






IAT 100 - Jan 19, 2026

.............................................. INST KENNETH ZUPAN:	Good morning, can you hear me?
Welcome, welcome to week 3.	Can you all see the

screen?	Good, so welcome to week 3, today we're going to shift a little bit gears and look at photography.
In our labs we'll start the photo book.	I thought we would debrief the map assignment, but I think we'll look at that in the lecture, but today we're going to look at the elements and principles of photography.
And this week we'll start a new assignment in the lab, which is called the photo book, so I'd like everyone
in the lab to make Seymour you have an iPhone or android phone or a digital camera, to go around the campus and take photos.	Please use your official name as you've been doing on your transcript.
What is visual composition?	It's something that every designer, photography, fine artist should be aware of.	It's the grammar, it can be the grammar of an image, like a photograph or a drawing, it's the grammar -- it can be the grammar of a layout if you're doing graphic design, incidental you'll be working on
a photo book, two iterations and then make a photo

book using a page layout, so that's important to know. So we all know about grammar when we're formulating
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sentences and so forth; right?	So just as we're formulating sentences and using grammar and all those rules, the same rules apply to a good composition, and we'll look at the context of photography today, and this is a really -- people really like this lecture because it really ties in well.		You can use it pretty much elsewhere, we can use it in page layout, in the context of photography.	So in our forms of photography, the way they're made can make a good picture or break it.	A lot of the good photographs that we see, some of the photographs they look very natural like someone just took them almost accidentally, they weren't planned.	But a lot of the best ones taken by professional photographers, quite often they'll spend hours, or they'll do a very detailed plan, the time of day the location and so forth, and really really plan it out.	Painstakingly plan it out.
When you look at it sometimes, it looks really something that was taken spontaneously. Sometimes we get award-winning photographs, like war photographers, press photographers who take pictures during wartime, or some kind of event.	They're just very lucky, everything seems to work, and I'll show you a photo but that is rare.








So when you have applied principles. You don't have to apply all of them that I'll talk about today, it's like visual grammar, a unified composition.
Let's unpack this photo.	I know it's early in the

morning, you know, this morning there was heavy traffic, I'm always encountering, I was going over the Pattullo bridge, and there was fog this morning, and
it looked just like this photo, you know, the sun was

orange light going through the fog, and you couldn't see the other side, and I thought this would make a wonderful photo.
Here we have -- I guess you guy probably know

this is, the Brooklyn bridge, going from Brooklyn over to Manhattan side.	We have these lovely pillars.	 I think it was, Reedman [phonetic] who built this.	It's stone columns.	We have these braided wires.	There's
a walkway on the top and the cars are underneath, because people used to walk across.	So the photographer placed himself right here strategically on this walkway, they set up their photo.	I suspect they used a tripod.	It wasn't someone with a iPhone but a high-resolution camera on a tripod.
When we look at this, everyone, can anybody see these pillars here, you see these Gothic pillars on this side?	What can you tell me about the arrangement








of them? STUDENT:	Parallel.
INST:	Right, but what about on the page, like are they centered, are they off-centre?	That's a good point, that's one idea.		Would you say they're symmetrical or asymmetrical, anyone?	Early in the morning.	There's asymmetrical; right?, so they're a little bit to the right, and that's how we actually see things.		You're standing there and talking to me, rarely do we -- unless you're having a proper conversation, you're not standing in fronted of someone, centered.	So this is off centre.	This is called, in an informal composition, we'll learn it later, in an informal composition because it's off centre.	When it's in the centre you have equal space on both sides.	 So this is very important.	And you were talking about lines,
what were you saying about lines, Hugo? HUGO:	...
INST:	Can you see the wires and the walkway, everyone?

Can you see they're converging, the lines are all converging.	Almost like some string, and where would it be going, where is everything converging to?	I need my big long stick.	Somewhere over here; right?,
the walkway, all the wires.	That's called -- that's a

focal point, we have some perspective, linear








perspective, the...people, perspective projection happening what would you say about camera angles. Would you say the camera is straight or looking up? Let's get someone to volunteer here.	Put up your hand.	Is the camera straight or looking low to high?
STUDENT:	Looking up.

INST KEVIN McNEILLY:	Like a pedestrian, slightly turning up, exactly, that gives you a sense of the scale of the bridge; right?
What about the lighting and so forth?	You can

see we have a gradient.	What time would you say this is?	You have to know your geography.		Would you say that's in the afternoon, maybe dusk?	I think it's actually setting in the west, so most likely dusk.	So you can see all the things happening here.	This
person really planned it out; right?	And they

probably took dozens and dozens of photos and they

went in and lined them all up and picked the best one. We don't have to use all of the rules, but this photographer really made some very strong application of some of them.
So unity is seen as a total impact of the

design; right?	So in other words, there's a totality or coherency in the unified whole.	So when you have these rules and they're working well and harmonious,








you don't need to use all of them.	Sometimes students think tough use them all at the same time, no you
don't need to do that, but if you apply and do you them well you get a harmonious agreement.
Let's take a look at shot length.	This one here we could argue that, would be a long shot, you can see Manhattan in the background, a lot of depth; right? We're going to unpack a photo composition one at a time.	So the distance between the content and the camera, we'll look at an example.	You can really get touch on the emotions, you know, whether you're close or far, close-up on somebody's face, or far away, for example.
We'll look at principles, and then the angle.

So principles such as, you know, symmetry, etc., and then the angle.	Is the angle at eye level, are you looking from low to high or bird's eye-view from high to low.	You'll apply it in your exercise.
Let's look at shot length.	There are three lengths that we need to look at.	Some people go medium, medium shot worth and then, we'll look at three of them.
There are many ways you can frame your subject, let's say a human figure or to their face and their eyes; right?








