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Your Inner Gift: Cultivating the Art of Simplicity in Photography 
 

Session 4:  The Medium, Part I – Toward a Visual Grammar 
 

Sessions 4 and 5 focus on the practical side of image making by 
introducing some key tools that a photographer can use to direct and 
sculpt a viewer’s interpretation of an image; i.e., the essential 
elements of a visual grammar. We will discuss the basic elements of 
composition (e.g., the frame, light, contrast, tone, form, texture, etc.) 
and how they can be combined for a specific purpose.   

 
Visual Design: Elements of Composition 
 

"What lies in the periphery of simplicity is definitely not peripheral. Become a light bulb 
instead of a laser beam. Striving for excellence usually entails the sacrifice of everything 
in the background for the sake of attending to the all-important foreground. Find the 
meaning of everything around, instead of just what you are directly facing." 

                                                                                             − John Maeda, The Laws of Simplicity  
 

In tune with the wisdom conveyed by this workshop’s oft-repeated Zen story that begins, 
“Before I had studied Zen for thirty years…,” we need to first see how “light, contrast, and 
tone” are not (necessarily what our unexperienced selves believed to be simply) “light, 
contrast, tone,” before “light, contrast, and tone” once again become “light, contrast, and 
tone” and become as effortless to use in our photography as breathing is to simply being. 
Before simplicity − unfortunately, but necessarily − lies a complex path; or least a path that 
must be deliberately trodden upon before it eventually decays of its own accord and is no 
longer needed. The path begins by assembling a palette of tools that we can use to sculpt our 
unique vision of a “simple” photograph.   
 
What are these tools? The basic elements of composition and visual design; which, in turn, 
are nothing more than a set of essential principles that help guide the photographer’s eye, 
mind, and hands (when working in an analog darkroom or its latter-day digital analog) in 
conveying exactly the message that the photographer intends to convey with her image. As 
with most things associated with the creative process, this is both absurdly easy to do (it is 
certainly easy to understand on an intellectual level), and, often, ridiculously hard to do in 
practice, which is why real − timeless − art is rare, and the main reason why there will never 
be a dearth of “You, too, can become an Ansel Adams by following the 5 easy steps in this 
book,” kind of books on the market. While few of us are likely to become the next Ansel 
Adams, working toward being the best we can be as artists is not half bad. No one on the 
planet has the vision that is uniquely yours. What made Ansel Adams (feel free to substitute 
any other deserving photographer-artist) stand apart from his peers was the way in which he 
expertly used all of the photographic elements under his control − from his choice of and use 
of the controls on his camera, to his selection of where to stand and what to point his lens at, 
to exposure calculations (I’ll provide a link to a wonderful story about how one of his best-
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known images, “Moon Over Hernandez,” was exposed “on the fly” thanks to Adams’ deep 
knowledge of lighting and exposure), to choice of filters, to in-camera composition, to his 
virtually unsurpassed technical acumen in his darkroom − to convey precisely what he wanted 
his final image to convey to a viewer. Once you’ve learned the basic elements of composition, 
your task will be to use them to develop your vision; not mine, not Ansel Adams’, and not 
anyone else’s but your alone. 
 
If you intend to take a picture of a “rock” in order to show someone that “you’ve taken a 
picture of a rock” (a ludicrously low-hanging-fruit variant of a “fine-art photograph), it still 
begs the question of how you will arrange the elements in whatever image you create 
showing that “you’ve taken a picture of a rock.” Will you place the rock in the center, where 
it will be surrounded by grass, leaves, or other rocks? Will it be off to the side, or near a 
corner? What else will you place in the frame? How large will it be relative to the rock? What 
color is your rock, and how does the color play off the color of other elements of your picture? 
What is it “pointing at”? Something in the frame, or at something we cannot see because it 
is outside the frame (or something you’ve deliberately cropped out)? There are a host of 
other similar questions; endless almost.  
 
None of these questions are trivial; and all of them are important, insofar as the myriad little 
decisions you make regarding their inclusion, exclusion, and collective assembly will either 
make or break your image (vis-à-vis the message you want your final image to convey).  
 
Even a rudimentary understanding of visual grammar − that rests on a set of basic principles 
of composition − will allow you to make myriad little informed decisions about how to sculpt 
an image (in your mind, while it is being captured, and in the darkroom or computer, as you 
prepare it to assume its final form to your intended viewer). How you go about sculpting your 
image is, of course, up to you. Shakespeare used the same “language” as other writers of his 
time; he merely sculpted it differently and in accord with his own unique vision. But he could 
not have done what he did, and his work would not have been as long-lasting, had he not 
known his language well. And so, it behooves us photographers to learn the language of 
photography. To learn it, and practice it, deliberately, conscientiously, and relentlessly until 
visual grammar and the elements of composition become second-nature to us, and are 
effortless to apply. 
 
So, what are these elements of composition I’ve been alluding to? They can be broken down 
into three categories (the individual lists are far from exhaustive, but will be enough for us to 
weave together a coherent introduction):1 (1) elements that describe the overall image (e.g., 
What is the shape of the frame?, What is inside of it?, How are the parts divided?, How is the 
image cropped?, Are there any frames-within-frames?, etc.), (2) photo-graphic primitives 
(e.g., corners (of an image), curves, exposure, focus/centers-of-focus, light, lines (vertical, 
horizontal, and diagonal), movement/dynamics, points (single point, several points), 

                                                            
1 I provide links to several books that provide considerably richer detail than we have room or time for in this 
essay on our workshop website: http://www.sudden-stillness.com/SimplicityWorkshop2017/session4.htm 
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rectangles and triangles; and (3) visual design elements (e.g., balance, color, contrast, 
figure/ground, form, Gestalt perception, movement/dynamics, negative/positive space, 
texture, tone, pattern, perspective/depth, relationship/tension, rhythm, sharpness, and 
(visual) weight). Since we do not have time in the workshop to cover all of these elements, 
let us concentrate on a select few essentials. 

 
A Single Point 
 
Consider the simplest possible photograph (albeit one that communicates “little” beyond 
“what it obviously is”), consisting of a single point. This “trivial” act of instantiating a solitary 
visual/compositional element immediately and irrevocably creates two elemental 
relationships within a photographic frame: (1) implied forces that are proportional to the 
distance from edges / corners, and (2) implied lines that divide frame into horizontal & 
vertical boxes. 
 

