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You’ve built up a strong international
reputation for surfing and other coastal
photography over nearly 20 years.
What have you been working on lately?
I’ve moved away from the regular surfing stuff
to a certain extent because it’s such a flooded
market. There’s an incredible amount of content
out there for clients to choose from.
My main surf-related work at the moment is
for Coastlines, a New Zealand wetsuit brand.
I’ve been working for them for five years, and
they purchased The Surfboard Warehouse a
couple of years ago. Normally that would involve
about four international trips a year to wherever
they want me to go and a handful around NZ.
I travel with two or three of their team riders
and a videographer for maybe a couple of
weeks to get surfing and lifestyle photos they
can choose from for marketing their latest
products. Of course, that sort of travel has
been disrupted lately.
I’m also about to do a campaign for YETI Coolers.
It’s the work I love – outdoor, story-based, using
talented people who suit their brand, rather than,
say, big-name athletes.

Is doing your surfing lifestyle
photography in New Zealand any
different from in Australia?
I love going to NZ. If you explore, you can still
find spots down winding roads and tracks with
absolutely no-one else around. Going around NZ
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with my family, I’ve paddled down rivers, through
farmland, to find out if there are good waves at
the end. Surf on your own for a few hours, paddle
back. It’s amazing.
Also, the light’s softer throughout the whole
day in NZ, and it doesn’t matter if it’s cold, grey
and gloomy. That’s the look the brand wants for
selling wetsuits.

How did you get started in
surf photography?
I grew up in Perth, and rugby league was my
first passion. When I was 24, I moved with my
wife down to Margs [Margaret River] to surf, and
injured my knee. Rather than do a lot of sitting
around, I started taking photos of my mates.
Photography was like an apprenticeship, trying
to be as good as I could, learning mostly by
mistakes. It wasn’t until I got a waterproof housing
for my camera and got immersed in water that
I had that really exultant feeling of freedom.
Then I started shooting crazy waves – ‘slabs’ –
and because that was new to the magazines, it
was far easier to get published and recognised.
They were pre-social media days, remember.

Has your overall approach to
photography changed over the years?
A turning point came in 2012 when I picked up
a magazine in a doctor’s waiting room and it
had what were meant to be the top 10 wildlife
photos of the year. I read down the list about

the incredible adversity the photographers went
through to get their shots. But at number one
was an amazing shot of a white tiger coming out
of water, shaking its head – and it was taken
in a ZOO! I was like, what the…? What were the
judges thinking?

But you admit it was an amazing shot.
Yes. But it made me realise I was basically the
same sort of photographer as that guy, and I
started to question what I was doing. This bloke
was probably camped out under an umbrella,
sipping lemonade, watching the tiger go in and
out of the water 10 times a day. And there I was,
sitting on a jet ski, shooting anything that moved,
getting pictures hundreds of other photographers
could do. I was seriously disillusioned.
I put the camera down for a few months,
and when I picked it up again, I’d decided that
the effort, skills and the whole story behind the
shot was far more important than the actual
moment in time. The journey itself is the most
important factor.

How does that gel with your
commercial work?
When I have to do a job, there are different kinds
of shots they want and I’m working to their brief
to the best of my ability. But for my own personal
satisfaction, when I look through my work in the
future, I want there to be 10 or 20 shots where I
can see effort. What I like to call an ‘Ord shot’.
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‘It's incredible
how many people
use their ocean
time, not just
for surfing and
swimming, but
also for mental
health.’