Or the figure in the distance.	So generally speaking we can break this down into three main shots, long, medium, and close.	There are some places where I've looked, you know, with photography and there's variations between them.	But generally there's long, medium, and close.	A long shot commonly called a wide shot, shows the subject from a distance, and there's
an emphasis on the location and context.	And you

don't really bond with the person, they're there, let's say a person in the shot but you really don't know what they're thinking or feeling, that's the only draw back.	Close shots reveals details of the
subject, you can read their face, what they're thinking, etc.	But you don't see the context, where they are.
Medium is a compromise in the middle.	You get

to see a little bit of the context.	This is what I'm referring to, so we have -- this is the same
photograph or same subject, rather.	So we have -- how they've done these variations, we just worried ourselves with IAT100 with long, medium and close.
Long shot we see a figure in the far right column;

right?	And we see some context that she's outside, standing somewhere, looks like it's winter.	Medium you're getting closer, you can see the face a bit, and








then you get a close-up, blurred in the background, this one here, and you kind of see the person's emotion, what they're thinking; right?
So can you see the distance, we've got the long

shot, a woman's figure, standing, dressed warmly, looks like winter, and a little bit closer with the medium long shot, you still get some context, and then the close-up where you see the face; right?
I was polling students last time about this shot length here, and I said what kind of emotion is this person having?	And one of the students said it looks like she got stood up, she doesn't look too happy or very pensive.
So that's the difference.	There's a compromise;

right?	Long shot, medium, and close-up.	So you don't really get to bond if it's a figure, a human figure,
if it's a long shot, but you see the context, but you don't read their emotion unless it's a close-up.
There's an extreme long-shot, we have this interesting sidewalk here, can you see that leading to the background, and we'll talk about leading, that looks like VanDusen gardens, it isn't but it reminds
me of it.

Here is an extreme long shot, this is an establishing shot, an extreme wide shot that would








have been used -- they liked to use that in cinema. This is taken from Cleopatra back in 1963.	 This was a huge -- I don't know, apparently it didn't do so well, I heard.	It wasn't box-office hit, but a lot of money was spent on sets.	This is Elizabeth Taylor, the bio pick above the Cleopatra and Marc Antony.	There's a set, I think Cheena Chipta [phonetic], not shit, a movie studio in Rome, and they have this ancient Roman set.	And look at the thousands of extras we have.
And Elizabeth Taylor is on a float.	It looks like a

Sphinx coming in.	This was in the '60s.		They didn't have CGI.	They had to find people, extras and so forth, and make this huge gigantic set.	They didn't have someone with a computer and a green screen in the background.
Let's take a look, and I want you to pay

attention when we look at the scene.	The cinematographer goes from long shot, medium shot, close-up.	You'll see this Sphinx, a float coming closer.	They'll gradually get closer to Elizabeth Taylor's face, and then Marc Antony, the Roman centurion apparently she has a romance with.	You'll see a close-up of that.
Also here -- there's also some interesting

photographic principles happening here, and I'm








getting ahead of myself.	We have perspective.	Can you see how everything -- these I guess -- I
wouldn't -- these men pulling the float.	You can see the lines are converging into one-point perspective. We'll talk more about that.	So let's take a look at
it.

[VIDEO ON]

>>	[Music with brass and drums].

INST KEVIN McNEILLY:	We've got medium shots, we can see the delegates, the Roman delegates, the politicians, you can see the stairs; right?	So we kind of see their faces a little bit, the context in the background.	And you don't see -- they really time, you don't see Cleopatra until the end.	[Cheering].
>>	....

Now they're slowly closing in on the faces. There's Marc Antony, there's Cleopatra, he's very curious about
>>	....

And, again, we're getting ahead of ourselves, but in the composition, there's a low angle.	So when you look at something from a low angle, there's a sense of grandeur, like she's a monarch; right?	And you're like a little person looking way up high. There's a sense of authority, etc.








So anyways, you can have a longer look at this clip, there's a lot of things happening.	Sin toing racers, and photographers use principles and so forth and work back and forth.	In fact, Stanley Kubrick, he was a photography before he became a director, I'm
very fond of him.

Here's a medium shot, which reveals

character-to-character interactions; right?	And two people, a little bit of the context.	And then we have close-up.	Again, showing emotion.	There's a scene from Kubrick, from The Shining.	This is a famous
scene where Jack Nicholson is having a lot of anxiety,

his character and losing his mind there, isolated in a hotel during the winter, he's a caretaker, and you can really see the -- his manic state.
And then a close-up shot looking at the fascial

expressions.	Look at this, really supercloseup. Clint Eastwood, I up wouldn't call him the greatest actor, but in a lot of his westerns and movies, they really focus on his eyes, he speaks with his eyes.
You can read what he's thinking.	He doesn't look too happy.	He's going to get some revenge on someone; right?	Focussing on his eyes very, very close.
Here is another scene, a few close-ups.	I think

it won an Academy awards.	So we have them coming up.








During this month, my mom and I, we have Turner

Classic Pictures, and during the month of the Oscars

or before them, they show movies that won in the past. This is from 1969.	I just want to show you this is
the scene of these actors, they're gambling, this is a western, and you can see sort of their wondering -- they have questions about each other, and mistrust,
and you can see where the camera is going from face to

face with a close-up, I'll show a few minutes of this. This is all very -- all close-up, just looking at the emotion.
This actor here, this is not on the quiz.	I

think they spelt it wrong, Donnely Rhodes.	He's one of the characters in this movie in this scene.	A Canadian.
So you know when people are gambling, they're

always trying to -- you know the thing about the poker face, trying to bluff each other and so forth.	And I think in this scene, he's accused of cheating, the person on the right.
>>	... a little short on.	-- out of here ...we're on our way.
>>	I wasn't cheating, I wasn't cheating.

>>	...

>>	You advise us to stay...stick around.








>>	It can't happen to you.