 
S4-i1 

 
While few photographs consist of nothing but “single points,” in truth very many − indeed, 
some of the “simplest” − contain single points of strong focus, which might as well be viewed 
(literally and figuratively) as “single points.” Look at the examples on the slide above. Though 
none of the images depict “single points” in a literal sense, each image has one main focus of 
attention. Notice how the images convey very different moods. It’s subtle, to be sure (and 
this is only our first example), but I want you to think about how each of these images affects 
how you view them. This is the whole point in all such basic discussions of visual grammar; 
namely, to take note of how (in this case) different placement of centers evokes predictably 
different responses from the viewer. 
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Consider, as another example of a strong “single point” focus, this image:2 
 

 
S4-i1 

 
While the “single point” = my wife’s silhouette is clearly the dominant element that draws 
the viewer’s eye and attention − and her position and context determines overall mood of 
the image − the image works as a whole because it conflates a number of other basic 
compositional elements; e.g., 

                                                            
2 As an aside, it is worth point out that this particular image also serves as an example of the role serendipity 
plays in photography, and a reminder that our most memorable images are seldom those we actively seek. The 
image was taken near Teangue (a fishing village on the Sleat peninsula, on the Isle of Skye, Scotland), on the 
next to last day of the trip we took 2009. The sun was setting, but we had a bit of time for some last minute 
exploration before dinner. I was busy taking close-up shots of rocks and water, with my back toward the water 
where my wife was standing. I was in my usual crouched position, camera on tripod, eyes down, happily 
composing away, and oblivious to everything else that was taking place above, around, and behind me. After 
spending an hour or so searching for good images in vain, I finally stood up to give my knees a rest. While 
stretching my back and swinging around to look for my wife, I saw the magical image reproduced above. This 
completely unexpected “catch” is among my top three favorite images from our 2009 trip. 
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• Centering anchors shot 
• Dark silhouette of subject adds contrast 
• Dark clouds (at top) and dark band of kelp on bottom both anchor and add contrast 
• Subject’s (relative) “smallness” intensifies total immersion (into the “infinite”) 
• Snatches of land (left / right) adds stability 
• Layers of rocks and kelp in foreground echo layers of cloud 
• Water in foreground echoes ocean 
• Vertical space echoes subject’s gaze 

 
• Exercise S4-1: Identifying “local” moods of an image 

 
Consider these alternative crops of the previous image (s4-i1): 
 

 
S4-i2 
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They all work in their own way (to varying degrees), but each also exudes its own unique 
mood. Carefully examine each image, and note what thoughts/emotions it evokes in you, and 
what either works or does-not-work; you will all have varying opinions, which is at it should 
be; there is no “right” or “wrong” here. Consider why a given image has the effect it does on 
you.  
 

Now reach into your archives and look for an analogous “single point focus” image (or a few, 
if you have time) with which you can play the same game: namely, take a few notional crops 
around the “central focus” in the image (so that each isolated area stands on its own as 
“interesting”), and consider the same kinds of questions as for my Skye picture: why is the 
crop weaker (stronger?) than your original image? What’s “different” about your crops, 
relative to how the original makes you think/feel? 
 

The idea in this exercise is to get you to explicitly think about the “devil is in the details”-level 
minutiae that make up an image − and that directly shape how we react to it − but about 
which we seldom pay much attention to. One you have familiarized yourself the basic 
elements of visual grammar, you will be able to predict, and therefore control, how your 
image will be viewed and interpreted by others.  
 
Multiple Points 
 
Going from a single point of focus to multiple points is easy, in principle; but you need to think 
somewhat “abstractly.” Not all (indeed, few) images are going to lend themselves to a 
“simple” decomposition in which they are described by literal points. Just as an image with a 
“single point” of focus can actually be quite “complex,” so long as the “complex” part serves 
as a single focus (remember the “fractal tree” in session 1; image s1-i3), images with multiple 
points are seldom literally composed of individual points; rather the multiple points of focus 
are abstract diffuse and mutually isolated areas that draw a viewer’s attention.  
 
For example, this long exposure of some rocks (on the southern side of Molokai, Hawaii), is, 
from an abstract perspective, a 3-pt-focus image. Moreover, the three points form a line, a 
which is a basic − and, arguably the most important − graphical element of composition. 
 

 
S4-i3 

 
Without lines, there is no shape; without shape, there is no form; and without form, there is 
no texture or pattern. 
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Lines can lead you away or toward a focus of interest and establish the overall mood. 
Different types of lines induce different emotions (this list, as all other lists that appear in this 
workshop, are intended as rough guides; indeed, I encourage all of you to develop these kinds 
of lists on your own, to determine how each basic graphical element tends to affect you): 
 

• Vertical  → power, strength, growth 
• (Single) horizontal → rest, stability 

− High horizon: heaviness, nearness, earthiness 
− Centered horizon: peaceful, quiet, static 
− Low horizon: ethereal, expansive, light 

• (Multiple) horizontal → drama, rhythm 
• Diagonal → action, draw viewer’s attention 
• Thin → unstable, vulnerable 
• Thick  → dominating, rigid, stern 
• Curved  → relaxing, soft, soothing 
• Jagged → chaotic, sharp, threatening 

 
Sometimes, the “lines” that appear in an image are implicit, such as in this image: 
 

 
S4-i4 

 
Of course, multiple point foci can form other basic form, such as triangles and squares: 
 

 
S4-i5 
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S4-i6 

 
And, sometimes, multiple lines are just that: multiple lines: 
 

 
S4-i7 
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Typically, images will consist of multiple overlapping shapes; the trick is to start seeing the 
world abstractly terms of elemental shapes − points, lines, triangles, squares, curves, circles, 
etc. −  rather than as the richly patterned and textured reality that our eyes are presented 
with. For example, this photograph of Luray Caverns (captured in northern Virginia in 2011) 
is, objectively speaking, very “complex” − indeed, any of the photographs from the portfolio 
I put together of Luray Caverns that year is easily among the most complex images I have 
taken in the last decade − but, if viewed with an eye attuned to an elemental visual grammar, 
it is not really so complex after all: 
 

 
S4-i8 

 
Images that cannot (or cannot easily) be decomposed into a harmonious blend of elemental 
graphical elements are generally less “successful” as photographs (Ansel Adams’ “There is 
nothing worse than a sharp image of a fuzzy concept” variety of image); of course, this is not 
always true − there are no panacea “rules” in photography (despite what you may have heard 
or read) − but it is a good practice to keep in mind as you teach yourself your own visual 
grammar. 
 
