a trail cam photo of the blind I was 
originally working from , with a few drake 
wood ducks swiming around in front. The 
water is low in this photograph. When I 
was in the blind, the surface of the water 
was only about 6 inches from the bottom 
of the window in the blind. 

A simple photograph of a 
prothonotary warbler that would 
ultimately inspire my vision for 
how I wanted to photograph the 
wood ducks. 



from all other forms 
of art. Whereas a 
painter may set 
down before a 
canvas and pull their 
creative vision out 
of the aether and 
into reality, for us 
writers of light, we 
have nothing more than an idea swirling around in our heads. The 
challenge is to let it all brew, steep, ferment, ruminate or whatever 
metaphor you so choose. And then, and only then, to go find that 
image. 

Sometimes it’s all concrete in your head. Sometimes the vision is 
solid and complete and as tangible as the intangible can be. Other 
times, more often than not, it’s nothing more than an abstract idea, 
a concept, a notion, a feeling and you are on the hunt for where all 
of those feelings somehow come together. 

And so, with my wood ducks, I spent nearly a week photographing 
these birds before it all came together. I abandoned the blind and 
changed locations for better backgrounds. The blind was located on 
private property and the whole thing was unquestionably a swamp 
but remember that not all swamps live up to the swamp of our 
imagination or mind’s eye. I wanted quintessence. I wanted bigger 
trees, darker shadows, an altogether more primeval landscape. 
Though the blind would work fine for videography, for a still 
photographs I needed the total package. 

The swamp I ended up shooting in, proved to hold everything I had 
been looking for. Big old cypress trees and black water and deep 
shadows and loads of wood ducks. And day by day, the visual story 
unfolded. 

One morning, while laying belly down in the mud with my 600mm 
inches above the surface of the water before sunrise, I watched as 
the sun began to reflect off the trunk of a cypress tree and into the 

This is the final product. My Magnus Opus for wood 
ducks. I have spent countless hours over the years 
photographing these birds. And in this one photo-
graph, I finaly managed to capture every emotion, 
every feeling, every thing I had in my imagination 
regarding this species of duck. 

The magazine I was on assignment for didn’t buy this 
photograph. It was too artistic they said. 



water below. Given that the sun was at this point just cresting the eastern 
horizon behind me, and this was the only real light to be found in the forest, 
I wagered that the dynamic range between those highlights of the tree and 
the shadows on the water would be greater than what my camera could 
capture. A quick test shot revealed this to be the case. And in this moment, 
the idea of the photograph I wanted to create began to take shape and form 
in my mind. 

The only problem here, is that I was working with wildlife. In landscape 
photography, you may need only wait for the right light or weather. With 
wildlife, you need both of those things to happen, but then also the wildlife 
to just so happen to be in the right place and the right time when the light 
and weather and all the other little details align. 

For this image, it took three days.

It’s probably not fair to say that it took three days given that I only had a 
window of MAYBE thirty mins to capture this image each morning. So, it 
took three mornings of being back in the same spot at this same time with 
my exposure manually dialed in for the sun reflecting off the tree and water 
before a drake wood duck happened into the right spot. Wood ducks were 
everywhere in this little swamp. Each morning had ducks swimming to and 
fro. But none happened into the right spot – until they did. 

Sometimes art happens in the moment. Sometimes we get lucky and 
creative vision solidifies real time as events unfold. But more often than not, 
we need patience. We need perseverance to make things come together. 

Regardless of how it all happens, it’s important to understand that it first 
happens in your mind’s eye. Creative vision. If you are not working from 
creative vision, then you are doing nothing more than reacting to the 
situation. 

Though three days may seem like a long time to stay focused and work on 
a single image, this is nothing compared to another photograph of mine of 
another species from another place. 

In some ways, I cut my teeth as a professional photographer with the wild 

Though the original magazine I had been 
working for turned down the photograph, 
I did sell it to Ducks Unlimited for use on 
the cover of the annual report. 

Annual Reports such as these are a big 
score for photographers. Organizations 
pay absolute top dollar for cover photos 
because this single publication is supposed 
to encapsulate all of the success for that 
company over the last year. Thus, I made 
more from this one image, than I did for 
the original assignment.





horses of the North 
Carolina coast. Nick 
Nichols, the last of a 
dying breed of staff 
photographers for 
National Geographic, 
once said that the only 

way you will make it in this industry is by making something, some subject, 
your own; by beating it to death with your photography, by putting your 
blood, sweat, and tears into shooting it more and like no one else has ever 
given it the effort. When you think there is no good reason that any sane 
person could shoot that subject anymore, you go back and do it all again. 
Then, and only then, does the world take notice. 

I bought this hook line and sinker when I was getting started. Given where I 
lived, I had unapparelled access to these island horses. So, I poured my heart 
and soul into creating images of these horses. And people began to take 
notice. Print sales happened, TV shows happened, interviews and profile 
pieces happened, etc. 

Today, I can say I have probably spent more time than any other 
photographer chasing after photographs of these horses. And yet, I still 
have a list of ideas, of photos, that I am working down. Over the years, I 
developed a whole pile of concepts that I want to create with these horses. 
And even though I still devote a minimum of an entire month every year 
practically living off my boat photographing these horses, if I am able 
to check off just one of these photographs from my list, I consider the 
year to be a huge success. 

Such was the case with this particular photograph of a wild horse wading 
across a vast expanse of water at sunset. If you think three days is a lot, try 
waiting 5 years for a photograph to come together!

One of the things that make these island horses so unique in the world 
is how they have adapted to a world so dominated by water and tides. 
These horses spend a considerable amount of time wading and swimming 
to access food on various marsh islets. Hurricanes and nor’easters flood 
everything. And so, with my photograph, I want water. I want to capture 

images that emphasize the uniqueness of their semi-aquatic world. 

Five years ago, I set on the bow of my boat, while it was anchored against 
the tide, and watched as this particular area of the islands went completely 
under water. It was high tide, but that happens twice a day and I have never 
noticed this unique vista before. Looking up, I could see a full moon on the 
rise – which proved to be the key. Full moons and new moons create what 
we call spring tides. This isn’t spring as in the season, rather it is derived 
from the German word Springen – which means to leap forward. Thus, 
the high tide was significantly higher than usual and the whole of the place 
came underwater much the way that a nor’easter or hurricane would flood 
this world. 

As it happened, there were horses in the vicinity and the sun happened 
to be setting. There was no photograph to be made at the time. But the 
ingredients were all laid out on the table before me and in that moment the 
photograph I wanted to create came to me. 

Each year I spend the better part of May and half of September on the 
islands. Sometimes I throw a June into the mix as well. This gives me either 
two or three spring tides to work with for each trip. But, not all high tides 
are at sunset. The tide is driven by the moon, which swings round the Earth 
on a roughly 23 hour cycle. Thus, the tide varies by about 1 hour every day. 
If it is hightide at 6pm today, it will be roughly 7pm tomorrow. 

All of this left me in a situation in which I needed the moon to be in the 
right phase, the timing of the tides to be at the right time, the weather to 
be just right so as to allow for this orange glow, AND I needed horses to be 
here. A tall order for sure. 

The math behind this is quite easy to do. I am on these islands every May 
and September. In the spring, I am here for about 5 weeks. Each springtide 
(new and full moon) has about a three-day window in which everything 
comes together just right. So, this gives me two springtides each May and 
thus 6 days to attempt the shot. In September, I am only around for either a 
new or a full moon (one springtide) and so I get only 3 days. 

So, if we say I spent 6 days every May chasing this image for 5 years, 

If you think you have seen this photograph of the horse 
before, you are probably right. I used it as the cover of 
the Fall 2018 edition of the Photographer’s Journal. 

After 5 years of waiting, I am quite happy with the 
ressults of this image. 



that equals 30 days. And then 3 days in 
September for 5 years equals 15 days. Thus, 
all said and done, I spent a solid 45 evenings 
on a boat, waiting for this opportunity. Yes, 
wildlife photography has taught me much 
about patience in life.

How much time do you put into creating a 
single photograph?

This isn’t a contest of course. No metals 
are being handed out. We don’t even get a 
cookie unless we sell the photograph and 
buy the cookie ourselves.
Let’s go back to the wood ducks. But, let’s do 
it via the year 1926 and the publishing of a 
book entitled Art of Thought – The Model 
of Creativity. 

In Art of Thought, Graham Wallace broke 
down the creative process into 4 stages: 
preparation, incubation, illumination, 
and implementation. Wallace was a social 
psychologist and apparently guys like him 
sit around having creative thoughts and 
writing creative books about creativity. 
Sounds like a good job to me. 

Anyways, if we consider the story I detailed above about the creative process 
I went through to make this one image of a wood duck, Wallace’s 4 stages 
are glaringly obvious. 

First, preparation. I have already suggested that the better naturalist you are, 
the better wildlife photographer you can become. This is all preparation. 

Diving into the natural history literature on wood ducks and their swampy 
domains gave me ammunition. It filled my brain with factoids that would all 
come into play later. But preparation for this image was also the experiences 

of a lifetime of being in 
swamps, and the days 
spent on this assignment 
wading through the dark, 
waist deep in black water. 