Teeth

14

#88 photoreview.com.au

INSPIRATION

#88 photoreview.com.au

15

INSPIRATION

‘…the neural network is essentially
putting together collections of those
primitive shapes and textures…’

When we talk about AI “interpreting” photos,
it’s worth remembering that what’s happening
is not the same thing as when a human looks
at, and makes sense of, an image.
‘When I went to art school,’ Trevor said,
‘the consensus was that digital images are
different because there's no original; with
analog photography you always have some
place where you're starting from – the negative.’
That was fine as far as it went, but Trevor
realised that unlike negatives and prints, digital
images are in a practical sense invisible.
‘The core feature of a digital image that's
different from an analogue image is that in the
first and last instance, it is only readable by
machines,’ he said.
‘A human cannot look at a digital image
[by looking at the data]. It's just a bunch of ones
and zeros. You have to use a JPEG interpreter.
You need some kind of program to render that
collection of ones and zeros into something
that you can see with your eyes and you need a
screen to see it on.’
And then like Shrodinger’s famous cat, the
moment the monitor is switched off and you
stop looking at it, he said, ‘it reverts back to this
form of ones and zeros on a hard drive.’
‘IT systems don't need [image data] to be
turned into something that's displayed on the

screen. So there is this kind of “seeing”
that can be performed on digital images,
where you can build machines to “look“ at
digital images, and there doesn't need to be
a human intermediary.’
‘It’s kind of crazy, you know, thinking about
the history of images and arriving at a point
in time where the absolute overwhelming
majority of images are now being made in
ways that are, in the first and last instance,
only visible to computer vision systems or AI
systems or machines.’
In his most recent exhibition, Bloom, Trevor
explored the way in which AI techniques, internet
technology and photography are combining
to influence, shape and direct modern
culture. Along with sculptures, drawings and
paintings, the exhibition included a series of
large scaleflower photographs that have been
processed by AI.
‘The Bloom images are black and white
photographs that I made [with a large format
film camera] and they're colourised using
AI techniques.’
Created during the pandemic, Trevor said,
‘I was trying to make images that are obviously
coming out of this intense sense of trauma
around COVID. So I was trying to think about
what it feels like to live in this world filled with

Hough Circle transform is a technique used in AI image analysis. The overlapping circle pattern in this picture
shows how Hough Circles divide and map the image data.
CLOUD #865. Hough Circle Transform, 2019. Dye sublimation print 60 x 48 in.
© Trevor Paglen. Courtesy of the Artist and Pace Gallery.
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so much trauma, where our [ways of interacting]
are reduced to things like Zoom calls and other
kinds of [communication] platforms that are
anything but neutral.’
After taking the photographs, he scanned the
original negatives to give the AI tools something
to work with. The initial scans, he explained,
have too much resolution for the AI models to
process, so the first step is to downscale them.
‘The way machine learning works,’ he said,
‘is that they build up images. ‘They “learn” to
recognise basic shapes and measures, and to
select curves and lines. Then they detect simple
gradients. The way that object recognition
happens is that the neural network is
essentially putting together collections of those
primitive shapes and textures and arriving at an
idea of what something is based on.
‘So, for example, if you give it a picture of a
spoon, the AI might in effect [read the data and]
say, “Okay, well there's an ellipse [in this part of
the data] and there's a kind of gradient from light
to dark here [and taken together, the data looks]
kind of like chrome in that it goes from a
grey to something with some kind of highlight.
Then there are some sort of parallel lines and
some other basic shapes and gradients and
textures that define this object. And then we'll
say okay that's probably a spoon.”

SHOOTING TIPS

Bagging backyard birds
THE LOCKDOWNS OF 2020 TRIGGERED A SURGE
OF INTEREST IN PHOTOGRAPHING AUSTRALIAN BIRDS,
WHICH CONTINUES DURING 2021.
Margaret Brown

L

ast year’s AussieBirdCount – an
annual event, which is held each
October – was particularly well
subscribed, probably because many keen
photographers were prevented from travelling
to distant places for vacations. Interest in bird
photography has blossomed. Scientifically, this
was welcomed by Australia’s leading ecologists
and other scientists who have been calling for
data and photographs documenting how birds
are responding to climatic and environmental
disturbances. This article has been prepared
to help Photo Review readers participate in
these important conservation initiatives.
Bird photography is a genre that will
challenge your shooting skills but also provide
stimulus and satisfaction – and occasionally
excitement. Before you get started, we
recommend downloading the Ethical Birding
Guidelines from the BirdLife Australia website
(www.bit.ly/bird-guidelines). It’s free and in
PDF format and provides useful guidelines
on watching and photographing birds.