A short aside on how I use my bad vision to “see” 
 
The image above is from a portfolio that was published in Issue #95 (Jul-Aug 2011) of 
Lenswork magazine.3 In the interview with Brooks Jensen, the editor of Lenswork, I noted that 
for the first 30 minutes or so (after I arrived at the caverns; since I came in the off-season, the 
staff was kind enough to give me essentially free rein over the caverns for a day!), I just 
walked around without a camera (as I always do whenever I go somewhere new) and without 
my eyeglasses on (also, as I always do). This last point is what I want to elaborate on. While 
walking around a new place without a camera may be something at least some of you do; but 
I’m wondering how many of you that have eyesight problems walk around a new place to 
photograph without your glasses on? 
 
Because I am very nearsighted, seeing the world without my glasses automatically yields an 
abstract − certainly much simpler, distilled − representation of it. Since my eyes sans glasses 

                                                            
3 The workshop website includes links to the portfolio and audio interview I had with Brooks 
Jensen, editor of Lenswork. 
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provide only rudimentary information about shapes and tones, I find it a useful exercise to 
first “see” my compositional landscape in these aesthetically simplified terms, before fully 
immersing myself in the process finding real photographs in it. This has been a vital part of 
my creative process for well over 35 years, and may benefit those of you who are unfortunate 
enough to also suffer from nearsightedness, but who have not yet tried “looking” at the world 
without your glasses. In my case, the practice started quite by accident. 
 
When I was just starting out in photography, I found the physical act of using the viewfinder 
on a camera hard on my eyes. The constant shifting between squinting through the camera 
followed by focusing on something in the distance quickly tired my eyes. So, after even a few 
shots, I would usually take off my eyeglasses and rub my eyes a bit before resuming my 
camera work. One day, with my glasses off, I turned to glance in a direction where some 
commotion was going on. I could make out only some blurry lights and shapes, but whatever 
was going on it looked "interesting." Without thinking (and still without my glasses, which 
had also fallen to the ground) I lifted my camera to my eye and − without thinking and unable 
to really see anything − took a shot. I have long forgotten what that shot was a shot of, but I 
remember being mesmerized by the thought − later, after I developed the film − that it had 
turned out better than OK; it was a really well-composed, lovely shot! But not one I would 
necessarily have taken of this subject (namely, a scene with people in it!) had I had my glasses 
on. The lesson taught me to always first “see” a scene sans glasses. 
 
The first panel of the triptych below depicts, roughly, what I “saw” without my eyeglasses, 
when I first descended the stairs into Luray's interior. The middle panel shows how I 
“interpreted” the scene visually and graphically. Since I could see no detail, I could make out 
only a few lines, curves, and a harmonious seeming arrangement of circles that implied a 
centrally placed trapezoidal shape. Panel 3 shows what the scene “really” looked like. 
 

 
S4-i9 
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• Exercise S4-2: Developing an eye for elemental shapes 
 

This is a two-part exercise, that − I warn you − might at first appear too trivial to spend much 
time on. I urge you to try it, particularly if you have never tried this before.  
 

The first part consists of drawing (freehand or with straightedge, whichever you prefer), then 
cutting out some basic shapes: triangles, squares, rectangles, thin long rectangles (to 
approximate “lines”), circles, and ellipses. Draw them all out on a standard 8-1/2-by-11 sheet 
of paper; make several different-sized variants of each. Cut them out and assemble them on 
the table. Now take another piece of paper, and draw some rectangles to approximate a 
typical frame of film of various aspect ratios (or the one or two that you most like to use: 
square, 4-by-3, 2-by-1, whatever); make the frame large enough to comfortably 
accommodate the placement of several of your “cut out” shapes. Now play! Spend 15-20 
minutes just playing around with various “compositions” (of shapes). Notice what “feels” 
right when something just “clicks” and seems to be in place. Do you prefer to have a single 
“square” sitting off to one side, with a smaller-sized circle some distance away? Do you like 
an equal mix of linear and curved shapes? What relative angles do you best like to position 
your shapes? The point of this part of the exercise is to learn your “style” of assembling 
elemental graphical shapes in a frame. As I said, it may seem almost too trivial to try; but I’m 
guessing that not all of you have actually ever done it. If you do it sincerely (and practice on 
your own, during and after this workshop), you will eventually train your eye to automatically 
see just those assemblies of abstract forms in the real environment that are the most pleasing 
to you. Developing this instinct begins with what only seems like frivolous grade-school 
“play.”  
 

The second part of this exercise involves applying what you’ve hopefully learned about your 
own aesthetic predilections from “playing” with shapes in frames  to the real world. Either go 
out with your camera or search through your archives search for images that emphasize 
points, lines, are these three primary shapes: triangles, squares, and circles. Just as any color 
is a blend of the three primary colors, so all shapes may be viewed as deformations or 
arrangements of primary shapes. Capture (or Identify) images that contain one or at most a 
few simultaneous elements. Try to get a few examples of each. This, again, might sound 
simple − and it is − but it is also instructive, as it emphasizes a different way of looking at the 
world (and of finding potential subjects to photograph). The “sage photographer” ignores the 
names of things, and instead sees the world as an assemblage of primary shapes. 
 

If this is something you have not done before, you may be surprised at what a creative spark 
this seemingly “simple” two-part exercise can bring. Rather than waiting for a Henri Cartier-
Bresson “Decisive Moment” to strike (though we should all be ready for that, as it can happen 
at any time!), or looking for “interesting things,” the right light, or other subject matter to 
appear for you to photograph, instead look − deliberately, patiently, and sincerely − for 
nothing other than “interesting arrangements” of lines, triangles, squares, and circles. The 
caveat, is that these “lines, triangles, squares, and circles” are not (necessarily) literal, but are 
the abstract forms that populate whatever scene you are photographing (as in the shapes 
overlaid on top of my shots of Luray Caverns in images s4-i8 and s4-i9). 
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Tone 
 
Tone − that is, the measure of whiteness, or lightness of parts of images − is arguably the 
most intangible element. Developing an intuition for the tonal distribution of an image, both 
before and after a photo is taken, is critical. I’m assuming most of you are familiar with using 
the histogram tool in Photoshop, Paint Shop Pro, and virtually any other image program: 
 

 
S4-i10 

 
For those of you who are not familiar with the histogram or just have a passing acquaintance, 
a histogram is just a plot of the relative frequency of a given tonal value; ranging from 
completely black (luminance = 0, on the left-hand side) to totally white (luminance = 255, on 
the right-hand side).4 Tone, generally, sets the overall mood of an image. Of course, there is 
no such thing as an ideal histogram. Histograms merely define the tonal range in a scene and 
are to be used to assist the photographer in conveying a desired mood. “High key” images (or 
those that consist mostly of high values of luminance) typically convey lightness and joy; and 
“low key” images (with predominantly low luminance values) convey darkness and a sense of 
mystery. Tonal contrasts create boundaries between objects and be used as effective tools 
to build aesthetic compositions. 