All of this, the 
information, the books such as the Ecology and Management of Wood 
Ducks (which cost me 85 friggen dollars by the way), the pouring over 
and digesting of everything Cornell’s Laboratory of Ornithology has 
published about these birds, the watching, the observing, the listening, the 
experiencing – this is the preparation stage. 

As is often the case, when that window in the Universe 
does open up for you, there are many other beautiful 
photographs you can create. This particulr sceen unfold-
ed just moments before the stallion walked off camera 
stage left and waded out into the water and golden light. 



Stage 2 of the creative process is where all that stuff that goes into 
preparation moves to incubation. This is where it all begins to ferment 
together. It’s not a day by day process. It happens real time, with no hint of 
a mathematical formula. For me and my wood ducks, incubation began as 
soon as soon as I stepped into the first swamp during this project. I didn’t 
know I wanted a dark and moody image just yet. I just knew I wanted to 
capture wood ducks in the swamp. But it was everything that I had learned, 
and everything that I would experience during this process, that would lead 
me to the next stage: illumination. 

Now, I’m going to argue that the illumination stage was two-fold for 
me. On the one hand, I came to the realization that I wanted a dark and 
moody image to contrast the beautiful colors of the wood ducks while I 
was watching the canary yellow and royal blue flashes of color in the form 
of prothonotary warblers. On the other hand, it could be argued that it 
was when I saw light reflecting off the cypress trees and into the water. 
Some actually add an additional stage to the whole creative process called 
inspiration. And with this particular situation, I see why. Though it may 
have been the light reflecting off the trees into the water when the lightbulb 
went off as to the image I wanted to create, the prothonotary warblers were 
my inspiration to play dark off of vibrant color. 

Last, but certainly not least, is the stage of implementation. With a brain 
packed with ideas, fermented, incubated, inspired, and illuminated, I then 
set about working to create a photograph that danced around in my mind. 
If you have spent any amount of time thinking about creating a photograph, 
chances are, you can dissect the whole process just like the one above. And 
maybe that’s just it. You have to be thinking about photographs. You have 
be thinking about the ones you have already created and ask yourself what 
you would do differently if you could. You have to be thinking about photos 
you have seen that have inspired you. And most importantly, you have to 
be thinking about the photos you want to create. You have to begin creating 
them now, in your imagination, and then go about implementing them. 

This article is probably not for your typical amateur photographer. This is 
for people who want to understand how to take their photos beyond the 
trite and cliché. Photography is visual art, and art is the representation, 
the physical expression, of the artists creativity. Knowing all the technical 

stuff that goes into creating a photograph only allows you to step up to the 
starting line. What happens afterword is up to you. Once we break through 
this glass ceiling in terms of understanding, we find that we are limited only 
be the depths of our own creativity. 



Master Snow, 
Master Your Camera



It’s winter, and all across the 
northern hemisphere the 
landscape has slipped back into a 
reflection of the last ice age. Here 
along the fringes of the Greater 
Yellowstone Ecosystem, I stare 
out at a world cloaked in so much 
white. Snow is falling outside my 
office window and we have seen 
about 3 inches of new powder 

over the course of the morning. 

For many, such scenes would be a one-way ticket to a 

comfortable chair next to a fire with a book 
and a cup of coffee or tea. For me, a wildlife 
photographer, I am literally going out of my 
mind at being stuck indoors.

There is something romantic, something so 
nostalgic about the snow. You may not want to 
live in it, but you cannot deny the pull that its 
aesthetics has over you. Culturally speaking, 
we are drawn to it in art like a siren’s song. 
Art says a lot about our psyches, who we are 
as a people, where we have come from, and, 
according to Pulitzer prize winning Harvard 
biologist, E.O. Wilson, the evolution of our 
minds and culture. 

So why then, if snow in art is so appealing, do 
so many photographers need to pop a couple 
of Aspirins just from the mere thought of 
working with it? Photographing snow does 

not need to be as complicated as so many make it out to be. 
Yes, the rules change just a bit when photographing in snow, 
but a simple understanding of how your metering system 
works (the easy stuff) and the nuances of how light and shadow 
play across it (the subjective stuff), will allow anyone the ability 
to master the art of photographing snow. 

I cannot think of a situation that confuses more people (aside 
from flash) than photographing in the snow. Snow is one of 
those things where its inclusion in a photograph can catapult 
your images to new heights. It turns the mundane into the 
exciting. It adds a distinct mood and feel that speaks to us on 

Exposing for this coyote 
was quite easy given 
that this was an over-
cast day. Before the ca-
nine ever got into posi-
tion, I had spot metered 
off the snow and dialed 
in a +1.7 increase to my 
exposure viea the ISO



a deep level. But, if not approached correctly, if not exposed 
for properly, snow can be your worst exposure nightmare. 
One minute you are underexposed, the next, 3 full stops over 
exposed. 

In learning how to master snow, one also learns the intricate 
details of their camera. I have long held the belief that if you 
want to finally learn how to shoot in manual, if you have 
wanted to finally master all aspects of exposure, shoot in snow. 
Why? Because of one simple property of snow: it is white. 
In photography, we read our light meters and histograms to 
determine an appropriate exposure. Both of these are based 
off of so many shades of grey that lie between black and white. 
Our camera’s light meters do not see reds and yellows. Yes, we 
do have red, green, and blue histograms that read RGB color 
channels, and believe it or not, all of this plays into properly 
photographing snow. However, before we can think of color, we 
must learn to see in black and white just as our cameras do to 
understand how and why we should dial in some combination 
of shutter speed, aperture, and ISO to properly expose for any 
situation. 

The beauty of snow, is that it dispenses with the psychological 
BS of color. White is white. There is not subjectivity in this. 
White snow should not be grey, just as a polar bear should not 
be grey  (underexposed) or a black bear should not be grey 
(over exposed). By distilling everything down to black, white, 
and 253 shades of grey in between, we finally learn to see light 
and thus how our cameras read light. 

When I was a teenager toting a hand-me-down Canon AE1 
Program camera around, I devoured every book I could find 

about photography. Most were a complete waste of time and 
money. It was as if every nature photographer on the scene was 
simply regurgitating the same unhelpful minutia and spewing 
the same word vomit as the next guy. More often than not, ¾ of 
a book focused on what a tripod was and why big lenses were 
important for wildlife photography. The last ¼ would be mainly 
composed of arrogant self-congratulatory masturbation.   

And then, I began reading Ansel Adams’ book The Negative. 

This was unquestionably the best book about nature 
photography written in the 20th century. It changed the way 
I thought. It changed the way I photographed. It was simple. 
It was concise. It was immediately to the point. And buried in 
this book was his belief that the invention of color photography 
held back beginning nature photographers. 

There is so much psychology wrapped up in how we perceive 
color. So, when we look and think and photograph in response 
to color, we become ensnared in the trappings of our own 
perceptions. At the heart of everything in this unique art form 
we call photography, is light. This is what makes or breaks 
a photograph. This is what everything is built upon. And if 
we want to truly learn how to see and master light, Ansel 
Adams argued, we must first master the art of black and white 
photography before color. 

There has never been a more profoundly important statement 
made about photography, in my opinion. 

I took Adams to heart. I shoved aside all of my color slide film 
and rushed out to buy as many roles of Kodak T-Max 400 Black 





and White Negative film that I could afford. I learned how to 
develop my own film. I learned the dark arts of the dark room. 
And I spent the next year shooting nothing but black and 
white. 

Maybe you have heard me tell this story before, but it 
completely revolutionized my photography and it continues to 
shape how I see and create today. 
And herein lies the beauty of snow in the digital world. It forces 
us to see beyond the color of the landscape and subject and 
everything else that muddies up our ability to think and see the 
way our cameras do. It levels the perceptive playing field and 
forces us to think in terms of light above all else. 
But to learn how to see light, we must first understand how our 
camera meters for it.

18% Grey 

Today, the phrase “check your histogram” is something of a 
mantra that we all repeat to ourselves a few hundred times a 
day while in the field. However, there was a time when this 
word didn’t exist in the lexicon of photography. Moving back 
to a time, there was a different sort of mantra. In those days 
before digital technology had completely revolutionized art and 
media as we know it, we all spoke of “18% grey” or “midtone.” 

Ever heard this phrase before? Know what it really means? 
How it really works into your photography? 

The whole concept of 18% grey is a sure-fire way for me to 
force a glaze over the eyes of workshop participants. The 
mere mention of it can transform a snow coach full of excited 

photographers on a winter Yellowstone workshop into a silent 
mob trapped in a catanionic state. 

It’s unfortunate that we don’t talk about 18% grey or midtones 
anymore. This part of photography actually hasn’t changed. 
18% grey is still just as important as it was in 1985. Our 
metering systems are still based on this grey scale. Histograms 
are even based on this concept as well. 

So, what exactly is 18% grey and why does it matter?

18% grey is all about creating predictability.