It's a scene, you're looking at Robert Redford, accused of cheating, and focussing on his face; right? Controlling the scene.	Look at the composition of
the, you see how his face is on the right, not centered, so they're playing with asymmetrical composition, the subject's on the right, there's this tension; right?, etc.	Let's -- good, you can look at that closer later.
So photographic principles, and this ties in as

well.	We're going to unpack these.	There's

hierarchy.	So when you're taking a photo, you have to make it clear to the viewer what is the important thing, what is the subordinate thing, there's a
ranking what is important, so you go from top to bottom.	So you can go -- usually there's primary and secondary, you can go to tertiary and so forth.
So it's a hierarchy or pecking order.	And

usually you can go with scale or contrast or placement to show this.		Again, I'll show an example.	Point line, plane, rhythm, scale, those are all principles you can use.	Figure-ground, foreground, background. You must keep the composition simple.	We have a lot
of students and they have this list, I have to put

scale, hierarchy, dah, dah, dah, and put everything








in.	That's hard to do that.	If you put two or three and you do it really well, then you're fine.	But some people try to use all of these, and it's all muddled
up and you don't know which, nothing stands out.	So

the trick is to choose which principles you're going to use and do it really well.
So visual hierarchy.	This is presenting a way of presenting the subject in terms of importance.
Here we have scale, we have this watermelon [sic], an orange, mandarin and limes and so forth, from large to small.	People are naturally drawn to the right side, it's the largest; right?	So scale, you can always -- you can't go wrong when you work with scale.
Here is a famous painting from 1889.	In fact,

some people think maybe Eakins may have used a photograph and worked from that when he painted it and so forth, or sketched it out.
So, again, visual hierarchy is very important.

Like as a designer, photographer, artist, it's important to show or delineate to the viewer the important thing, in controlling that.	And there's a lot of technique like placement, light and dark, different ways.
So this is 1889, the Agnew Clinic, and this is

in the United States, this is Dr. Agnew, over here.








And this is a lecture theatre, it's kind of like what we have here, but back in the day, this is a medical school, they would have a semicircular seating, and then in the centre they would have this circular area, and the doctor would demonstrate a surgical procedure. I don't know how they saw it way up in the top
section, how they could see what he was doing P but he's demonstrating some procedure on this patient, so we can see there's an anaesthetist.	They would give you chloroform and knock you out.	They didn't have computers and things and, you know, modern anaesthetic.	There's the nurse here.	There's Dr.
Agnew.

Then in the background what do we see in the background, we see medical students; right?		Back there.	So when we look at this, everyone, let's get a poll, let's get some hands up.	What is the thing that stands out to you when you look at that.	What do you think in the painting, what or who is the painter trying to direct you to first?	So let's get some hands.	How many people think it's the surgical procedure on the right, there's a nurse and the patient, and then the doctor leaning over.	How many think this is the -- in terms of hierarchy this is the first -- anyone, you do.	Why do you say that, fair








enough

STUDENT:	Because it's most presence.	Because the head surgeon is surrounded by the darkness of the people.
INST KEVIN McNEILLY:	You're talking about this one, this

one you said is the hierarchy.

STUDENT:	Yeah, it has the most people and the most presence to it, and then go over to the guy standing off to the side there.
INST KENNETH ZUPAN:	That's the doctor there, explaining, and you had your hand up.
STUDENT:	I was just going to say I think the focal point is the doctor himself.
INST KENNETH ZUPAN:	How many people think it's Dr. Agnew here?	Why would you say that.
STUDENT:	I was going to say that's because the highlight...image, isolated, strongest contrast between him and the background.
INST KENNETH ZUPAN:	There's a very intense light.	I

would argue it's a really close call, but I would probably sort of lean towards having Dr. Agnew.		You can see he's isolated, that's the first thing.	This is a group of people huddled over, a lot of clutter, here he's isolated on the left and standing out in terms of light and dark.	And then he's pointing over here, so if you look over here, he's gesturing, and








then I would argue, again, it's a close call, I appreciate what people are saying, but this would be the -- in my opinion, the second grouping or subject in terms of hierarchy.	And then look at the students in the background, they're using a lot of mid tones,
shadows, and, you know, they're not very well lit.	So

that would -- so that would probably be the next one;

right?

So when you look at this, it looks very, again, spontaneous.	Paintings take a long time, you know if you use photography as a reference when he was painting.	This would have been staged, I'm 99% sure. This would have had Dr. Agnew stand over here and fiddle with the lighting.
Thank you, class.

Let's look at the principles of hierarchy. Visual hierarchy is establishing which is the most important things and, you know, by scale, position, different techniques we can really draw attention to what is the most important thing in terms of hierarchy.	So visual hierarchy, again, is the
presence of elements in a way that implies importance,

and the order of how elements are read.	So the designer, the photographer, they plan this.	In a little while you'll be working on a graphic design








piece with your photo book and you can actually put your elements like text or image in such a way that it directs the eye.
Let's look in a certain way in terms of what's

important, what's secondary, etc.	You can also use contrasts.	It's not always scale; right?	Contrast. Look at this painting here.	This is Giorgio de Chirico, oil on canvass, look at this little figure here.	We have these buildings, we have these shadows. Look at this.	I think we would all argue, and I think if we took a poll, most people would agree it's that child with the the hula hoop, running -- running along in the street.	 Those figures in the far left, they're very huge, they're diminutive in size.	But, again, look at the contrast.	You can see the contrast
between the background and the foreground.	You don't

always have to work with a super-sized big scale to knock people over the head to say this is the most important thing.	You can with contrast, light versus
dark.

And, again it's being used here.	We discussed this, with Dr. Agnew.	You can the background versus the foreground; right?		So again how -- his placement as well, but he's not really super -- in terms of scale, not really jumping off the page.	 But, again,








there's this contrast, someone was talking about light compared to the background.
Here is another one here, this is a kind of a faux pas or no-no, placing the subject in middle, in the centre.	It's something we do as children.	We always draw things and the teacher tells us to centre. But, you know, to make things natural, you always work with asymmetry, usually photographers do.	But if you really want something to stand out in terms of hierarchy and a focal point is where the eye is drawn, then you place them in the centre; right?
So you can see this figure here in the centre,

the eye is looking right there, dead centre at Eleanor.	This is one of the photographers for the photo assignment, photo book that we're going to talk about on Wednesday.	That's Eleanor, that's the wife, spouse, 1948.	She's centered -- but what he's done, Harry Callahan, in order to make it more dynamic, you can see the cars are asymmetrical, the placement of the automobiles.	He's got a little bit of I guess in terms of asymmetry in the background.	But foolproof way to make something stand out, to make the eye focus, is to centre it.	That one way you can't go
wrong.