Equipment
Canon’s 600mm and 800mm f/11 fixed-aperture
super-zoom lenses have made extreme telephoto
lenses more affordable and easier to use handheld. This shot of a Yellow Wattle Bird on a grass
tree inflorescence was taken with the Canon RF
800mm f/11 IS STM lens on an EOS RP camera.
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Although compact cameras with super-zoom
lenses can be used, the best bird shots are
usually obtained with interchangeable-lens
cameras because of their larger sensors.
Sometimes you can get lucky when using a
small-sensor camera, but you’re normally
stuck with JPEGs only so the quality of images
may not be great.
Interchangeable-lens cameras also give
you a much wider choice of lenses. All models
support raw file capture which is recommended

for bird photography, especially in challenging
lighting (which is common). Zoom lenses are
more versatile but prime lenses are usually
faster and may be sharper. You will need at
least a 200mm focal length (in 35mm format)
to provide enough shooting distance to avoid
‘spooking’ your subjects – but even that may
not be enough for photographing small birds.
Stabilisation is an absolute must for handheld shots; either in the camera or in the
lens – but preferably in both. Make sure the
camera and lens IS systems are compatible
(if both have the same brand they should
be). However, a tripod or monopod may be
required for heavy camera/lens combinations,
particularly when you’re shooting from a hide.
Telephoto prime lenses are usually
(but not always) faster than zoom lenses at
equivalent focal lengths. They also perform
better when used with telephoto extenders
(or ‘teleconverters’), which are handy if you find
your longest lens isn’t quite long enough and
can’t afford a longer lens. Although it reduces
the light reaching the sensor, when an extender
is fitted to a well-matched lens, the resulting
images can be indistinguishable from those
taken with a lens of the same focal length.
High resolution cameras give you scope for
cropping shots when the lens focal length is too
short for the subject. Check out our feature article
on increasing resolution on page 47 for tips if
you plan to make prints from cropped images.

Know your target
The better you know your subjects, the easier it
will be to photograph them. Even when you’re

SHOOTING TIPS

Cormorants are commonly found close to
water and occur both close to the coast
and along inland waterways. This picture
of a pied cormorant drying its wings was
taken with a 100-400mm zoom lens at
the 400mm focal length setting.

Suburban parks can provide homes for some spectacular birds. This Powerful
Owl, which stands roughly half a metre tall, was photographed in a Sydney park
in deep suburbia. A 200mm lens was used at f/2.8 to ensure a nicely blurred
background. ISO 800 was required in the low light levels.

Bird photography can start in your own backyard. This pair of Tawny Frogmouths
took up residence in the tree outside our back door last summer. 200mm focal
length, ISO 100, 1/40 second at f/4.
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EDITING TIPS

Restoring old photos
TOOLS AND TACTICS TO HELP YOU BRING
OLD PHOTOGRAPHS BACK TO LIFE.
Margaret Brown

I

f you followed our ‘Copying old photos’
article in the last issue of Photo Review
magazine you will probably have a collection
of images digitised from old photographs. In this
article we’ll look at ways in which you can remove
blemishes and restore hues and tones to create
some semblance of what these photos looked
like when they were first taken.
Full restoration of damaged photos can be
very time-consuming and involve a lot of detailed
work. If you hand the job to professionals you
can expect to spend up to $500 per image,
depending on the condition of the original and
the end result you expect.
But if you’re prepared to do the job yourself,
some basic steps can produce noticeable
improvements to most photos. And the requisite
tools can be found in any dedicated image editor.
Furthermore, you can do it much more cheaply
and it needn’t take nearly as long.