In a world filled with a seemingly unlimited pallet of colors and 
tones of light, your camera has to make a predictable decision 
on what to suggest for the exposure. The key word here is 
predictable. You cannot have variation. If you cannot accurately 
predict that your camera will suggest a base exposure that fits 
within certain rules, then all photography would be worse than 
using a disposable camera. 

Without some measure of predictability, all exposures 
would be pure guess work that required a couple minutes of 
experimenting with to get right. Some of you who are reading 
this may feel that this is very much the case when trying to 
get a proper exposure. But, this is only because you don’t 
understand what your camera is trying to do with light, and 
what that light meter inside of your viewfinder is actually 
trying to tell you. 

Our metering systems have to make a decision between  255 
different tones of light and settle on one base exposure. And it 





has to do it the same way every time. 

This base exposure is 18% grey. 

Basically 18% grey is the perfect midtone. It is the midtone’s, 
midtone. It’s a fence sitting, neither white, nor black, kind of 
right smack dab in the middle sort of midtone. 

This means that your camera system is always going to suggest 
an exposure that makes the dominant tonality, or the reflective 
light coming from what you actually metered off of, 18% grey. 

Now, 18% grey is based on a grey scale. This of course can 
be applied to any color out there. It’s just that when we are 
speaking in terms of light and our cameras, it’s easier for use 
to speak in grey scale because that is how our cameras are 
ultimately reading the light. Your camera’s light meter is not 
seeing canary yellow or candy apple red. Everything is simply 
black, white, or shades of grey. 

So, if our metering systems always set a base exposure of 18% 
grey, then we know that we have some adjustments to make 
in order to render black as black or white as white (or yellow 
as canary yellow for that matter). By predictably basing the 
exposure off of this midtone, we always know exactly what 
our cameras are going to do. This then allows us to approach 
setting an exposure with deadly accuracy. 

With this whole notion of 18% grey then, we know that if we 
have a predominantly black scene – say a black bear filling the 
frame – then this black bear is going to be rendered as grey. 
Likewise, if we have a predominantly white scene – such as 

when photographing in the snow – then our snow is going 
to be rendered as 18% grey. In order to make that black bear 
black, we must reduce our exposure by taking away light. In 
order to make that snow white, we must increase our exposure 
by adding light. 

Understanding 18% grey is what will allow you to walk up to 
a snow-covered landscape under a grey sky and automatically 
know you need to go ahead and add 2 full stops of light to your 
exposure!

Light Meters

Have you ever paid attention to all that information floating 
around inside of your viewfinder? Some of it is just telling you 
exactly what you have dialed in for shutter speed and f/stop. 
That stuff is important. But, for the sake of reading and setting 
your exposure based on the light, what is even more important 
is the light meter in there. 

Your light meter is divided up into 1/3 stops of light. Smack 
dab in the center of the meter is zero – which actually translates 
to 18% grey. If you adjust your exposure to where the pointer 
on the light meter lines up with this spot in the middle, it 
means that whatever tone of light your camera is metering will 
be exposed as 18% grey. This means grey snow, grey polar bear, 
grey snowshoe hare, grey wedding dress, etc. 

Looking in either direction from the middle of the light meter, 
you will notice small dots / lines and then larger dots / lines. 



The small dots equate to 1/3 of a 
stop of light. The big ones represent 
1 full stop of light. So, if you change 
your shutter speed for instance, and 
the pointer moves over to the first 
small line to the right of center, this 
means you have added 1/3 of a stop 
of light. Likewise, the next line over 
means 2/3rds and the next 1 full 
stop. 
All of this works in reverse as well, 
of course. Change your shutter speed 
/ aperture / or ISO and suddenly the 
light meter indicates the small line 
to the left of center, and you know 
that you have reduced your exposure 
by 1/3 stop. 

It is easy to assume that the whole 
light meter and 18% grey thing can 
be ignored, that one can opt for 
reading the histogram instead. If 
you are under exposing your images, 
then there is some truth to that. If 
you understand that each column 
on your histogram represents 1 full 
stop of light (roughly) then you can 

take a test shot, look at the histogram, and make a judgement 
call as to how much light you need to add to the exposure to 
properly expose to the right. However, if you are over exposing, 
the histogram is no use to you other than letting you know that 
you are blowing out your highlights. To correct your exposure 

Nikon and Canon have slightly 
different looking light meters 
inside the viewfinder. However, 
they function identically. 

In this example, you will notice 
that Nikon has the + symbal on 
the left while Canon is on the 
right. This is an older example. In 
cameras created since the Nikon 
D800, the light meter set up the 
same way that Canon’s is, which 
is much more intuitive.  

Snow Exposure Guide 
spot metering

Sunny

Nikon systems: 
+.3 to +.7

Canon systems: 
+1 to +1.3

Light Overcast

Nikon systems: 
+.7 to +1.3

Canon systems: 
+1.3 to +1.7

Overcast

Nikon system:s: 
+1 to +2

Canon systems: 
+2 to +2.7 





when over exposed like this takes some experimentation to get 
just right. But, when a bobcat is crawling across a log jam at the 
edge of the river in front of your lens, you don’t really have the 
time it takes for experimenting with your exposure. You need 
to be able to nail a perfect exposure in a matter of seconds and 
get to shooting. 

Metering Pattern 

Now that you understand how and 
why your camera’s metering system 
works the way it does, the next 
step is to understand that you must 
actually tell your camera where and 
what to meter off of. 

Nikon and Canon have really 
come a long way with their broad-
spectrum metering patterns. By 
this I mean 3D matrix (Nikon) 
and evaluative (Canon). These 
metering patterns size up the entire 
scene and make a decision based 
on all the different tones of light 
given. These are getting more and more accurate with each new 
generation of cameras. 

However, by their very nature, matrix and evaluative metering 
will almost always fall flat on their face when it comes to tricky 
lighting scenarios. It is for this reason that your camera still 
comes with other options for metering such as “spot” and 
“center-weighted.” And photographing in the snow happens to 

be one of those situations where your camera is going to fail 
repeatedly, and predictably, in matrix or evaluative metering 
modes. 

If matrix or evaluative metering patterns are taking a reading 
from the entire scene, your spot meter on the other hand is 
only taking a reading from an area about the size of your AF 
sensor point in the viewfinder. Given how small the spot meter 
is, this option allows us to be much more precise in telling 

our cameras what part of the 
composition we want to meter off 
of.

All Nikon cameras come out of 
the box with the spot meter linked 
with your focus sensor point. 
This means that when I move my 
focus point around inside of my 
viewfinder via the thumb pad or 
little joystick, where my camera is 
metering will move with it. 

Canon systems are a bit different. 
The pro-model Canon cameras 

come with the spot meter linked as well. The other bodies 
however have the spot meter set right smack dab in the center 
of the viewfinder. You can go in and link this through custom 
functions in the newer models though – which I highly 
recommend doing. 

Where to Meter 







In 99% of all situations you are going to encounter, the most 
important part of the exposure equation is making sure you get 
the highlights right. This means that the brightest areas of your 
composition will almost always be the part that you need to be 
the most concerned about. We all know what it is to overexpose 
our photographs to the point of blowing out the whites or 
bright areas. When this occurs, the photographs are typically 
useless and quickly find their way into the trash. 

In most situations, the easiest thing to do is to stick your 
spot meter on the brightest area of snow that will fall in your 
composition. From here, remember that what we meter off of 
will come out as a midtone. So, we know that we will need to 
change our exposure from what our camera recommends. 
Really though, this isn’t even a recommendation by your 
camera. When the little meter inside of your viewfinder is 
zeroed out in the middle, this is not so much as a suggestion 
as it is a simple statement. A statement saying that at this point 
what you are metering will be a perfect midtone. So, if it is 
snow you are metering off of, when the light meter is set to the 
middle, the snow will be grey. If you want it lighter than grey, 
if you want it white, you will need to increase your exposure by 
adding light – for which you will see a corresponding change 
on the meter in your viewfinder. 

This can be done by using a smaller f/stop, a longer shutter 
speed, or a higher ISO. Each click you feel when rotating 
the dial you are using to adjust one of these settings, will 
correspond to a 1/3 stop change in your exposure. If you need 
to add 1 full stop of light, rotate the dial until you feel three 
clicks. (1 click is 1/3rd, 2 clicks is 2/3rds, 3 clicks is 1 full stop). 
Likewise, if you need 2 full stops, rotate until you feel 6 clicks. 

Adjusting your exposure by clicks is just a simple tip that let’s 
you know how much light you are adding or subtracting with 
just the feel of the click through your finger. More often than 
not, I find that this just speeds up the process. Once I know I 
need to add 2 full stops of light, instead of slowly adjusting my 
exposure until I see the light meter read that it is at 2 stops, I 
can just turn my dial until I feel 6 clicks. Just remember that 
you need to know exactly how much light you must add or 
subtract first by looking at the light meter.

