GESTU RE seems an exclusively
human property, but Tim
Laman’s photo of snow monkeys suggests otherwise.
The two animals appear to be acting out a drama of
Shakespearean magnitude—one in existential agony,
the other offering consolation (though more likely
just grooming her Lear). It wasn't the photographer’s
patience and good timing alone that gave such
power to this photograph. Laman got as close as he
dared with a wide-angle focal length, which not only
puts the viewer in the middle of the drama but
also attenuates the arms—emphasizing the way the
ape seems to be clinging to life itself, —RUSSELL HART
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LlGH has no richer filter than air itself,
/ and as the sun rises and sets, light
is warmed by the extra atmosphere its slanting rays
must penetrate. The effect gives this view of China’s
Great Wall a golden glow befitting such an ancient
treasure. Michael S. Yamashita’s landscape also
shows that early and late-day light’s low angle is
unmatched in the way it defines textures and sur-
faces, creating small and large shadows that con-
tribute to a sense of depth. That depth js{a,ug‘mented
by the receding line of the wall itself, as it undu-
lates from the bottom to the top of the frame. —R.H.
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“This is the touristy section of the
Great Wall—the part that everyone
recognizes,” says photographer
Michael S. Yamashita. “But most of

the wall is built of mud and is no

~ higher than ten feet tall.” To get this

sunrise shot, made well before the
tourist site’s opening hours, Yamashita
had to jump a security fence and
scale the wall itself. He made this
image with a Canon EOS-1V, 16-

- 35mm zoom, and Fujichrome Velvia
film during a yearlong assignment to
shoot the mythic structure, pub-
lished in Geographic in 2003.—J.G.M.
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COLO R caky be a problem when you're
shopting underwater because
water drinks up red light. Fhe deeper you go, the
more it makes everything a monochromatic, red-
less blue. But if anyone knows how to take artistic
advantage of this effect, it’s David Doubilet. Here
the photographer used a long exposure to “burn in”
the luminous blue of the background, which would
otherwise have gone dark, and also to make shim-
mering streaks of the more distant sharks at the
water’s surface. A pop of flash, with its fuller-spectrum
light, put the subtle color back into sharkskin and
created the highlights that show its shininess. The
combination of flash and a slow shutter speed also
caused dramatic dark outlines where moving shark
covered blue background during the exposure.—R.H.
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|f David Doubilet had his druthers,
he would only shoot black and white
underwater. “With black and white,
you're dealing with gradations of
light falling into the sea, and you can
react in real time,” Doubilet says.
“But with a blue sea, you have a single
dimension of light falling in, like a
great umbrella falling on something—
you need to add light from below
artificially.” That means
with both camera and fl: r-
ation he deems “ver
coordinate.” In Cuba for a Geographic
story published in 2002, Doubilet
used two Sea & Sea strobes with a
Nikon F4, 16mm f/2.8 fisheye lens,
and Fujichrome Velvia film to get this
shot of sharks and yellowtail snap-
pers feeding on scraps washed into the
lee of his boat by the tide.—J.c.wm.

JIHdVYIOOID TYNOILYN/1TNENOA AIAvVa



OMPOSITION &

Randy Olson’s image of what looks like yet another
animal environment in the National Geographic
tradition. His photograph is not what it first appears to
be, though, as you look more closely and realize
that the bird in the foreground is a human in disguise.
Abetted by a wide-angle lens, Olson’s high position
puts the hunter in the lower portion of the frame

so that he doesn't break the horizon line. That task
is left to the real bird roosting on a more distant
mangrove. Olson placed the latter at the top left of
the frame, creating a diagonal high-tension line—
and proving the abiding effectiveness of what pho-
tographers like to call near-far composition. —R.H.