                                                            
4 The 256 steps (including the value 0) are a result of working in an 8-bit space (which most home and even 
professional printers are restricted to). 8-bits means that each of the color channels (R, G, and B) are limited to 
28=256 possible shades. 



13 
 

Texture 
 
Texture Refers to the roughness or smoothness of a surface: 
 

• Often over-looked as a visual design element 
• Appearance depends on how close to (or far away from) you are from it 
• Made more visible by using side-lighting (creates shadows on surface in proportion 

to roughness) 
• Contrasts between textures creates boundaries between objects (much as tonal 

contrasts do) 
• Textures may be used as the sole focus of a composition, but be aware of possible 

(unintended) distractions 
 

 
S4-i11 

 

You can also create textures (in otherwise textureless environments) by either panning the 
camera horizontally across a scene while using a long exposure, or combining (slightly 
misaligned) multiple exposures of the same scene. 
 
Contrast 
 
Everything we see, and all that we respond to − physiologically, cognitively, psychologically, 
and philosophically  − depends, in one way or another, on various contrasts and their 
relationships to one another.  
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On the simplest level is the tension between the local and global tonal contrasts in an image: 
 

 
S4-i12 

 

But there are many different kinds of contrast that are just as important (in terms of the role 
they play in determining how a viewer may respond to an image).  The “sage photographer” 
(recall Chuang Tzu from Session #3?) must always be mindful of an entire panoply of 
contrasts. Indeed, Johannes Itten, who ran the Bauhaus school of Art, Design, and 
Architecture in the 1920s/30s, based his theory of composition almost entirely on one simple 
concept: contrasts − between light/dark (called chiaroscuro), near/far, large/small, 
rough/smooth, horizontal/vertical, one/many, thin/thick, broad/narrow, surface/volume, 
solid/liquid, loud/soft, linear/circular, static/dynamic, transparent/opaque, etc.  
 

 
S4-i13 
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Pattern 
 
Patterns play a fundamental role in nature, not just photography (I’m speaking here also as a 
physicist), and are often over-looked as a visual design element. As with almost other aspects 
of composition, a pattern does not have to be perfect to be useful; indeed, imperfect patterns 
− or, as a physicist might say, broken symmetries − are considerably more interesting than 
examples of textbook-like perfection. 
 
There are two effective ways to use patterns compositionally: either emphasize the pattern, 
or deliberately break the pattern. For example, you add a contrasting object (such as a shape 
or texture) or remove a repeating object(s). However, note that the element that breaks the 
pattern typically becomes a new element in the composition; i.e., figure becomes ground 
(and vice versa) 

 

 
S4-i14 

 
Balance 
 
Balance, as a primitive graphical element, is effectively a resolution of tension; as in a 
“balance of opposing forces” (or contrasts). The eye instinctively seeks to balance visible 
forces. To the extent that balance reflects and/or is associated with an “aesthetic harmony” 
(unless disharmony is the photographer’s objective!), try to arrange the elements of your 
composition in such a way that the overall frame appears intuitively as stable. 
 
There are three general kinds of balance: (1) symmetrical, in which objects fall equally away 
from the center of an image; (2) asymmetrical, in which objects are “weighted” according to 
size and distance, and (3) dynamic, in which there is a weighed balance of all forces. 
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Balance → aesthetic harmony (S4-i15) 

 

 
Symmetry works only when it is perfect (S4-i16) 

 

Here is a symmetrical dynamic interplay of forces in which the eye eventually lands on a stable 
center: 
 

 
Symmetrical/dynamic interplay of forces (S4-i17) 

o 

And here is an asymmetrical dynamic interplay of forces in which the eye is first led into two 
opposing directions, but eventually settles into two quiet centers (circular elements): 
 

 
Symmetry works only when it is perfect (S4-i18) 
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Camera vs. Eye 
 

“The difference in "seeing" between the eye and the lens should make it obvious that a 
photographer who merely points his camera at an appealing subject and expects to get 
an appealing picture in return, may be headed for a disappointment.”  
                                                                                 − Andreas Feininger (1906 – 1999) 

 

Much of the mystery in composition and graphical design in photography stems from an 
underappreciation of just how differently the camera “sees” the world from how our eyes 
see it. Of course, both have a lens, an aperture, an image plane, and light sensors. A camera 
(typically) has a mechanical shutter; whereas human vision is sampled through the optic 
nerve (more on that a bit later). The human eye has a very narrow angle of sharp vision, about 
three radial degrees. The eye scans images in small segments, taking in very wide view 
segments. It’s focus quickly darts up and down, left and right, according to what grabs our 
attention (sometimes consciously, sometimes unconsciously). Most fine details remain fuzzy, 
and the brain has to fill in unfocused details. If you look at some fine print in a newspaper or 
on this word on your computer screen, notice that − if you do not move your eyes but shift 
your attention to a nearby word or letter on the line directly above the word you are looking 
at − you will be able to make out very little detail, despite the proximity of what you giving 
your attention to what you gazing directly at. 
 
The major differences between camera and eye are in how they record light, how they focus, 
their sensitivity to light, and their dynamic range (i.e., the ratio between the maximum and 
minimum measurable light intensities): 
 

• Light: eye/brain records subjectively; camera records objectively 
 

• Focus: eye – muscles adaptively change the shape of the lens; camera – lens moves 
closer/further from the film to focus 

 

• Sensitivity: film/CCD is uniformly sensitive to light; the retina is not 
 

• Dynamic range: digital cameras have a dynamic range between 5 and 10 f-stops; the 
human eye has a dynamic range in excess of 20 f-stops! (This is the main reason that 
High Dynamic Range (HDR) photography, in which a range of differently exposed 
individual images − one a few stops underexposed, one “correctly” exposed (for mid-
tones), and one a few stops overexposed − are combined in one image to both open 
up shadows and reveal detail in highlights that are otherwise impossible to capture in 
a single exposure.) 