If you remember nothing else about the light meter, at least 
let the fact when the meter is pointing at zero (or the middle) 
THIS ONLY MEANS THAT WHATEVER YOU ARE 
CURRENTLY METERING OFF OF WILL BE EXPOSED AS 
A MIDTONE WITH THE GIVEN EXPOSURE YOU HAVE 
ALREADY SET. That’s it. Nothing more. Nothing less. Your 
light meter simply shows you where 18% grey is, and then let’s 
you see how much or how little light you are dialing in to your 
exposure from there. 

Keeping you Exposure Set 

One thing that often confuses folks on my Winter Yellowstone 
workshops is that when they spot meter off the brightest part of 
the snow, then recompose – everything changes. 

The reason that your exposure changes is because your 
camera is constantly metering off of whatever your spot 
meter is pointing at. This means that if I aim it at the snow, 
then recompose for my bobcat, the spot meter is now hitting 
something that is a different tone of light. If you are shooting 
in aperture priority, shutter priority, or auto ISO, this can be 





a problem because your camera will change your exposure 
settings automatically. 

In order for you to keep that exposure where you want it, you 
must do one of two things. You can shoot in manual – which 
is by far the easiest way of photographing when using the 
spot meter. Or, you can use an exposure lock button which is 
typically labeled as AE-L or AE. You may need to read over the 
manual to your camera to figure this one out as not all cameras 
come with a designated AE-L button and this must be assigned 
to a button through your custom menu. 

Let’s face it though. Hands down, it’s just easier to shoot in 
manual. You point your spot meter at the brightest spot of the 
composition and adjust from there. And as long as the lighting 
scenario does not change in your composition, you will nail the 
exposure with every shot. 

Scared of shooting in manual? Get over it. It is much simpler 
and much more accurate than using aperture priority. 

In aperture priority (AV for Canon), you are setting your f/stop 
based upon the amount of depth of field that you want. When 
you adjust your exposure compensation, you are actually just 
adjusting your shutter speed. And when your shutter speed 
is too low for the situation, you change your ISO to get that 
shutter speed up to where you need it. 

Shooting in manual is actually easier because it takes out the 
changing variables. Set your aperture for the depth of field you 
want. Set your shutter based upon the anticipation of action. 
Adjust your ISO until your light meter is where you want it to 

be. 

THAT IS IT!

More often than not, once you have an f/stop and shutter speed 
you want for the given situation, with modern cameras, you are 
only adjusting the ISO as your exposure changes. 

Snow does not have to be difficult to photograph in. As long 
as you understand how your metering system works, what you 
should be metering off of, and how to lock in that exposure, 
you will have no trouble with snow at all. 
I firmly believe that photographing in snow will make 
you significantly more proficient at the technical side of 
photography. Snow forces you to learn the ins and outs of your 
camera system. It forces you to understand metering systems, 
histograms, 18% grey, spot metering vs matrix / evaluative, and 
become more efficient at putting it all together in the camera. 

White Balance

One thing that can be a bit different for many photographers 
when photographing in the snow is the color temperature. 
Most of us nature photographers have become quite 
accustomed to relying on auto white balance. There was a 
time in digital photography, of course, when this setting 
wasn’t worth a damn and we all relied on setting our white 
balance manually through Kelvin. However, over the years 
each new generation of camera body gets better and better. 
Now, the tendency is to set it and forget. So much can be done 
in Lightroom or ACR (Adobe Camera Raw) to adjust white 
balance that we have become completely reliant on accepting 



whatever the camera suggests and then simply tweaking in 
post. 

Snow is a different animal. 

Have you ever noticed that you have 4 different histograms 
on your camera? The histogram that is always referenced or 
used when gauging exposure is what’s know as a luminance 
histogram. As the name suggest, it is a reading of the 
luminance, the light, in your exposure. But there are three 
others in there: red, green, and blue. 

If you don’t see these when you look at the back of your 
camera, it’s because you haven’t told your camera to display 
them. If this is you, don’t worry – I’ll show you how to do that. 
But before I do, let’s dive a little deeper into exactly why you 
need the RGB histogram… 

The RGB histogram shows us a measure of the red, green, 
and blue channels. Technically speaking, these are the only 
colors your camera actually records. And it is a combination 
of these in one of a seemingly infinite number of possibilities 
that produces the colors that our eyes actually see on the back 
of the camera or on the computer or in a print. And just like a 
luminance histogram, it is entirely possible to blow out one of 
these color channels. 

This matters greatly. And it happens on a regular basis in the 
snow. 
Most photographers may be a bit more familiar with this 
happening in a sunrise or a sunset – though they may not 
realize it. 

Have you ever photographed an explosively beautiful sunrise? 
One where reds and oranges fill the sky and it would seem as if 
all of the magic of the universe is on display for you right here 
and right now across the heavens? This is one of those almost 
guaranteed situations where you will probably end up blowing 
out your red channel. 

You probably wont see this with your eyes on the back of the 
camera. When you look at your histogram, your luminance 
histogram that is, everything will look just fine. No blinkies will 
blink if you have highlight aware turned on. No. You will have 
no idea this has happened until you return home and pull up 
your photograph in Lightroom or Photoshop. 

As you begin to make adjustments, maybe on the exposure, 
maybe with curves, maybe with your highlight slider, you will 
begin to notice that there are blobs in your sky that don’t really 
seem to change with your adjustments. As you tweak your 
photograph, you see that sometimes large, sometimes small 
swaths of your sky have not detail in the clouds. They are most 
certainly red, but it is literally a flat red section with no detail, 
no variation, and that does not really respond to changing 
or tweaking various things in the photograph that would 
otherwise reduce the brightness of that area. 

Has this happened to you? 

If you can answer yet, then you have blown out your red 
channel and there is absolutely nothing you can do about it. 

This is just like blowing out your whites or highlights. You find 





you have a swath of bright area in your photograph that is just 
white. It has no detail. Nothing you do makes a difference on 
this spot. And if you are actually able to adjust things enough 
to tone it all down, everything about it looks fake. 
Your RGB channels are the exact same way. 

Back to the snow. 

Rarely will you find yourself in a situation where you are 
blowing out your red channel when photographing in the 
snow. Instead, it’s your blue channel you need to fret over. 

Snow reflects blue light like it is nobody’s business. You and 
I have evolved to ignore most blue light, to not pay attention 
to it, to kind of look past it. Sure, we see it in the sky or the 
color of the water, but this blue light is all pervasive and is 
everywhere. And in the snow, it is all magnified in such a way 
that you will routinely blow out your blue channel if you’re not 
careful. 

Just like the reds, when you blow out the blues, you end up 
with swaths of unnatural looking chunks of your composition 
with no detail left. Unlike the reds however, which you can 
sometimes get away with when it happens in a nuclear sunrise, 
the blue of the snow means that you lose all detail in your snow. 
In fact, it tends to be otherwise white areas in a composition 
such as snow, or the white fur of a red fox, for instance, that 
reflects this blue light. What this means is that if you blow 
out your blues, even though you have retained detail in your 
highlights, you will have no detail in those areas of white that 
was reflecting the blue white and may have just as well blown 
out the highlights anyways!

The way we compensate for all of this blue light in the snow is 
through adjusting our Kelvin white balance. Kelvin is denoted 
by a “K” and you change a number with it to make it warmer or 
cooler. 

Kelvin is a measurement of temperature. But this is an absolute 
measurement of the thermodynamic temperature scale. It is 
useful in measuring things that go beyond comprehension 
with Celsius or Fahrenheit. Zero degrees Kelvin is the point 
at which it is so cold that all energy stops and nothing can 
exist. Remember, even rocks have energy. Matter is made up of 
vibrating molecules and atoms. Everything we can see, touch, 
smell, or taste, is therefore fueled by energy and is the only 
reason all of it actually exists. At zero Kelvin, it becomes so 
cold that all thermodynamic energy stops. This doesn’t happen 
on our planet and can only, theoretically, be found far out in 
the emptiness of the universe where even dark matter does not 
exist.  

Ok. Nerdgasm over. 

In regards to the temperature of light of light and therefore 
in regards to the temperature of our photographs, the higher 
the number we dial in here, the warmer we make everything 
in color. Conversely, the lower the number, the colder it all 
gets. Colder and warmer. These are subjective. Technically, 
scientifically, blue is warmer than red. But for the non-
scientifically pedantic, gold / red / yellow / orange is warmer 
than blue. And so this is how it all unfolds in our white 
balance. 



Your camera’s Kelvin scale only goes up to 10,000. On a normal 
sunny day, without an insane amount of blue light, dialing in 
a 10,000 Kelvin setting would turn your images gold or orange 
and create the illusion that your photograph was taken in the 
very last minutes of light with a golden glow to all of the light. 
Likewise, if you dial in a setting of 2,500, this creates a strong 
blue cast to your light giving you a midnight look. 

So just how much blue light is there bouncing off of the snow? 
On an overcast day in the morning, I find that I often need to 
dial in a Kelvin setting of around 9,000! A normal sunny day 
without snow would be closer to 5500. But with so much blue 
light, you need to warm up the white balance by huge extremes 
to counter it all. Typically, my Kelvin white balance floats 
around between 6000 – 9000 when I am photographing in the 
snow. 