Placement is also important.	Now this figure is








in the foreground.	This is an Andrew Wyeth painting, multigenerational family from New England, very illustrative qualities.	And what would you say with this one, class?	What would be the -- in terms of hierarchy or the focal point, what would be the first thing you look at in this painting?	Is it the house? One of the students that was a haunted house in background, like the cover of a novel, horror novels, or is it the figure in the foreground?
STUDENT:	The woman in the field because she's so bright

against the darkness of the field.	There's nothing really surrounding her of interest.
INST KENNETH ZUPAN:	So it's a field but actually this uniform field of kind of like a brownish, yellow ochre, she's in the foreground, her dress is lighter, etc., there's good contrast, she's in the foreground, there's a little bit of a scale thing, a good size.
Now, what would be the second -- and there's a

little clue or an affordance that the painter uses. What would be the second thing if we establish the figure?	What's the second in terms of hierarchy? Anybody, would it be the house or the house on the right, the house on the left?
STUDENT:	On the right, because it's...path.

INST KENNETH ZUPAN:	Good man.	So she's actually -- do








you see how she's leaning and she's looking over at this house.	So the body -- this is staged; right?	So Wyeth has got her torso or whatever she's pointing to the house; right?
Good.	And here we have that as well. Hierarchy, keep it simple.	Some people get a little bit -- sometimes people put too many elements on the page, and you want to make sure in terms of hierarchy that they stand out with each other; right?	Here is a very good -- even in terms of scale; right?	With
this, you can argue about scale with this one.	Look at this one, someone took a photograph.	 We have a cactus, and what is that, a palm tree.	And they're -- ping-pong, you don't know which one is the important one, this guy or this one here.	What is the -- so you want to make sure that you're really clear; right?
You don't want to be ambiguous when you have your various elements in terms of hierarchy.
Here is a very interesting way of creating hierarchy.	Do you see this photograph?	This is actually a cave or an outcrop and the surfer is walking across between these two big rock outcroppings, do you see that, check that out.	He's
not really large in terms of scale, but we've got this

lovely contrast, light and dark, and then this opening








here, this U-shape, this is really powerful.

Let's talk about balance while we're here, because I was alluding to it at the beginning of the lecture.	We talked about symmetrical, asymmetrical.
In photography or graphic design, or drawing, etc., we use the terms formal or informal; right?, in terms of balance.	So composition can be symmetrically or asymmetrically balanced.	Let's go back to Eleanor. This is symmetrically Kerry Callahan liked to break
the rules.	And for him it worked; right?	But it's

very important to know what you're doing; right?	So most people take a vertical line and draw it down the middle of a composition, and when things are symmetrical you give equal weight or placement on both sides of the line with elements; right?	So
symmetrical balance adds a sense of order, rest and

calmness.	So look at Callahan here, you have this negative space, on both sides.	A big body of water water moving very slowly, very, very relaxing, things like that.
Here we have a little more tension.	Here we

have more tension with Dr. Eakins.	We have this large open area.	So you can really do some interesting things with placement.
Here is a symmetrical balance.	This looks like








Italy, some old building.	We can see these two windows.	One window is open, one is closed; it doesn't matter.	We can see here in this photograph, they're symmetrical.	We have this sense of balance, it's steadiness, it doesn't matter, closed.	We can see here in this photograph, they are symmetrical, we have this sense of balance and steadiness, equal placement of balance and scale, etc.	Even though there's a total difference, more shadow on the right,
we have this lovely symmetry happening.	Very calm and

peaceful and sedate.

Here is another one.	We have this figure

close-up.	We have a little bit -- again, a little bit of the background here, some shapes and forms here on the right, but basically she's centered; right?	Very calm, you have this space, left and right.	It means stability and steadiness; right?	Things are okay.
Here is another one.	Again, we're back to The

Shining.	I don't know how -- Kubrick always comes up in my lectures somehow, because he was very formally trained photographer before he became a very famous director.		And these are ghosts.	These are two figures, twin figures in one of his figures, The Shining.	And he had this shot where they're standing in a hallway and symmetrically placed, these two young








girls, and he based this on this photo on the left, he was inspired by this real-life photo on the left, and he placed these figures.
So you don't see the whole shot, the one on the

right, they're centered in the room -- in the shot rather.	Now asymmetrical, that seems to be de rigor, the way that most photographers work, because it looks natural, there's this tension, things are a little bit unsettled, a little more engaging, a little more -- I guess it gets more of a rise in cognitively and emotionally when you look at it.
So, again, tension, dynamics.	And when you use

things -- sorry, rather a composition that is asymmetrical, you can really give emphasis that way, much more.
And here is an informal balance.	So here we

have this, this is de Chirico.	That's not the right title, but we can see this formula, it almost looks like a satellite photo of land forms.	We have this shape on the bottom right, and then we have this cluster of shapes, again playing with light and dark
on the left.	So the one on the bottom right, the form

really dominates; right?, it draws your eyes.

Here is another one, if we use architectural forms, we have the door on the left.	See in terms of








scale and placement, it really dominates the composition.	There's no mistaking that's the most important object to look at, and then this window;
right?

So there's this tension, we have a lot of negative space, white space here, background, and then here everything is very, very tight, and there's a bit of a tension happening, there's an imbalance; right?
So you're drawing to the left.

Now here is a famous photo that was taken by spontaneously, and people have been dissecting and looking at this photo for many, many years sometimes press photographers.	So sometimes photographers, press photographers take a bunch of shots and everything seems to work, everything coalesces and works so well together.	This is a press photographer who took this photo.	This is 1966 south of the demilitarized zone in Vietnam.	So this would have been during the Vietnam war, I guess in the 1960s. These are Americans.	And this photo again.
This photographer was taking photos, and they take many.	Photos, they used to have motor winders, and develop and find the best one.	When you look at this photo everyone and it's not staged, what would you say is the focal point, what is the thing you're








drawn to?	So he's using an asymmetrical layout, we know that.		What's the first thing you look at?	What are you drawn to?	And, again, think about that character who is lying in the wheat field, that Wyeth painting.	Anybody want to take a stab at that?	How about -- who would say it's the figure in the middle with the bandage?	Okay, fair enough.
How about the one down here, this man lying with

his pants ripped, and how about this one over here? Anybody?	Yeah.	So now there's a few things happening.	You could -- some people say it's the figure in the middle with the medics, and so forth, but look at the arms?	This person's being led, the soldier is pointing, and this person's in the bottom right in terms of scale; right?
So all of these -- look at this, this is

interesting.	We have this coreman or medic pointing, we have this injured person here pointing, and this figure on the bottom right.	So we have this diagonal line happening; right?	So many people would argue -- and even in scale and so forth and placement in the bottom right, everything is leading towards that.
Again, many shots -- they looked planned. And sometimes you're very lucky how you placed them, how they're shot.