 
The eye also sees certain colors as brighter or darker than others, when, objectively speaking, 
the two may be the same. This is important to keep in mind (and to develop yet another layer 
of intuition about), when you want to visualize what a given scene might look like when 
converted to black & white. Consider the following example in which (at least, to my eyes), 
the blue patch “appears” much darker than the surrounding blue, but both are in fact, equally 
bright (if brightness is equated to luminance).  
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Unlike a photometer, that measures pure luminance (and from which one can deduce the 
relative intensities of the red (R), green (G), and blue (B) channels of an image), the human 
eye (in concert with the brain) does not interpret patches of colors on their own, but 
according to their local context (of other, surrounding, colors). This ability has been hard-
wired into our visual system by natural selection because color constancy (in varying 
illumination conditions) obviously has survival value. For example, a banana appears yellow 
both in the middle of the day, when the strongest and brightest light outdoors is white, and 
at sunset, when the main illumination is red.5 
 

But color constancy − specifically, the eye-brain’s use of local color and intensity in 
interpreting color − often (and unexpectedly) leads to various illusions and other subjective 
misinterpretations. For this reason alone, great care must be taken in arranging colors in an 
image, lest unintended interpretations arise because of a mismatch between what the 
photographer intends and what the eye/brain combination actually sees. For example, the 
following remarkable figure illustrates how color constancy can lead to confusion:6 
 

 
S4-i19 

 

Known as the checker shadow illusion, the “illusion” is that the square labeled “A” appears 
to be a significantly darker shade of gray than the one labeled “B.” In fact, the two squares 
have exactly the same shade of gray (or color), as can be seen directly by looking at the figure 
on the right, which adds a like-shaded strip of gray to facilitate visual comparison. One can 
also use an eyedropper tool in any imaging program to demonstrate that the RGB values of 
the two squares are identical (R,G,B = 120,120,120). 
 

As another example of how our eyes can lead us astray, and of how the brain interprets color 
locally − not as an absolute luminance − consider the following figure:7 notice the three 
seemingly different center tiles on the left (that “look” as though they are colored yellow, 
orange, and brown, respectively), though are shown to be identical on the right. 

                                                            
5 Color constancy was first pointed out by Edwin Land, founder of Polaroid and developer of (among other 
things) the Polaroid process, in general, and various peel-away and instant cameras (such as the SX-70). 
6 The figure was created by Edward H. Adelson, Perceptual Science Group of the Department of Brain and 
Cognitive Sciences at MIT. Ref: http://persci.mit.edu/gallery/checkershadow. 
7 http://www.ukpuzzle.com/puzzles/47.jpg 
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Gestalt Theory: laws of perceptual organization 
 

The Gestalt school of psychology was founded by Wertheimer in Germany around 1912. 
Offered as a theory of how groups of ostensibly separate visual elements are automatically 
perceived as organized wholes, its central tenet may be summarized by the assertion that the 
“whole is different from the sum of its parts”; i.e., how one interprets an image, as a whole, 
may be quite different from what the viewer experiences when looking at each element in 
the image separately. And the way in which a given group of visual elements appears to be 
organized is a function of the total context—or “graphical field” (where, by “field,” we are 
relying on our  intuition about physical fields: gravitational, magnetic, etc.)—in which it exists. 
 

Gestalt theory purports that different visual elements within an observer’s view tend to 
either attract (i.e., group with) or repel (not group with) each other according to certain 
Gestalt “laws” of grouping. Examples of these laws, and why it is important to understand 
them for purposes of this workshop, appear on the next several pages.  
 

 
S4-i21 
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The figure on the bottom of the last page shows how the basic precepts of Gestalt theory 
seamlessly, and unconsciously, come into play even when viewing a small set of “unrelated” 
shapes, and how powerful the mental “attractions” are when the mental groupings lock in. 
Consider the three piece-wise linear shapes on the left of the slide. As a group, with the 
individual elements arrayed in this order, these “parts” indeed appear unrelated and distinct. 
But, if they are instead suggestively arranged in the pattern that appears on the right, our 
mind’s “eye” immediately (and unrelentingly) “sees” a large, whole “E” (with a hint of 
“invisible lines” that connect the disconnected pieces). Even if we try to will the parts to 
“disconnect,” the impression of an “E” nonetheless persists. Since one of our goals in 
“cultivating simplicity in photography” is to develop instincts to “see” clearly (so that graphic 
design becomes a consciously effortless activity), it behooves us to first understand the 
Gestalt mechanisms by which “parts” visually (and unconsciously) assemble themselves in 
our − and our photographs’ viewers’ − mind’s eye.  
 
Image s4-i22 shows examples of six well-known Gestalt “laws” of perceptual organization 
(the full theory includes many more than room permits to discuss here):8 proximity, similarity, 
closure, simplicity, continuity, and segregation. 
 

 
S4-i22 

 
• Proximity: the closer two or more visual elements are to each other, the greater the 

probability that they will be perceived as a single group. In the example on the slide, 
the nine squares on the left are viewed as individual squares, but as a single 3-by-3 
block when they are packed together. 
 

                                                            
8 Richard D. Zakia, Perception and Imaging: Photography--A Way of Seeing, 4th Edition, Focal Press, 2013. 
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• Similarity: the more physically similar two or more visual elements are (in terms of 
their shape, color, texture, movement, etc.), the greater the likelihood that they will 
be seen as related. In the examples on the slide, we “see” alternating columns of white 
and black circles and a caricature of an eagle on the sun (as one figure, despite the 
fact that it consists of 11 distinct elements). 
 

• Closure: otherwise disconnected and “unrelated” simple lines and shapes that are 
“almost complete” (i.e., have “missing details”) are more likely to be seen as complete 
(with missing detail “filled in”). In the figures, we see a sphere (outlining the “base” of 
the cones) and an upside-down triangle (between the three dots-as-vertices), despite 
the fact that these figures are not really there. 

 
• Simplicity: among all possible “interpretations” of a given pattern of shapes, we tend 

to favor the simplest, most straightforward ones. Objectively speaking, the sample 
image depicted on the slide may be described as a very complicated curve, but we 
“see” it as an Olympics symbol consisting of five interlocking circles. 

 
• Continuity: visual elements requiring the fewest number of interruptions to their flow 

tend to be grouped together to form continuous lines or curves. 
 