Auto white balance wont do this for you. There are parameters 
built in for it to not go too crazy and so anytime you are 
shooting with a lot of red or blue light, you will quite often 
blow out these color channels when shooting in auto white 
balance. 

Ironically, this doesn’t ever seem to happen with the green 
channel. I have never found a single situation where I blew out 
the greens UNLESS I was already blowing out my whites on the 
luminance histogram. In fact, the green almost nearly mirrors 
the luminance histogram exactly. Subtle variations exist of 
course, but they are quite subtle. With most Canon cameras, 
you cannot display all four histograms at once (luminance + 
RGB). And so I suggest that photographs gauge their exposure 
in the snow by watching the green histogram and set they 

white balance be watching the red and blue. 

All of this can be a bit confusing. 

Yes the RGB histograms are just that, histograms. They do 
represent the amount of light you are recording just like the 
luminance histogram. However, you never ever ever ever ever 
set your exposure by using the red or the blue. 

First things first, you follow the advice I give in the first section 
of this article about getting your exposure right in the snow. 
Then, and ONLY THEN, do you look at the blue red and blue 
channels. If either one of them are touching the right side of 
their respective graphs, you adjust your white balance up or 
down accordingly. 

Step one: exposure
Step two: white balance. 

Do not confuse this order. You look at and adjust your white 
balance first, then you don’t actually know if the problem is 
really the fact that your over exposing. So, get the exposure 
first, then look at color. 

If you do not see the RGB histograms on the back of your 
camera, this is how you set it up:

Nikon
Go to your Playback Menu
Select Playback Display Options
Select RGB Histogram
Hit OK.  



I would also recommend that, if you have not done so already, 
go ahead and also select: Focus Point and Highlights as well. 

Canon
Go to Playback Menu 3
Select Histogram
Select RGB
Press Set

Again, with Canon, if you cannot display both the luminance 
histogram and your RGB histograms at the same time, a quick 
work around for this is to look at the green channels histogram 
and use this as if it were your luminance histogram when 
setting your exposure (shutter speed / aperture / ISO). This 
will allow you to have one screen to look at instead of toggling 
between different screens. 

Snow presents a number of unique challenges, but there is no 
reason in the world that they should hold you back or slow you 
down. The beautiful thing about snow, other than the snow 
itself, is the fact that it will teach you the nuanced details of 
how your camera reads light and how to properly expose for 
that light. It also forces us to see color in a whole new way and 
it cuts the ambilocal cord of dependency on auto white balance. 

When you lace up your snow boots and wander out of doors, 
you have to leave all of your lazy photographic habits behind. 
Margins of error are smaller. But this isn’t a bad thing. By 
forcing us out of lazy habits, it also forces us to master the 
technical sides of photography. 

This is an iPhone capture from the back of my Nikon D5 
showing the RGB histograms along with the Luminance 
histogram. Note that it would appear all but the blue 
channel is touching the right hand side. When reviewing 
the “blinkies” or what is really called the Highlight Aware 
feature, Only a few specks of the snow were showing up as 
blown out. 

You have to remember though that both the image you are 
looking at on the LCD AND the image that your camera 
sources the histogram data from are low-res jpeg files. This 
means that you have greater dynamic range in your actual 
raw file than what you see here. Thus, small amounts of 
“blinkies” will not show up in the final image. In general, 
you have about 1/3rd of a stop’s room between just starting 
to see highlight clipping and actually losing data in your 
whites. The key to remember though is that this is only a 
rule of thumb and only when you find a few small spots 
blinking. 





Travel Savvy



Let’s face it. Traveling on a plane with a bunch of photog-
raphy gear sucks. There is no other way to put this. It’s just 
a real pain in the butt. Really, that’s traveling by plane even 
without camera gear these days. But, add in all the gear – 
plus the laptop and hard drives and everything else that 
travels with the modern-day nature photographer, and you 
quickly find yourself in a juggling act. 

Part of the problem with the way we travel is the limitation 
on what we can carry with us. This statement is twofold. On 
the one hand, you have the amount of gear that you actu-
ally convince someone to let you bring on board the plane. 
Carryon bags for domestic flights are limited. International, 
even more so. On the other hand, you then have weight of it 
all. Can you lug it through airports? Hang on to it all during 
long delays. Load it all up and drag it into airport restrooms 
with you?

Me, when serious wildlife photography is at hand, I am trav-
eling with a minimum of a 600mm f/4 lens and 200-400 
plus bodies. Now, I can kind of sort of get most of that into 
a Gura Gear bag – which was specifically designed to handle 
two big telephotos in carryon size. But there is a bit of fena-
gling with the camera bodies to wrap them in bubble wrap 
and slip then on top or beside the lenses. And I still end up 
with gear stuffed down into a laptop bag. 

But what if I want to bring other lenses as well? What if I want to bring flash 
equipment, macro equipment, a 70-200, and the like? What if I need to 
bring a drone with me? 

For years I crammed my gear down into a single bag plus whatever extras I 
could slip into my computer bag. For years I found myself renting or ship-
ping additional equipment I couldn’t live without. And then I worked on a 
three-part BBC documentary in 2014, and everything changed. 

The first day I met up with the crew, I counted 20 hard plastic Pelican Cases 
full of equipment. You see, videography is a bit different than photography. 

Think your equipment is big and 
heavy and expensive? A single 
fluid-head (tripod head for vid-
eo work) often weighs as much as 
20lbs and costs $15k. And these 
types of fluid heads may or may 
not travel in their own case. Then 
there are the $15k tripods that 
come in hard cases. $50k video 
cameras. And lenses such as Can-
on’s 50-1000mm cinema lens that 
comes in at $75k. You read all of 
that correctly. 50-1000mm and 
$75k are not typos. Let it suffice 

Everything I need for 3 weeks in Alaska, packed 
up in the back of my Land Cruiser and getting 
ready to head to the airport. The giant box on 
the bottom is a Pelican Case and contains all of 
my photography equipment. The smaller box 
on top is made by HPRC and contains my drone 
equipment. 

The large Pelican Case on the bottom has about 
4 inches of foam padding around my LowePro 
600 Trekker bag. 

Before flying out of Anchorage to remote lodges 
on bush planes, I leave the hard cases at the 
Courtyard Marriott Airport for safe keeping. 



to say that when you pick up these guys from the airport, they have a huge 
stack of hard plastic cases filled with half a million dollars’ worth of equip-
ment inside. 

When it comes to moving this much equipment, there is simply no way it 
is all coming on board the plane. And FedEx doesn’t exactly deliver to the 
middle of the Amazon.  

Ironically, after finishing up with the BBC project, I found myself flying 
back home to Jackson Hole (where I was living at the time) and bumping 
into Tom Mangleson out front of the airport. Tom was packed and ready for 
a month in Africa, and when I found him, he was standing next to a near-
ly 6-foot-tall stack of Pelican Cases. We chatted for a few minutes as I com-
pared notes on how he liked to pack his gear, and as it turned out his meth-
od was exactly the same as the BBC Natural History Unit. 

From that moment on, I began doing the unthinkable. I began checking 
all of my camera equipment. I rack up a lot of air miles each year and my 
equipment always flies in the belly of planes. This isn’t just domestic flights 
around the country. No. This is all over the world. The results? I wish I had 
saddled up to this idea a whole lot sooner. 

For starters, travel is simpler now. I carry my pilot’s bag (which I reviewed 
last spring) on the plane with me, and nothing else. In the pilot’s bag you 
can find my laptop and hard drives and a change of clothes (just in case) and 
one camera body with one lens (just in case). But this is all I carry through 
airports now - a single shoulder bag. And given the amount of travel I do, 
let’s just say the whole thing is quite liberating.

As I began putting this article together, I realized that you might be better 
served if I brought in at least one outside opinion on the matter. So, I decid-
ed to reach out to a good friend and colleague of mine from the UK about 
his experience traveling with Pelican Cases. You see, if anyone is going to 
have had a bad experience somewhere in their history of traveling with 
camera equipment under a plane, it’s going to be this guy. John Brown is a 
camera man for the BBC Natural History Unit. I actually forget how many 
EMMYs he has won now, but let it suffice to say that it’s a whole lot. Way 
more than 10. He’s worked on a few films you may have heard of. Stuff like 

Planet Earth II, Life, Frozen Planet, Dynasties, etc. This man has traveled 
millions of air miles on assignment for the BBC. 

“It’s amazing really, I’ve probably travelled with 20+ cases 7-8 times a year 
for 25 years and never had a case lost,” John told me. And only once has he 
had any sort of damage to his equipment – and this was minor. 

They key to flying with Pelican Cases, or any other hard case for equipment, 
is to understand how it is all supposed to be packed in there. I’m not talking 
about using the camera bag style dividers that companies like Pelican sell as 
an insert. No. When I travel with my gear in these hard cases, I do so with 
my entire camera bag set down inside of the case. 