Here is a system we used in the past that I taught in drawing in the past.	There is a system.	If you use grid, and you have a grid, you have nine squares, and where the squares intersect, you see
these little sweet spots we would call them, or hot spots, these red dots, this is called the rule of thirds.	If you assign something like a face or door or window or Dr. Eakins or whatever, if you were to align something in a photograph or painting, there is
something about this grid that automatically becomes a

focal point and the eye is led.

This is something that painters have used this for many, many centuries.	I don't know the science, but it gives you a nice asymmetrical layout and helps people to focus on certain aspects in terms of hierarchy that you want to focus on.
Again, using this grid, you can use it in horizontal or vertical, so portrait or landscape. Look at that?	Imagine you have a camera.	And some people were using this on their iPhones, they had a grid.	So that's something we need to look into. You're going like so, and you're take a shot.	You have this model, you hired a model, and they're sitting -- lying in the grass, and you're moving around with your view finder.	And you take the grid








and you align it right here on the bridge of her nose; right?	If you took the grid off, you would get an asymmetrical, you know, like a bona fide asymmetrical layout, composition, and the eye would be drawn.	If people are asked, people would say it's somewhere in the middle of her face.	This system is wonderful.
It's actually quite foolproof.

This is what happens when you don't use the rule of thirds, or you don't use it well.	So here we
have -- this is a sculpture of a very large clothes

peg somewhere in the United States.	Can you see here the grid?	So the grid can be used vertically or horizontally.	There's nothing really aligned to the grid, is there?	If you really wanted to make a nice asymmetrical composition, you see that little circular part where the spring is, maybe you would move it up up, diagonally up to the left where the those lines intersect?		But there's nothing really -- maybe here, maybe you would look here, but there's not really a defining feature.	So this is -- you know, this is
what happens if you don't use the rule of thirds well, you get something symmetrical.
Let's look at figure ground, the interplay between foreground and background.	So you can use it through contrast, you can use many different








techniques.	This one is actually using focus.	So the foreground, we see this smiling figure here.	And do you see how the background is blurry?	So we have
focus and lack of focus or blur.	And you can use

this -- I found out by accident.	I used this on my iPhone, a wonderful picture of my mom and sister in a restaurant.	The background was blurry, they really jumped out to the foreground; right?	So you don't have to have a dark shadowy background.	You can also play with contrast between foreground and background.
Here is a picture of a person sitting on a bench, you can see that?		This figure sitting on a bench.	This looks like Harrison Lake, doesn't it? And we can see in the foreground shadow, they're off centre, too, which is interesting.	But can you see how there's a gradient?	The further you go into the
background it's lighter.	So you have dark and shadow in the foreground, lighter background, we have this really nice, cool tension happening.	So light and dark, blur and focus.
And even colour and no colour.	So some

people -- you know, with iPhones and photo shop and stuff, you can play with figure ground in terms of colour and no colour.	You can take a picture of a -- here are some leaves; right?	We had fall recently.	I








remember I had so many leaves I had to shovel this year for my mom; right?	So you take a picture, and then you can remove the colour in the background.	You just get the black-and-white values.	So this is again a way of using figure ground, using Photoshop.	This actually hasn't been doctored.	This is a field of flowers, so using colour where we have this flower standing out, a red flower with a field of white flowers.
Here is another technique, and I think Hugo was

talking about it in the beginning when we were talking about the Brooklyn Bridge.	This is the principle of line, and it's perceiving information.	You know,
lines are very good for guiding the eye from one point

to another other.

Here is a train station, again, using linear perspective or perspective projection.	We have lines converging way out here; right?	So if you were to
look at this, and we had a poll, a lot of people would probably say that the eye is being drawn right over here; right, way off in the distance.		All these lines were converging and leaving the eye.	Almost like a bunch of fingers pointing to the centre.	There we go. So we call that -- that's very, very powerful if you want to lead the eye along.	Here is another one.








So in your photo walk in the lab this week, there's some really interesting shots you can do here on campus, like stairs and hallways and things.	Here is a spiral staircase, so the eyes are converging even though it's spiral.	They're all converging down
below.

Even when you're taking a picture of a figure where they're looking, where the eye is looking, it can lead the eye.
Here is another one, rhythm.	Think of rhythm as

repetition of similar elements.	Can you see these -- these are balconies or -- galleries.	So we have this building, and we have these concrete forms, and they have the same shape, and they're being repeated going upwards.
How about scale, everyone, large and small?

Look at this.	So look at this chair here.	That's very interesting.	Not -- so there are a few things happening here.	We have asymmetry.	We kind of have maybe a little bit of contrast, foreground and background, or with the subject, rather.	But look at the scale.	You can just see, you know, that the immensity of this desert.	I think this is a salt flat.	This is in the United States, large areas of dry lake beds; right?