• Segregation: perception of any visual element—any “figure”—requires an associated 
“ground.” This distinction may be made both locally and globally. When the set of 
possible figure-ground distinctions is small and there is no “obvious” way for the eye 
to “lock in” on a unique figure, multiple simultaneous (or, more precisely, oscillations 
among) perceptions typically ensue.  

 
Image s4-i23 shows a few examples of more general Gestalt grouping principles: emergence, 
reification, multistability, and invariance: 
 

• Emergence: in which parts of an image that do not contain sufficient information for 
its “explanation” suddenly “pop out” after viewing. The example at upper-left shows 
a well-studied figure in vision theory. What initially appears as a random assortment 
of irregular shapes, suddenly—after no more than a few moments—reveals a 
Dalmatian dog sniffing the ground in patchy sunlight by an overhanging tree. It is 
noteworthy that (1) the dog is so clearly evident despite the fact that much of its body 
and contour is missing, and (2) once it is seen it is virtually impossible to force oneself 
not to see it. 

 
• Reification: in which the mind effectively “fills in” the details in otherwise disjoint 

and/or incomplete shapes and areas according to the local context and visual cues. In 
the example that appears at top-right in image, notice how the figure in the center of 
the graphic is interpreted depends on whether one is viewing it in an up-and-down 
fashion or left-to-right. In the first case, one sees “13”, since the local “pattern” 
appears to be that of a sequence of numbers; in the second case, the letter “B” 
appears. 
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S4-i23 

 

• Multistability: faced with an irreconcilable ambiguity between the figure and ground 
of an image, we tend to see two images, as they “flip flop” from one in which the 
“figure” is figure, and the other in which the original “ground” becomes the 
foreground figure. The example above shows what looks like either the side silhouette 
of two faces looking at one another or the (white) outline of a vase. 

 
• Invariance: objects can generally be recognized regardless of their rotation, 

translation, scaling, texture, whether they are drawn as solid or as basic outlines, or 
whether they are stationary or in motion. For three dimensional objects depicted on 
the plane, this invariance grouping extends into the third dimension, as we are able 
to “track” the (grouped) element through rotations in depth and scaled perspectives 
(as shown in the example on the bottom-right in image s4-i23). 

 
Almost needless to say, the few pages we have room here to introduce Gestalt theory as it 
pertains to photography hardly does it justice. For those of you interested in pursuing these 
ideas further, a great place to start is chapter 6 in Perception and Imaging: Photography--A 
Way of Seeing, 4th Edition, by Richard Zakia, Focal Press, 2013. 
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The “Fifth” Essential Element: Light 
 

"I almost never set out to photograph a landscape, nor do I think of my camera as a 
means of recording a mountain or an animal unless I absolutely need a 'record shot'. 
My first thought is always of light." − Galen Rowell (1940 - 2002)  
 

 
S4-i24 

 

Photography begins and ends with light. Indeed, the word “photography” was introduced by 
British scientist, William Henry Fox Talbot (credited with making the first negative/positive 
image in 1839), who combined the Greek words “φωτoς” (translated as photos, or “light”) 
and “γραφειν” (translated as graphos, or “painting”), to produce “photography,” which 
therefore means, literally, “painting with light.”  
 
Light is the very essence of photography, and is the only thing that your recording medium 
(whether film or digital sensor) actually knows about. While you are out with your camera 
looking at people, places, and things to photograph, your camera faithfully records only light. 
The camera cares nothing about rocks, rivers, sunsets, etc.; it does not care about graphical 
primitives such as lines, triangles, or any other shapes or relationships; and it is certainly blind 
to any feelings the photographer may associate with what is in the camera’s view. The camera 
recognizes only different levels of light. It therefore follows that we, in turn, never really 
photograph objects, per se, but only how objects appear to us in whatever light they are 
bathed in, emitting, reflecting, and/or refracting. 
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“There is no such thing as ‘bad’ light.”  – Jay Maisel (1931 - ) 
 
Fundamentally, photography is a holistic study of light: its perception, its reproduction, and 
its interpretation. As important as they are, all of the graphical primitives and compositional 
elements we have been discussing thus far − lines, forms, shapes, Gestalt theory, etc. − arise, 
and have meaning, only insofar as they are revealed by light. Physiologically, our eyes respond 
most strongly to things (or parts of scenes and photographs) that are bright and/or have 
strong contrast. In this sense, brightness and contrast (that reveals and defines lines, shapes, 
and textures) are even more “primitive” than what we have been calling the primitive 
elements; they are the most basic features of an image that define where a viewer’s eyes will 
first fall, and that may be used to direct where a viewer’s attention subsequently moves.  

 
A point-and-shooter asks: “How’s the weather?” A photographer always asks: “How’s the 
light?” Regardless of all other elements of a photograph, often even including what the 
photograph is about, it is the quality of the light that determines its mood: hard/soft, 
direct/indirect, warm/cool, front/side/back. Beginning photographers often confuse the 
quality of light with quantity, believing that “good light” is any strong light. The reality, of 
course, is that while we can control quantity (by choosing what exposure to use), the quality 
of light is subject to the vagaries of chance and our preparedness. To get just the right 
directionality of light, warmth (or coldness), or diffusiveness we must plan, anticipate, and be 
patient. If all a photographer wants to do is to capture a scene (as a documentary record), 
light, pardon the slight pun, fades in importance; but if the photographer wants to create an 
image infused with intended meaning (i.e., if she aims for something more than a 
documentary record), she must wait for the quality of light to match the light that nature 
offers.   
 
Just as an artist or painter achieves her goal by organizing and controlling what appears on 
her canvas, you must do the same with light to achieve a desired goal for the final image or 
print. But before you are able to control light, you must first learn its various forms, the 
general conditions under which different forms typically arise, and what effect a given type 
of lighting has on the image you are trying to (or thinking of) creating. Here are some 
miscellaneous thoughts on the quality of light to get you started: 
 

• Harsh or direct light usually is created by a point-like source, such as the sun on a clear 
day or a bare light bulb. This type of light clearly emphasizes contrast, and, depending 
on the direction the light is coming from relative to the subjects in your frame, may 
increase (or decrease) texture and overall depth of field. 