The first step is to make sure you are working with a hard case that is large 
enough to accommodate your camera bag but offers a few inches of extra 
space around the bag. Pelican gives you the option to purchase these things 
empty, or with what they like to call their pick-and-pluck foam. The pick-
and-pluck is nice because you can essentially cut out a hole in the middle of 
it for your bag. However, it is also a bit cumbersome to work with overtime 
because repeated use means that slowly but surely, little foam columns begin 
to break off and the hole gets larger and larger. Instead, folks like Tom Man-
gleson and Frans Lanting have spent years simply filling the gaps around 
their bags with clothing. 

The BBC goes a step further and has custom closed cell foam inserts made 
specifically for their cases. Although I keep referring to Pelican Cases here, 
there are a number of different companies that make these hard cases for the 
industry, and one in particular, HPRC, is really leading the industry right 
now thanks to their custom inserts. HPRC, which stands for High Perfor-
mance Resin Cases, has become the case of choice for the BBC. Personally, 
I have an assortment. Pelican Cases, HPRC, and Nanuk are the main ones. 
You can get these custom foam inserts through all of these companies now. 
But the BBC is almost exclusively HPRC. 

Most of these closed cell foam inserts are laser cut for specific equipment. 
Lenses, camera bodies, specific accessories for instance. I use these with 
some of my video equipment that permanently lives inside of hard cases. 
But when it comes to photography, I prefer to have my entire backpack in-



Here is a completely empty Pelican 
1650 Case. I keep the foam pad 
in the bottom and top. This is 
probably the best all purpose sized 
case that Pelican makes. I have 
had this one for a decade or longer 
and it has traveled all over the 
world. 

Just remember that when using 
a Pelican Case like this, you need 
to make sure you can still stuff 
padding around your bag. 

Feet are for size comparison. =)



This is a LowePro trekker 600 camera bag placed inside of the Pelican 1650 Case. The bag contains a 600mm, 200-
400mm, D5 body, D810 body, a 24-70mm lens, a 1.4 TC, and various batteries, XQD cards, and other accesories. 

Around the bag, I have stuffed a blanket, and a couple Patagonia jackets. You can see on the left that there is room for 
more padding which I would add when traveling. 

This case is the smallest case that will actually hold this camera bag and its contents. I do have to remove the lens 
hood on my 600mm when using this particular Pelican Case as it is too tight to accomodate the hood without having to 
really smash everything down to fit. 



side the case because it is easier 
for me to travel in the field this 
way. 

By keeping your equipment in-
side of a camera bag, you not only 
have a convenient way of carrying 
your gear once you have reached 
your destination, but you also 
have an initial layer of protection 
around your equipment. Inside of 

the bag, many photographers like to take an extra step and wrap lenses and 
cameras with a layer of bubble wrap as well. This is not a bad idea, but it can 
get a bit messy when TSA goes into your case to make sure you’re not trans-
porting bombs. With that said, however, most likely TSA will unravel one 
lens, confirm that the gear is indeed camera equipment and then re-wrap 
the lens and put it back.

For many, TSA is probably one 
point of anxiety in this whole 
thing. You know there is someone 
out there who is going to open 
the case, inspect your equipment, 
and then you have to trust that 
they actually put everything back 
the way they found it. In my ex-
perience, I have never once had a 
problem with TSA, customs, and 
even security in tiny third world countries on local airlines. In the words of 
John Brown, “it’s amazing really.” 

With gear paced securely in camera bags, and then some sort of cushion-
ing wedged in between the sides of the case and that bag, your equipment 
is at this point quite safe from damage. Pelican Cases are designed to hold 
up against the very worst you can throw at them. They are water tight. They 
float. You can drive a truck over them. The only real consideration is dam-

This is one of my Nanuk Cases with laser cut 
closed cell foam insert custom designed for 
carrying and protecting my DJI Osmo that I 
use for first person style video work. 

Nanuk is a newer company on the market. I 
like their cases quite a bit and appriciate the 
unique locking mechanisms on the latches. 

This is my DJI Phantom 4 drone inside of a 
laser cut foam insert by HPRC. I have a couple 
of these cases - one with wheels and the other 
without. One nice thing about using these 
custom inserts  like this, is that they can be 
pulled out, with all of the gear intact, and the 
box used for other things. My other HPRC of 
this same size accomodates my Lowepro Trekker 
400 backpack nicely - which contains all of my 
macro and flash gear. 



age from shock, and this is why we take several steps to 
cushion the equipment by using bubble wrap, a camera 
bag, and additional padding around the camera bag. 

Now, once all is in place, I create a letter addressed to TSA 
and / or customs which I then place on top of my camera 
bag. There is nothing fancy here. I simply start out with 
a cliché “Dear TSA,” and then go on to explain that the 
equipment inside is all camera gear. Some folks like to list 
the equipment. I don’t. I just tell them the basics and then 
ask them to please use the provided zip-ties to re-secure 
my case. And on the paper, I have 4 zip-ties loosely taped 
there for them to pull off and use. 

This part about zip-ties is important. I don’t use locks. 
TSA locks regularly break off of luggage. And if you are 
dependent on these to secure your equipment, then your 
luggage may arrive unsecured. Zip-ties are a complete-
ly different story. Zip-ties are cheap, and they don’t acci-
dently break off when under the plane or being shuffled 
around by baggage guys, AND they have the added bene-
fit of being a bit more difficult to remove than a TSA lock 
– believe it or not. 

Pelican Cases are heavy even when they are empty. Add to 
this your camera bag and the weight goes up. Right off the 
bat, your hard cases are being handled different than all of the other luggage 
going under the plane. You get a sticker claiming that it’s HEAVY. You get 
a sticker noting that the contents are FRAGILE. Both of these result in dif-
ferent transport protocol. And from the condition of the outside of my hard 
cases, it would appear they are handled much more gently than my actual 
duffle bags. 

With weight comes cost though. However, even with the largest Pelican 
Case I own, one that I could smuggle a small family in, the final weight still 
does not surpass 70lbs. 

Me, I like to fly Delta and Alaska. And what I often find is that taking the 

first class upgrade pays off big time 
in terms of the number of bags I 
travel with and their weiht. On in-
ternational flights, Delta allows 
business class (called first class on 
domestic flights) 3 free bags up to 
70lbs. On domestic flights, Delta al-
lows for 2 free bags up to 70lbs. This means that I can get at least a couple of 
large Pelican Cases on the plane for free with the added benefits of travel-
ing first class – you know, like not being kicked in the back, or having peo-
ple fall asleep on you, or people pulling themselves up by your seat back, or 
people laying their seat in your lap, or having all the leg room a 6’3 travel-
er could ever want, and free alcohol, legit meals for free, priority boarding, 

I even have a Pelican Case that I use 
for traveling with full size hard drives. 
Understand though, that I do not put hard 
drives like this in the belly of the plane. 
For my typical travel, I carry LaCie Rugged 
Drives that are kept in my computer bag. I 





Once I have placed my note to TSA 
with attached zip-ties, I then shut 
and secure the case. I prefer to use 
2 zip-ties per grommet. Most hard 
cases come with 2 of these security 
grommets designed for locking your 
case. Some of mine have as many 
as 4. However, I see no reason to 
waste that many zip-ties. You can 
certainly get by with one zip-tie in 
each grommet. However, I prefer the 
extra security of 2. 



getting your luggage first, free 
movies, and overall just being 
able to travel with a bit of com-
fort and little to no hassle in an 
otherwise very stressful form of 
transportation. 

Back to the hard cases. 

This method of transporting my gear has never let me down. The BBC does 
it. Nat Geo does it. Guys like Mangleson and Lanting have been doing it for 
40 years. This is standard protocol when it comes to traveling with equip-
ment the world over. Yes, I have insurance on my gear. North American Na-
ture Association has a great plan. So too does PPA. You may even be able to 
put it on your home owner’s insurance. Really, if you own a camera and lens 
combo that cost more than most used cars, you should have insurance re-
gardless of travel plans. Additionally, I always purchase travel insurance for 
my flights as well. 

Are their times I fly without Pelican Cases? Well, it has been a while. My 
first thought is to say, “sure I do.” But, as I start thinking this through, I ha-
ven’t done so in years. I carry my 600mm and 200-400 as part of my stan-
dard wildlife photography kit. There is only one carryon sized camera bag 
that can hold these two lenses, and that is the Gura Gear 32L. With this bag 
I can squeeze, and I do mean squeeze, a 600 and 200-400 in there. I have to 
remove my lens hoods and pack them under the plane though. And any ad-
ditional gear has to be placed in my laptop bag such as camera bodies, flash-
es, or additional lenses. It’s kind of a pain in the ass. I have one of these bags. 
And it works. And it especially works if I’m not trying to travel with some-
thing as large as a 600mm lens. But it is really nice to not lug 30lbs around 
on my back, and 20lbs on my shoulder through airports, to the restroom, 
and having to keep up with it all during long delays. 

I am fully aware that the mere thought of packing your gear under a plane 
is probably enough to send you into heart palpitations and reaching for the 
bottle of Aspirin. I fully realize that these words will be lost to many because 
98% of you could never dream of doing something like this. But, for the 2% 
of you out there, those few and courageous, those who struggle to figure out 
what NOT to bring, those who find themselves so limited by carryon, those 
who want to travel with more gear, and drones, and video equipment, this 
method will change everything for you. It will free you. 