Now, if you didn't have this chair, you would have no idea of the scale of this photo.	You have no idea.	It makes it much more dramatic when you put this chair, it gives you a sense of how immense this field is; right, or this background.
Here is another one.	Scale.	Look at this

little man standing on the bow, the sailor standing on the bow of this ship.	See that?	So you can make
very, very dramatic photos.	I mean, this is very dramatic.	We have lines converging downwards to this focal point.	But look at the little figure.	Shows you how utterly massive this ship is.
And, again, we talked about colour.	You can create mood: colour, no colour.	By varying colour, you can create mood and clarify elements.
When you go like this, you can really -- a lot

of students like to use black and white, or grey-scale is a proper term, because it can really make the photograph much more dramatic when you get rid of colour, but you still have the values, light and dark.
Let's talk about camera angles.	We looked at focal length, close-up, midshot and long shot.	If it isn't complicated enough, you can throw in the angle.
So here is the subject.	So you can take the

camera and shoot from below; right?	Like Cleopatra,








Elizabeth Taylor.	It gives you this sense of grandeur and importance.	You can shoot eye level, and it makes it very informal, very friendly if you're on the same level.	And then you can shoot from top to bottom.	So when you're doing that, the -- you can see the character or the figure, that they're very diminutive.
Let's take a look at some examples here.	Now, there's a couple of things happening here.	We have a low angle, and we also have a Dutch tilt, which we'll talk about in a minute.	This is -- are you all familiar with Orson Wells, some of his pictures, like Citizen Kane and all that.	Many years ago, this is just I'm off topic, they used to show movies here, they've got this really expensive projector, they were showing on Tuesday night they would shows movies for students, they played classic and latest Star Trek movie etc.
Here is a shoot from Citizen Kane.	He's in his

mansion.	It was based on the kind of

semi-autobiographical depiction of William Randolph Hearst, who was one of the wealthiest men in the United States in the early 20th century, and he was a newspaper baron.	So he had a lot of influence in
politics and so forth.	Very powerful man.	So looking

down, and there he is in the balcony, up in the








balcony in this mansion, and you feel like an ant, you know, this very important person.	Kind of like Cleopatra.
So Orson Wells, to show the importance of this

man, he played a lot with camera angles.	Orson Wells wasn't happen with the camera angles.	He said, "I just can't get a dramatic enough low angle."	So he had carpenters cut a hole in the floor of the sound stage.	See over here?	So here he is.		They cut a
hole and he put the camera there, and then he was able

to get that dramatic angle.	So he was known for that very dramatic low angles.
The Dutch tilt, we'll talk about in a second, where it's kind of diagonal.	So, again, you know,
with -- if you play with angles, you can really set -- you can really help set the mood; right, like
emotional qualities.

So this is it the Dutch tilt.	This is -- a

Dutch tilt is when you work diagonally.	This is at

eye level.	It works out low, and at eye level.	Dutch is tilted for dramatic effect.	What it does is it actually -- it creates a sense of unease, disorientation, intoxication and madness.	There's something really wrong; right?	And I think we've all had stuff like this, we've been sick and our head is








tilted.	Have you ever seen like you're disoriented or you're not feeling well and can't see straight, you want to go home and craw into bed; right?	Here we
have a scene with Bruce Willis who is in a hospital.

Disoriented.

Here is a low angle.	Again, I think they took this -- this is from 300, the movie 300, about Thermopylae.	So this is the antagonist character, and you can see he's on this -- again, on this very large platform, and you're looking up at this character
here, and he's got this sense of power, superiority; right?	So low-angle.	If you're in the viewpoint of the viewer, you get the sense of grandeur, that you're a little peon or ant; right?
Here is another one, looking at the Eiffel Tower.	When you look at this, you just feel an overwhelming sense of the scale, the immensity of this building; right?	It just goes on forever.	And
they're also using lines.	Look at that, converging lines.	Very interesting.	The lines are converging to the top of the building, to the focal point at the
top.

So this is a really low angle, this would be

like you're a little worm on the ground with your back on the ground, your head on the ground.








Here is a high angle.	 So the character, you're in the place of this person, and you're looking down; right?	And you can see the weakness, inferiority, and isolation of the character.	So this is the -- it's very similar to low-angle, but you're looking from the top down.
Here is a straight angle.	When you want to get into the soul of the person, right, like to read their mind and get -- develop empathy for them, let's say, for the subject, you would shoot a straight angle
right into their eyes.	So it would be at eye level, like you're standing there with them and taking the
photo.

This is a young girl working in a textile mill in New England.	They had children working on these looms back in the 19th century, because children could crawl underneath.	They had horrible injuries, but
they would crawl underneath and set the machines for

the -- in the mills and so forth.

Here is a subjective angle.	First-person;

right? So you can see the hands. So it's like you're in the -- you're actually in the -- you're controlling the photo.
So here is a summary, everyone, low, eye level,

high. Worm's eye is superlow. Cantered or birds eye








is really very high.	But we generally look at high, straight -- or high eye level, and low angle.	But there's many variations that people use.
I thought I would just show you some examples of

angles here, and then we'll move on.

There's some scenes from Orson Wells.	Look at the dramatic lighting.	This was filmed in Europe after the war.	We've got the Dutch tilt, we've got
that superlow angle, the camera's right on the ground, and the dramatic light, light and dark.	So I thought
I would show you a few examples of angles.	So again, cinematography and photographs, there's a lot of overlap but the same idea.


[VIDEO ON].



INST KENNETH ZUPAN:	This is an establishing shot of a legal drama, so at the court-house looking down.	So establishing would be like the opening of a scene.
What did I do here?	Sorry.	Okay.

>>	[Music playing]...

>>	In my last video I thought how the arrangement of characters and objects could be shot...create certain effects from technique that helps form the background, [captioned].











[VIDEO OFF]



INST KENNETH ZUPAN:	So in review class, with composition, here is a breakdown.	Again, you don't have to
consider all of them.	Consider shot size and length,

like in terms of, you know, close-up, long shot, medium shot, how much should we put in the shot, what to include in the composition.	Photographic principles, there's quite a few of them; you don't have to use all of them.	You know, like hierarchy, line, rhythm; right?	The composition in terms of formal, informal or symmetrical or asymmetrical.	And then the camera angle, too.
All of these things, if you consider these principles, you can make something really powerful. But, again, a lot of students get preoccupied trying
to use all of them.	So when you're working in your --

on Wednesday when you're working in your photo log and in your photo book, you will -- I'll give you a choice to use from different categories. So, again, we don't have to use all of them.
I just want to talk a little bit about meaning, like the emotional and literal meaning of photographs. And then I'll talk about some of the photographic








artists that you can use for your photo book.	And I

will talk about them again in the lab.