 
• Soft light (one of personal favorite types of lighting) is created when the source of 

illumination is indirect, obscured, or diffused before it is reflected off of your subject. 
This kind of light tends to reduce contrast, ameliorating otherwise wider tonal 
differences that might arise in a given scene. Basic graphical elements such as lines, 
shapes, and textures will all tend to be less defined than in direct light. Cloudy days 
offer the best naturally soft light. Indoors, a flash can be bounced off a wall or ceiling. 
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• While soft light is omnidirectional (seeming to come at a subject, or illuminating a 
scene from all directions at once), the directionality of harsh/direct light has a strong 
impact on a scene’s appearance. If a scene is front-lit, for example, so that light falls 
on the subject nearest the camera, the image will display strong contrasts, and any 
side shadows will be hidden (thus also reducing perspective in some compositions). If 
a scene is lit primarily from the side (or corner of a picture), shadows will fall across 
the image (often appearing as lines, if the light is strong enough), and the overall 
contrasts in the image will be enhanced. Backlit images, in which the camera faces the 
light source (and objects appear as silhouettes), can be very dramatic, since this type 
of lighting creates extreme contrast. For this reason, backlighting can help create 
“simple” graphic-like images. 

 
• Different parts of a scene (and resulting image) may have different kinds of light. The 

“meta” contrast between the different contrasts that arise can itself be used as a 
compositional element. I put this idea to good use in a seascape a few years ago, were 
this wonderful dichotomy arose between the harsh side-lit textured rocks in the 
foreground and diffused, ethereal light emanating from a thick fog in the distance: 

 

 
S4-i24 
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• Exercise S4-3: Learning to “see” light 
 
In many ways, this entire workshop can be summarized by these three “simple” insights: (1) 
slow down and still your mind before letting your eyes “see” the world, (2) always first look 
at light (never objects), and (3) when you do train your eyes on objects, observe them not as 
things but as tones and shapes. In this exercise, you will start training yourself to see and react 
to different forms and qualities of light. 
 
As you go about your usual business during the coming week, wherever that may be or 
wherever it may take you (office, car, street, shopping mall, park, etc.), mentally frame − 
compose − an image of a scene in your mind’s eye. Try to determine its darkest and brightest 
spots. Look closely; is the white paint on the asphalt ahead of your car really the brightest 
thing in your view? Compare it to the glint or glare that you see on parts of cars the surround 
you. Is the asphalt itself really as dark as it appears to be? How does its appearance change 
when a sunny day turns cloudy? Note and compare how different tonalities are distributed 
throughout the scene. 
 
If you find yourself in a park and near some trees (or perhaps there are some outside your 
office window), pay attention to how it appears under different types of light; how much 
detail can you make out in bright light? How does the tree look when moist after rain? On a 
cloudy day? If you see (and examine) a tree under bright light one day, try to anticipate what 
it will look like under a more diffuse light; then, if possible, go back to it when the conditions 
are right and compare what you expected to see to what you really see. Try anticipating what 
other objects will look like under different lighting conditions.  
 
Now, open up Photoshop, or whatever image processing program you are familiar with (any 
program will do, so long as it includes an “eye dropper” option with which you can sample 
the luminance of selected parts of an image), and play the game of predicting the luminance 
values of, say, the brightest, darkest, and “closest to mid-tone” parts of an image.  
 
Are you right? If you have never done this before, you may be surprised at how difficult it is 
to find the “extremes,” or even just predicting the relative tonalities of an image, in general. 
As alluded to before, our eyes react to tone (and color) locally, in context of what they are 
surrounded by. Something that appears “bright” may have caught your attention only 
because it is surrounded by darker parts, and vice versa. Other, objectively brighter spots, 
may appear less bright only because they are surrounded by similar tonalities.  
 
By diligently practicing both parts of this exercise − and, in the second part, paying close 
attention to how your expectations differ from precisely measured luminance values − you 
will, over time, tune your “eyes” and sharpen your intuition to automatically recognize 
different forms of light, tonal distributions, and how the perception and interpretation of 
scenes changes with changing conditions. 
 
I look forward to hearing about the results of your experiments, and what you learned from 
them, on our Facebook page! 
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The Magical Elan: Color 
 

"Color is the keyboard, the eyes are the harmonies, the soul is the piano with many 
strings. The artist is the hand that plays, touching one key or another, to cause vibrations 
in the soul." − Wassily Kandinsky (1866 - 1944)  
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If form, tone, texture, and pattern are the primitive ingredients of graphical composition, and 
light is the “fifth essence,” then color is surely the magical élan that underlies, nourishes, and 
infuses all of photography. When color is present, it becomes a palpably real thing-in-itself as 
a compositional element, sets the overall mood of a scene, and generally serves as a 
wellspring of emotional response to a composition. If color is deliberately removed from a 
scene, such as when we wish to create a black-and-white image (we will touch upon when 
this is, and is not, appropriate), its absence will still be felt via the constraints imposed on the 
type of emotions colorless images tend to evoke in a viewer (it is far easier to instill “joy” 
through color images than it is with black and white).  
 
We need to develop the same instinct for our reaction and interpretation of color as we do 
to other elements of composition. Here are a few guidelines (I provide links for taking a 
deeper-dive on our workshop webpage): 
 

• Color and symbolism: perhaps the strongest effect that color has on us is in terms of 
the emotional response it evokes in us. Generally (but not as a hard rule), warmer 
colors tend to be calming and soothing, whereas cooler colors appears uninviting. 
There is a reason why our everyday language is steeped in subtle nods to the effects 
of color (e.g., “She is green with envy,” “He is red hot angry,” and “She’s feeling kind’a 
blue today”); its symbolism is an integral part of who we are, and is a strong function 
of our own time histories. An emotional connotation can also vary culturally. In some 
cultures, white is associated with life, purity, and virginity; whereas, in other cultures, 
it represents death. As powerful a compositional tool as it obviously is, we must be 
mindful of the uncertainties of interpretation that an inclusion of color imposes on a 
composition.  
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• Color as a compositional element: color can be used as a “thing-in-itself” in 
composition. That is, rather than being treating color as a characteristic of an object, 
objects, or an entire scene, color may be viewed as the subject matter itself. 
Relegating a fuller treatment of color theory to the references I have provided links to 
on our workshop webpage, suffice to say that the two key “instincts” that need to be 
learned and practiced (before the use of color in composition becomes second-
nature) are: (1) an understanding of how color affects us emotionally (as already 
discussed), and (2) how colors are aesthetically perceived in the context of other 
colors. Consider the “color wheel”…  

 

 
The color wheel: S4-i26 

 
…which groups colors into associated families; namely, a circle on which the three 
primary colors (red, blue, and green) are separated by 120 deg.9 Colors also have tints 
(i.e., variations when mixed with white) and shades (i.e., variations when mixed with 
black), but we do not have to worry about that for what follows. Between each 
primary color is the color that is created by mixing the associated primaries. A color 
“family” is the set of colors on the circle within the smaller pie-shaped wedges. 
According to basic color theory, the most “harmonious” color combinations are those 
that use any two color families that are opposite to one another; any three equally 
spaced families; or any four color families that form a rectangle (more precisely, two 
pairs of opposite colors). You should play with various combinations to confirm this 
for yourself. 