Now a days, assignments and workshops and travel are simplified for me. 
I have stacks of these cases in my office ready to go. Am I traveling to the 
tropics? I grab these two cases. Am I traveling to Alaska for a month of 
work with bears and whales and boats? I grab these those three cases. Of 
course, this is a unique reality for me and my lifestyle and profession. How-
ever, there are bits and pieces of what folks like me do and how we do it that 
can be adopted and worked into your travel. And this is what the Travel 
Savvy section is all about, right? 

Not convinced? Click the video above to watch 
Pelican Case’s Torture Tests. Pretty impressive! 

Clicking the link will transport you to YouTube

https://youtu.be/vF4aqFwqYC8


Photo Critiques . . . 





Photo critiques are an integral part of advancing as a photographer. We toil 
for years, learning the nuances of the craft, mastering the technical, inching 
ever forward as we create our own unique style. For most, this is a solo jour-
ney. One with little feedback from the outside world. There was a time when 
a host of different website functioned to help give critiques to aspiring pho-
tographers. Then Facebook replaced feedback. And we got something dif-
ferent, something less useful, something altogether hollow, and sad. 

With each edition of the Photographer’s Journal, we select one of our read-
er’s images for an in-depth critique. This isn’t necessarily for the faint of 
heart though. If all you want is instant gratification, you can use Facebook 
to revel in likes. Here, within the pages of the Journal, critiques are serious 
business. Each image we choose is dissected and showcased in a manner to 
not only help the photographer improve their work, but to create a teach-
able moment for our readers as well. 

And so, without further delay, I bring you Jane Scott Norris, of Virginia 
Beach, VA’s image of a wild horse from the coast of North Carolina. 

Right off the bat, I notice something unique about this photograph. When 
viewing photographs of wild horses, like those of any wild animal really, we 
have become quite accustomed to seeing things from the compressed per-
spective of long telephoto lenses. Be it an elk or a wild horse, the perspective 
afforded by focal lengths ranging from 400mm to 800mm has become all 
too common place. Not that there is anything in the world wrong with us-
ing such telephoto and super-telephoto lenses, of course. It’s just that, when 
something a bit wider in angle is used in wildlife photography, the results 
stand apart. 

I didn’t receive any technical data with this image. So, I am left to guess at 
the exact focal length or lens used here. From the look of it, my guess would 
be that Jane used a focal length of less than 200mm. Whether this is a 100-
400 or a 70-200 is irrelevant. The fact of the matter is that we are confront-
ed with an altogether different feel in this image because of the shorter focal 
length employed in this photograph. 

For me, the landscape that we compose with our wildlife subject is every 
bit as important as the subject itself. Honestly, I was say that it is often more 

important more often than not. And so with this photograph, the landscape 
tells us everything we need to know about the scene to understand a com-
plete story. As I talked about in The Creative Process, save for the most ar-
tistic of depictions, we want to take a photojournalistic approach by trying 
to answer the most basic questions of journalism: who, what, where, and 
when. Technically there is often a why and a how in there as well, but this 
isn’t’ always relevant. 

With this in mind, looking Jane’s photograph, we get all of that information. 
For starters, there is a horse. A wild horse at that. And we know this from 
the overall mannerisms and look to this equine. Unbridled, unkept, wild 
mane and tail in the breeze, matted fur on the flanks. This horse evokes a 
sense of freedom that only the unbroken can achieve. 

When it comes to photographing wild horses, this bit of visual information 
is incredibly important. Mustangs can be a challenge thanks to their do-
mesticated cousins. If you are photographing a wild horse, everything about 
your composition and subject needs to tell the viewer just that. Given the 
never-ending supply of horse photographs in the world, your image must 
stand out from the domesticated fray. What makes your subject different 
from Old McDonald’s Farm? 

To achieve this difference, we have two basic options. The first is the condi-
tion of the horse itself. One with matted or dreadlocked hair is a good place 
to start. Battle scars and physical characteristics that are gained form a life-
time of survival in the wild can speak volumes about your subject. Second 
option is the environment. Here, in this particular photograph, we have a 
horse standing upon a berm of sand, with water and distant islands in the 
background. This gives a sense of place. It says that there is something dif-
ferent about the subject. Something unkept and wild. 

Going back to the subject itself in this photograph, the wildness of the horse 
could be much more pronounced. I spend countless hours on these islands 
photographing horses and know that there are many other possible sub-
jects with long and tangled manes, cuts, and scars, and character. But, this is 
the wild. And thus, we cannot control the situation. When this young mare 
stepped into the composition that Jane wanted to create, she had no other 
option but to work with the opportunity she was given. 



So, even though the wilder characteristics of this horse are on the weaker 
side, there is still enough information here, enough nuanced detail to sug-
gest her wildness. And then there is the landscape – the stage that screams 
wild horse. 

The perspective, or angle of view, that Jane chose for this composition is 
simply perfect. Perspective is so incredibly important in photography. Here, 
Jane was lower than the horse, bringing her presence up high in the frame 
and lending a regal flare to the horse. This was well executed and a perfect 
decision. So much psychology is wrapped up in art. So much psychology is 
wrapped up in how we view and perceive horses in our collective conscious 
as a society. Civilization was built from the back of a horse. These are pow-
erful creatures. Muscular creatures. Romantic creatures. And thus, by get-
ting low and shooting upwards, we are able to communicate all of that with 
a simple tilt of the lens. It doesn’t matter that these horses’ border on the size 
of ponies, coming in at just a little over 12 hands. Standing next to them, 
they can seem so small – especially from the perspective of six foot three. 
But when shot from down low like this, their size and stature is lost all to-
gether and we are able to see them for how our brains deeply want to see 
them – as something that is almost an extension of royalty. 

Adding to this, we also see that Jane chose to time her photograph when 
some sort of gesture or movement was occurring in the horse. With front 
leg held in the air, this pose lends itself to the greater story being told her. 
And it doesn’t hurt that the mane and tail look as though the wind is blow-
ing hard. 

Another thing that stands out in this photograph are the clouds. In wildlife 
photography, we don’t get to see enough clouds. This, of course, has more 
to do with the fact that most animals are photographed with long telephoto 
lenses than there being a lack of clouds to incorporate into a composition. 
This is one of the beautiful things about working with shorter lenses and 
why wildlife images take on a completely different feel as a result. 

It doesn’t bother me that the direction of the light comes in from behind 
the horse. There is so much dynamic range in this photograph that this be-
comes a moot point. Shadows are minimal and so there is plenty of detail in 

the face to create the illusion of a more evenly lit scenario. Furthermore, the 
strong direction of the light helps to create a sense of depth and detail in the 
photograph. 

Most often, when we are able to see intense levels of detain in our subjects 
and the landscape, this is a product of the direction of the light. Frontal 
lighting cast shadows away from the camera and so edges are not defined. 
Minute amounts of localized contrast, those edges between light and shad-
ow, is what helps to give three dimensions to a two-dimensional photo-
graph. 

Now, I must say that I find myself wishing that the horse was turned to-
wards us. I believe that this angle would have given the whole image much 
more power and would have created an altogether stronger and more capti-
vating moment. This is not to say that profiles of animals cannot be captivat-
ing. A sideways subject is great for helping to convey motion for instance, 
or interaction with its environment. But despite the wind and the position 
of the front leg, there is a static feel to the horse and photograph that could 
have been overcome by the mare staring directly into the camera. We can-
not always have our way though, when it comes to wild subjects. 

With all the good I have to say about this image though, there is one glar-
ing problem: the halo around the horse. This is an artifact created during 
the processing of the photo in either Lightroom or Photoshop. Based on the 
presence of this halo, it would appear that Jane attempted to darken down 
the surrounding landscape through the use of a radial filter of vignette. 

Anytime you using a radial filter around a subject, it is a good idea to allow 
that filter to bleed over onto the subject through the use of feathering. This 
way adjustments that are made with the filter appear to be seamless around 
the subject so as to suggest that no edits were made at all. 

Another way of achieving the same effect that Jane was going for here, 
would have been to darken the scene down with a global adjustment. In ei-
ther Lightroom or Photoshop’s ACR, simply pulling the exposure slider to 
the left would have created a slight darker feel to the landscape here. Then, 
by using the adjustment brush, which can be found in both LR and ACR, 
Jane could have simply painted the horse and brought the exposure back up 



to the levels that she wanted. 

It appears that the choice to darken the landscape was made so as to let the 
subject stand out in the composition. This is a technique that has been used 
since the days of Ansel Adams, but it is also one that great care must be 
taken to make sure there are no artifacts left behind in the image when do-
ing so. Nothing screams sloppy post-processing like an unintentional halo 
around the subject! 

Given that only a subtle amount of a darkening was necessary here, I believe 
that reducing the exposure globally and then brightening the horse up with 
the adjustment brush would have been the better strategy. 

As I said about though, as this is a simple goof in processing the image, it is 
all easy to fix. 