So, you know, just like anything else, there's a literal and sort of the connotative meaning that photographs can portray, and this was -- a lot of this thinking was done by Ronald Barthes...they wrote at
the denotative and connotative meaning of images of objects, characters in a movie, everything.
And what they said is the literal and the connotative or denotative, they're like a two-sided coin, the literal and the meaning that you get out of it, so they're intertwined together.
So Punctum, that is the Latin term.	That is the emotional pull of a image, like the meaning that it portrays.	It refers to what drives the images, emotional and symbolic meaning.	It can be subjective. So it's a kind of feeling that you get from the photo.
Here is a photo taken back in the 1930s, and I

have this artist further down.	Let's see if I can -- this is Dorothea Lange, and Dorothea Lange, she had various different subject matters.	She would take pictures of old abandoned buildings and things.	But she travelled in the 1930s in the Dust Bowl in the United States when we had the Depression.	There was a terrible economic depression from 1929 to basically








the end of the 1930s when the war started.	And a lot of people in the United States were -- had to leave their homes.
In conjunction with the economic depression,

there was something called the Dust Bowl, where a lot of midwest, a lot of the parts of the United States, there was dust and the crops failed.	So it was a really horrible time, and I hear stories from my mom and so forth.
So a lot of people in the United States, they

got all their belongings and furniture, and they went west to places like California where there was opportunity and they could rebuild their lives.	And they -- basically these people migrated west.	And you can see this photo of this mother.	She's looking out into the distance.	She doesn't know what tomorrow
will bring.	It's really quite heart-breaking to look at this, with her children, as she migrates from
places like Oklahoma.	A lot of people went from there to California.	Same thing in Canada, like in the prairies, they had the Dust Bowl.	My uncle told me about it -- my late uncle in Saskatchewan.	They had like crop failures and so forth.
So punctum is the emotional.	This is the

studium, sort of like the literal.	Let's try and








unpack this photo, analyse this.	So the studium is the reality, the literal.	When we look at the literal, we see two people riding on a Vespa, and we see a road, some street cars, we see some buildings,
people walking.	And you can really get into that deep level, you'd say well, that architecture -- sorry, the era, by the fashion, it looks like 1950s, you see the clothing, you see the automobiles.	You look at the background, you look at the architecture, you would
say it looks like somewhere in Europe.	Could be

Italy. There's shutters on the window. So this movie was actually filmed in Italy, in Rome. So that's the literal, basically two people riding a Vespa.
And then you get into the punctum.	You see two

people smiling, carefree, enjoying the wonders of tourists of Rome.
And this movie actually is about -- with Audrey Hepburn; right?	This movie is about a princess who is on Rome for a state visit.	And she plays hooky and runs away from her hotel and all of her -- the people who look after her, and she goes and becomes a tourist with Gregory Peck who is an American reporter.	And they just go and have fun.	There's a lot more happening.	They have a little bit of a romance and ride around in Rome, carefree.








So now we'll look at the photographers -- we're almost done -- I want you to think about these between now and Wednesday, because you're going to be
utilizing these in your photo book or walk.	So I will

go over these again.

In your photo book, rather, your next major assignment, we'll look at the maps, we'll have some fun and look at them. And then you will pick one of these photographers to work with.	And what you're going to do is you're going to emulate their style
with your own subject matter.	So that's how designers and artists work, they find someone, a mentor,
somebody we like their style, we emulate it and then develop our own style.
So here is one famous photographer.	So I'm trying to get a list of photographers from different eras, different genres, like landscape, people, and different nationalities.	So there's something for everyone.
Here is Alfred Stieglitz.	He took a lot of

photographs of New York, black and white, atmospheric, light and dark, you can see here Manhattan, very dramatic photo.	But he also took photos of, like,
sort of social -- he had an interest in the working

class, the ordinary in New York as well, the plight of








people in New York City and so forth.	This is a photograph he took of immigrants arriving in the United States in 1907.	It's called steerage. Steerage is the cheapest part of an ocean liner when
you go across.	My dad went steerage.	He said he was sick the whole time.
Basically these immigrants are arriving, they're disembarking, and he's taking photos of them.	You can see there's a lot of people.	There's a woman on the bottom, looking quizzical, wondering if she did the right thing.	So you get -- it's a very interesting photo, and in terms of composition rules and also subject matter.
And then we have another one.	This is it an

experimental photographer named Man Ray.	That's not his real name, but his nom de plume.	And he was very forward thinking back in the early 20th century.	He was working with X-rays.	He would take X-ray films and X-rays and have hands and X-ray objects and make these really interesting still-life or inanimate objects.	He had these hands and silhouette of two people embracing.
He also worked with still-lifes.	Here is a figure, she's got her head reclined, and this African mask.	So he liked to work with -- so inanimate would








be objects like a cup, flowers, a mask, and then the human figure.	So that's very interesting.	Very experimental.
Here is Ansel Adams.	A lot of people like his

work.	He was an American landscape photographer.	So he was basically 99% focussing on landscape, mountains, and so forth, nature.	And this is -- he spent most of his professional life working in Yosemite Park in California with these very dramatic
rock faces and so forth.	This is called Monolith, the

face of half dome, 1927.

The photos have this incredible detail.		It's like a high-resolution digital camera.	He had a box camera on a tripod, he had a negative like this, huge negative.	So he had this incredible detail.	It wasn't like a point-and-shoot 35-millimetre camera.
He had a huge negative. And working with black and white, incredible detail, you know, light and dark, you know, contrast.
Here is another one that he worked on.	This is

in Wyoming, 1942.	We have this winding river.	Can you see here, this river is acting as a leading line. It's not straight like in the railway station where your eye is going like this, and meandering here.	And if we put a grid right where this river -- where we








can't see it anymore, there is actually a focal point. If we superimpose the rule of thirds, that's really quite beautiful.
You know, focussing on nature.	He used grey

scale, black and white a lot.	There is our friend Harry Callahan.	He liked to take pictures of people, quite often Eleanor.	And he had another model named Barbara.	So juxtaposing people in front of cityscapes like park or buildings or water.
Now this one, Eleanor is a little bit

asymmetrical.	But generally Harry Callahan liked to work with symmetry.	Then we saw Dorothea Lange.	If you pick this for your photo book, you're not going to fly over to Oklahoma and look for people, you would
use your own subject matter, just regular people; right?	You would use her technical style and so forth, but focus on a similar theme.
This is another picture that she took.	Look at

these lines.	This is an abandoned farm.	Can you see where the tractor ploughed the soil and all these lines are converging over to this house?
So she used a lot of -- mainly humans and so

forth, but very dramatic angles, these leading lines, so forth.
Here is another photographer.	If you're








interested in taking pictures of buildings and things, Margaret Burk White.	She was interested in showing
the industrial progress in the United States.	She took a lot of photos for Life magazine. Very creative framing.	So interested in buildings, factories.	This is a hydro.	It looks like a castle, doesn't it, with the turrets.		You can see she's using this technique. There's a lot of lines happening here and it's going off in the distance.
Here is another one that she did.	A low angle.