What can be fixed

The cropping tool provided an easy fix for the patches
of mould identified in the top picture of this pair. The
lower picture shows the image after cropping.
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Sometimes fixes can be really simple. A simple
cropping of the top of the picture on this page
not only removed the blemish caused by mould
near the top of the frame, but simultaneously
improved the shot’s composition.
Yellowing and fading are just as easy to fix with
the one-click Auto Tone, Auto Contrast and Auto
Colour functions. You may need to apply some
additional tweaks with the manual contrast
control and/or the Levels or Curves tools.
Creases, tears and mould spots can often
be at least partially removed with the healing

and/or cloning brushes. But a lot depends upon
which areas of the image they cover. If they
occur in a detailed area, restoration is usually
possible as long as you’re prepared to spend
the time needed and have the required degree
of expertise. But sometimes the amount of work
involved may not justify the effort.
Stains produced by contact with rust and
food/drink spills can often be removed,
although in some cases the process can be very
time-consuming. Adhesive residues resulting
from storing photos in so-called ‘magnetic’
photo albums, which were popular in the
1970s, can also be difficult to remove without
damaging the emulsion and may require
professional attention.
Old colour photos are often faded, but
seldom to the degree where some of their
original vibrancy can’t be restored. Most image
editors include one-click automated settings
that can improve the tone, colour and contrast.
Sometimes they will provide the improvements
you need but more commonly, further
adjustments will be required (you may need to
‘undo’ the auto correction when it produces an
unattractive result).
All editors provide global adjustments
for brightness, contrast, sharpness and
saturation. Noise-reduction filters are also
available. Most also support levels and/or
curves adjustments and many allow users to
create layers, which can be turned into masks
to facilitate adjustments to localized areas in
the image.

EDITING TIPS

‘Old colour photos are often faded,
but seldom to the degree where
some of their original vibrancy
can’t be restored.’

Four common problems you’re likely to encounter when restoring old photos.
Clockwise from top left: yellowing and fading, tearing, stains, creases.

Photographs like the top picture, which was taken during World War II, are worth
spending time on since they represent valuable family records. Fortunately in this
case, the creases on the picture could be quickly and easily eliminated with the
cloning tool, as shown in the edited version below. Most of the other blemishes were
easy to correct with the healing tools. The image was also cropped to remove the
large area of blank sky.
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COMPETITIONS

The Artichoke
By Tito Prato
Nikon D800; 60mm macro lens; f/5; 1/100; ISO 200 with ring flash.

It represents the artichoke section on a black background.
The use of the ring flash increases the contrast.

60

#88 photoreview.com.au

Don’s response
Images such as this one from Tito Prato remind me
how often we take for granted photography's special
power to capture the ephemeral flashes of beauty
we encounter in everyday life. What could be more
ephemeral than a sliced artichoke heart that has
clearly reached the point where it is fit only for the
compost? And yet, even in its decaying state there is
something softly melancholy about those loosening
folds and that delicately beautiful mauve heart.

COMPETITIONS

Tasmanian Thornbill
By Shane Walker
Canon 5D Mark lV; 100-400mm lens; 1/60s; f/8; ISO 800

A Tasmanian Thornbill dashing round a shrub early one
morning on a frosty morning. Didn't have a chance to
change settings at the time as the bird just showed up,
was fast-moving and the size of a computer mouse, if that.

Don’s response
Photographer Shane Walker may not have had
time to double check his settings beforehand, but
his quick hands and obvious skill delivered the
results. Along with the quiet delights of all the fine
detail in the little Thornbill’s plumage, I love the
frosty look of the foliage and the creamy smooth
bokeh of the background. While one might wish
that one frond wasn’t clashing with the beak and
forehead of our star, I think this is nonetheless a
keeper. Some might think it cheating, but if this
were my picture, I’d consider a little judicious
“pruning” in post.
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