                                                            
9 This is by no means the only possible set of “primary colors” (e.g., we could have defined a set based on light rather 
than pigment), but it would take us too far afield to discuss them; and, in any event, these details are well covered 
in the references you will find on our workshop website. The discussion above suffices for our purposes. 
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Notice how pleasing the combination of red and green is in this image (despite the fact that 
green appears as a tiny sliver): 
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And how relatively “blah” a black-and-white version of the same scene is by comparison: 
 

 
S4-i28 

 

• Dynamics of color: all of the compositional elements described earlier (line, form, 
pattern, balance, movement, etc.) apply equally to color and black-and-white, though 
each element must be suitably interpreted in the presence of color. For example, 
while lines of color may attract a viewer’s eye just as strongly as tonal lines do in a 
black-and-white image, color images may contain a series of unrelated objects (that 
may differ markedly in form), but which, because they all share a similar color (from 
the same family), appear as though they form a line. If converted to black-and-white, 
the apparent “line” may disappear completely. Your eye will jump from one dominant 
color to its opposite just as quickly as it will jump from a dominant white portion of a 
black-and-white image to a dark portion (and vice versa). 
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From Color to Black-and-White 
 
So, how does black-and-white play into all of this? One answer (every photographer has their 
own favorite story) lies with Ansel Adams. Although Adams is known primarily as a black and 
white photographer, he also worked in color. Apart from agreeing to do some advertisement 
work for color film, and being a long-time consultant to Polaroid, he took quite a few color 
images in his life; though obviously not so great a number that has him remembered as 
anything other than a “black and white” photographer.10 The reason that Adams did not do 
more with color (apart from having been first exposed to photography and able to hone his 
skills at a time when color film was either not available or just being developed), is telling: 
color, in his view (which I happen to share), overly constrained his aesthetic sensibilities. To 
put it simply: while color depicts reality, black-and-white allows the photographer to interpret 
it. Because we expect the world to look a certain way (grass is rarely a neon purple!), color 
images are much less forgiving than their black-and-white brethren of whatever tonal (or 
other) manipulations we may wish to make of them. Since black-and-white images are, by 
their nature, abstract, they tolerate much more tonal manipulation without sacrificing 
realism.  
 
Black-and-white’s greater tolerance of tonal manipulation, in turn, afford the photographer 
a wider gamut of tools to selectively focus a viewer’s attention on various parts of an image 
(that would not otherwise be useful in color images). For example, black-and-white images 
generally tolerate much greater degrees of toning, burning (i.e., an analog darkroom term 
that refers to deliberately increasing the exposure to an area of a print that should be darker), 
and dodging (i.e., decreasing the exposure to an area a print that the photographer wants to 
make lighter) than do color images. Indeed, were it not for some extreme local dodging and 
burning, a masterpiece such as Ansel Adams’ “Moonrise over Hernandez” would not be 
possible, as you can see for yourself: 
 

• Exercise S4-4: “Moonrise over Hernandez” 
 

Watch Ansel Adams describe how he “saw” and created “Moonrise over Hernandez”: 
 

https://petapixel.com/2016/06/24/making-ansel-adams-famous-image/ 
 

Compare Adams’ straight print (that has no tonal manipulations applied to it, and that 
appears at the 6:07 mark of the video), with the final (rightfully, well-known, but heavily 
manipulated) version. Had Adams captured this same image using color film instead of black-
and-white, and applied the same range of tonal manipulations (albeit tailored to and 
commensurate with the latitude afforded by color), the result would have been unbearably 
garish, and ugly. Adams’ aesthetic vision, technical skill in the darkroom, and wide tolerance 
of tonal manipulations afforded by black-and-white film, all conspired to create a 
masterpiece. 

                                                            
10 See, for example, the collection in: Ansel Adams in Color, edited by Andrea G. Stillman and John P. Schaefer, 
Little, Brown, and Company, 2009 
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Of course, not all subjects are suitable for conversion to black-and-white. Those that are, tend 
to have these properties in common: (1) color is not the primary (or even secondary) focus; 
(2) the graphic content of the image is strong without color; (3) color is a distraction to the 
overall “mood” of the picture; (4) the scene includes interesting contrast between light and 
dark; (5) shadows play an important role in the composition; and/or (6) you want to 
deliberately inject an “old fashioned” feel into the image. 
 
Here are some ideas for images that tend to make good subjects for black-and-white: 
 

• Abstracts 
• Architecture 
• Close-ups (of everyday things) 
• Contrasts 
• Figure study / models 
• High / low key 
• Light / dark spaces 
• Patterns 
• Portraits 
• Selective coloring 
• Simplicity (less is more) 
• Street photography 
• Subtle lighting 
• Shape & form 
• Textures 
• Water / flow (long exposures) 

 
Conversion to black-and-white 
 
An entire course can be taught on any of the subjects covered in this one weekly workshop 
session! The art and science of converting color images to black-and-white is far too involved 
to get into here, except to point out a few key elements and provide references so that you 
can explore the myriad tools and approaches that are available on your own. We can certainly 
chat about various methods on Facebook and via email; and perhaps Shanti Arts will add a 
workshop dedicated to black-and-white conversion techniques!  
 
Whatever method of conversion one decides to use (you will need to “play” with various 
options to determine what works best for you) − grayscale, desaturation, gradient 
channel mixing (in RGB or CMYK color spaces), LAB space, or some stand-alone conversion 
program − remember that when colors are converted to black-and-white, they become 
shades of grey; light colors generally map to light tones and highlights, while dark colors 
generally map to dark tones. Just as we must not just gain a proficiency in, but develop a deep 
intuition for, how to use all of the different compositional elements that make up an image, 
so too must we develop an instinct for what a scene will “look” like in black-and-white. And, 
because there are so many different ways of converting color images to black-and-white, we 
must spend time learning − and just playing − with as many available methods as possible. 
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Examples of color to black-and-white conversion using different channels and color spaces: S4-i29 

 

 

 
Completed image, after applying a mix of selectively weighed RGB channel conversions: S4-i29 