So it makes like it ant's eye view of the Chrysler building in New York City, 1930.	So you can see she's using perspective lines or lines converging to show
the massive scale of this building.	So very creative

framing.	It's a little bit asymmetrical.

Again, she's not using all the techniques that we talked about, but she's using leading lines or lines converging to the top of the building, to the
focal point, contrast, light and dark, and, again, the low angle.
Here is a little bit of trivia; it's not on the quiz.	She had a studio in the Chrysler building.	So this was the Chrysler Corporation, the automotive manufacturer.
Walter Chrysler had an office right at the top








here.	Apparently there was a speak-easy or an illegal bar at the top at the time during prohibition.	And Margaret Burk White had her studio, she would go to
the balcony and take photos of the sky-line.	That was

very practical.

Here is another photographer, Shirin Neshat, looks at -- she has got a very interesting style.	So she looks at the social, political, and psychological dimensions of women, contemporary Islamic societies. She works a lot in Iran.
Here you can see -- this is very interesting. She takes photographs and superimposes calligraphy or text.	If you were to take photos like Shirin Neshat. You can have typography superimposed in cursive.	It doesn't have to be in Farsi, you can have it in English or something.
That's a very interesting.	And, again, look at that, symmetrical, that hand in the foreground, very powerful. She works with black and white.
Now, some of you love sports and all that.	This

is a popular photographer that people have used before.	This is a Andrew Bernstein.	He is known for taking high-angle, low-angle, dramatic shots in sports.
So he's one of these people you see at centre








court with a ladder.	Usually they have a ladder behind the net.	And he's worked with famous sports...and also games.	Low-angle, there's a high angle, so very dramatic use of angles for sports, and I think when you have these dramatic angles, it makes it really quite dynamic, there's Larry Burg, so this is an older photo.	So something like this, if you were to photograph people in -- participating in
sports, on your iPhone, you would use burst shots, and you would capture people moving very quickly.
When I say this, I want to put in a caveat here. He's very interested in looking at common people.
He's a Chinese photographer.	This is not to denigrate.	China's a first-class industrial power, and, you know, it has a lot of, you know, very strong middle class and very progressive in terms of economic activity and so forth, and the standard of living.
But he has these shots, people in rural areas of

China, just regular people working and so forth who

are in the rural areas or countryside, dramatic levels at eye level.	Dramatic lighting.	That looks almost like that photo we saw earlier from Dorothea Lange, colour.
This is very dramatic lighting, this is Ragu

Rhai.	He's a press photographer.	He works for








Magnum, the most elite press photography.	He likes to take pictures of regular people, like scenes just social position.	Here is a monk getting a donation, and here is somebody travelling.	So the human condition, just regular people, someone travelling by train in India, passengers on the train.
He likes to use dramatic angles, human subjects close-up at eye level, asymmetrical, dramatic lighting, ordinary, but also some very well known
people.	This is a portrait of the late Mother Teresa.

She was a nun who ran a charity, missionaries of charity.		And we can see here very, very humble person.	But we can see he's taking a low angle.
She's coming down the stairway just to show how in her

humility she did so much to serve people in her mission.
Here is another one.	This is a photographer -- so these people are all in line.	This is a photographer from Vietnam, and he works with landscape architecture, fashion, and so forth.	Chiron Duong.
And his inspiration... cultures, beliefs and, again, looking at architecture, people on the street, and so
forth.

So these -- I'll talk more about these.	I'll repeat this in the next -- in the lab, and I'll show








you where you can get resources.	But take a look at at a list of these people before you come to lab and see which one you would be interested in working with for the photo book.
Now, I'm just going to end it here.	This is also for homework.	There is a little video here -- because we only have 10 minutes left.	This is Emile Pakarklis, whose done a really interesting video on how to use your iPhone for taking photos and some of the techniques.
So I imagine most of you have iPhones.	I know I

had an Android for a long time.	And a lot of the

tools are very similar, like the cameras and so forth. But here he has some techniques, for example how to focus manually.	So quite often you know when using
the iPhone, I take photos, and I just press...and the

camera does the work.	There's ways where you can focus, you can press your finger and it focuses on a certain area. So you can use it like a professional camera.	You can create rid to align shots and create this informal or asymmetrical layout.
And also exposure; right?, so here is a tunnel,

somewhere in Europe, you're taking a photo there's this bright sunny day, if you click on the area, it actually creates -- it works with the contrast, you








can get more shadows.	This is washed out, we would call it washed out on the left.
So you hold your finger on the screen a few seconds, and then you can play with the exposure. He's got autofocus locked, too.
Here is burst shot.	I didn't realize this.

There's so many things you can learn.	I don't know if anybody's got an iPhone, but they changed the
operating system in December, in the camera there's so many steps.	If you hold down the shutter button, if you have a friend jumping their bike, if you want to emulate Andrew Bernstein, you can do the burst shot of someone moving very quickly.	You can use macro zoom, get things really close.	And that's something -- we don't see it here, but if you look at our friend,
Ansel Adams, he took a lot of pictures close-ups of

fall flowers and so forth.

So those are some of the techniques.	So have a look at the video before the lab, you know.		It
doesn't take very long.	And, again, it should be very

similar with the Android because some of them are similar.
And we're pretty much done.	We finished on time.	And so see you -- we'll see you in the labs. Make sure you bring camera your dad's Nikon digital or








your iPhone or whatever, to lab, and see you then.

I'm really interested in seeing your maps, too.	We'll see you on Wednesday.
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