Because the surrounding environment was reduced to the degree that it 
was, and it would appear that the shadows were opened up on the horse, the 
entire photograph also takes on something of an HDR look. For me, HDR 
is sort of a 4-letter word – even though it’s a 3 letter acronym. Don’t get me 
wrong here. I see nothing wrong with blending multiple exposures together 
to create a single image in order to control dynamic range. However, the re-
sults, if not done selectively across parts of the photograph, can often end up 
looking very fake and almost cartoonish. 

I don’t believe that this photograph is an HDR image. However, opened 
shadows on the horse along with the darkened environment does create a 
similar feel. Shadows are a fact of life. The are actually quite important for 
breathing life into our subjects and photographs. HDR imagery most often 
so obvious because it create a photograph without shadows and it is for this 
reason that they often have a somewhat fake feel to them.

This is art and so maybe you like the HDR look that I speak of. To each 
there own. This is the beauty of art and our subjective interpretations of 
it. However, creating images that look that this, it is important to identify 
if this is actually what you like about a photograph. As long as it is all ON 
PURPOSE, then no one can truly tell you it is right or wrong. 

Overall, I think this is a lovely image. I like the low perspective. I like the 
use of a wider focal length. I love the inclusion of the background and envi-
ronment. I love the wildness of the horse. But when it comes to the editing 
of the image, I believe that the halo really takes away from the photograph. I 
also think that the background was darkened too much and the shadows on 
the horse opened up too much. These things combined create an unnatural 
feel to the image in my opinion. Reprocess the photograph in LR or Photo-
shop and I believe that it can be a much stronger image. Jane, you should be 
very happy with this photograph. A few tweaks will really make it a winner. 

Do you want to have your photograph critiqued in the Photographer’s Jour-
nal? As you can see from the above, this isn’t for folks wanted to simply be 
congratulated. These photo critiques are your opportunity to get real and 
honest feedback AND suggestions about your images and techniques. Think 
you can handle the truth? 

Send me a photograph for the Spring edition to jared@jaredlloydphoto.com 
and make sure you put Journal Critique in the subject line. 



LIGHTROOM AND PHOTOSHOP COACHING



How proficient are you at using Lightroom and Photoshop? In today’s world 
of digital photography, exactly how you process your images is easily 50% of 
the game. Don’t believe me? Take a look at the most recent copy of National 
Geographic and compare it to one from 1990. The difference you see is 
Photoshop.

You can master the technical and creative side of photography in the field. 
But, without having mastered the use of Lightroom and Photoshop, your 
photographs will always fall short of their full potential.

Over the last 10 years, I have been asked countless times if I would ever 
do a workshop on processing images. During my field workshops, I see 
that this is something participants could benefit from; this lack of fully 
understanding LR and PS is undoubtedly holding back so many of the 
photographers I work with. But, I have always been hesitant.

You see, whenever I have worked in a couple hours’ worth of Lightroom 
and Photoshop instruction on my trips, my concerns about doing so 
have proven to be well founded. And from the very first time, I realized 
three glaring problems that were holding everyone back simply because 
I, and every other workshop instructor, was trying to teach this stuff in a 
traditional manner.

The first problem I saw, was that everyone comes to the table with a 
different level of skills in Lightroom and Photoshop. Some people may be 
very good photographers, but they are absolute beginners when it comes to 
understanding the full power of LR and PS. Others have tremendous gaps 
in their understanding of these programs. And, of course, very few know 
anything about Photoshop itself these days.

The second problem that I found was that most photographers did not 
understand how these software programs are used to realize the full 
artistic potential of a photograph. This is a big one, maybe even the most 
important one. Many of my clients who ask about a workshop like this have 
already purchased books on Lightroom and Photoshop. They have watched 
endless videos on YouTube, had subscriptions to online services with 
an inexhaustible library of lectures about this stuff, and many have even 
attended workshops specifically for LR and PS. And yet, they find that after 

all of this, their photographs were still missing something.

The third problem that was glaringly obvious to me can be stated with one 
word: time. These programs are complex. And there is simply no way that 
you can truly learn how to use Lightroom and Photoshop in a few hours, 
or even a few days. It takes time. It takes time to see how it all works, to see 
how features apply to you and your photography. And it takes time to begin 
to understand it all, for your brain to process it all, to experiment with it 
all. Anyone teaching Lightroom and Photoshop, who is worth their salt, 
spent years learning how to do what they do. Can you really expect to learn 
everything you need to know by listening to them talk for a few hours?

If you have tried to learn Lightroom and Photoshop but feel like you are 
still behind or confused or limited in what you can do with it, I want you 
to know something right now: It’s not your fault. The problem is not you. 
The problem is how everyone has been trying to teach you Lightroom and 
Photoshop.

Chances are, you don’t need another tutorial. You don’t need another 
lecture. You don’t need another set of instructions distilled for the masses.

What you need is a personal coach.

You need someone who has mastered the use of this software and can work 
with you one on one over the course of time to understand exactly how 
programs like Lightroom and Photoshop take your photography to the next 
level. Only by making this about you, and only you, with your unique set of 
needs, and your unique way of seeing and photographing the world, is any 
sort of Lightroom and Photoshop training ever going to really work.

So, that’s what I am offering you. Not a video tutorial. Not an ebook. Not a 
webinar. But one on one coaching, for 12 weeks.

That’s 12 weeks of experiential education, where we collaborate together 
on editing your images. That’s 12 weeks of learning the ins and outs of 
Lightroom and Photoshop. 12 weeks of a professional photographer 
showing you, step by step, their suggestions and then coaching you through 
the process yourself. 12 weeks of learning how to both see and reveal the 



true power of your artistic vision. 

Can you imagine what you will accomplish, what you will finally learn to 
master in 12 weeks? I can.  

So, how does it work? Skype.

Skype has revolutionized the way we can communicate and learn remotely 
today. Some of the most sought-after experts in their field use Skype to 
teach. Multinational corporations use it all over the world for training. 
University professors are adding it to their curriculums for remote learning 
opportunities. And millions of people turn to this technology every year for 
a more personalized and intensive educational experience.

Instead of having to travel across the country, incur the costs of hotels and 
meals and flights, just to sit in a classroom for 2 or 3 days, Skype allows us to 
come together in a virtual meeting. We are working face to face, one on one, 
and with all of the tools necessary for Lightroom and Photoshop coaching.

These customized coaching sessions are live and real-time. And the whole 
thing unfolds much like it would if I were sitting beside you at your 
computer as we work through these programs and your photographs 
together. This is not a webinar. This is not a group session.

With Skype, we will be able to share our desktops with each other so that 
we can see exactly what each of us are doing real-time in Photoshop and 
Lightroom. We can share notes on discussions and lessons. And all 12 
weeks’ worth of sessions can be recorded and saved for you to review again 
and again.

And it all happens from the comfort of your home, in a manner that works 
with your schedule, and your busy life.

Our first meeting together will be an in-depth review of your photography. 
This will give me the opportunity to understand where you stand as a 
photographer. It will give me the opportunity to chat with you extensively 
about your work. And from this first session, I will then be able to put 
together a plan of action for the coming weeks that focuses on your specific 

wants and needs.

From there, we will spend one hour a week that works with your schedule, 
honing your skills and understanding. And by the end of the 12-week 
coaching session, you can expect to not only be completely proficient at 
using Lightroom and Photoshop, but to possess the knowledge and skills 
necessary to tap into your artistic potential with these programs in order to 
elevate your photography to a whole new level.

DETAILS

Cost: $1500 *
Duration: 12 weeks
Dates: you can begin your coaching sessions at any time
Necessary Software: Lightroom Classic CC and Photoshop CC
Location: the comfort of your own home

 WHAT TO EXPECT

12 weeks of personal Lightroom and Photoshop coaching customized for 
your specific needs
Each week we will meet for a one hour session
We will collaborate on your photographs, not sample images
You can expect to become proficient at both Lightroom and Photoshop
You will learn how to begin using these programs to take your photo-
graphs to new levels of artistry
A fully customized schedule that works with your lifestyle

* ON MARCH 31ST,  THE PRICE OF THIS WORKSHOP WILL 
INCREASE TO $2500. IF YOU WISH TO SECURE A SPACE FOR 2019 
AT THE CURRENT PRICE, MAKE SURE YOU SIGN UP BEFORE 
THAT DATE EVEN IF YOU ARE UNABLE TO BEGIN THE COURSE 
UNTIL LATER IN THE YEAR. 



Did You Know? 
One particular tribe of Shoshone Indians 
were known as the Tukudeka, or the sheep 
eaters, because their entire way of life was so 
intricately connected to big horns. Much like 
the Lakota of the northern plains’ association 
with bison, the Sheep Eaters made much of 
their livelihood from this one species. Most 
spectacularly, was the unique hunting bows 
that the Tukudeka made out of the horns of 
bighorn sheep. Soaking the horns until they 
were pliable, the Sheep Eaters fashioned one 
of the most extraordinary hunting weapons 
ever devised in native America which were in 
demand all across the West. It is said that a 
Tukudeka’s bow could send an arrow clean 
through the flank of bison. 


