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ABOVE The Hunt Oil Tower in
Dallas, Texas. “What | wanted
here was to balance the tone of
the sky with the color of the glass,

the vertical neon blue strips of ’
light at the front and the white
strips lining the building.” D800,

PC-ENIKKOR 24mmf/3.5DED.

OPPOSITE PAGE “Sometimes
the three-dimensional aspect of
a building can be discarded for
graphic effect,” Graham says of
this photo of the W Austin Hotel
in Austin, Texas. His client was
the manufacturer of the glass, so
Graham chose to make a picture

that framed a flat plane. D3, AF-S
NIKKOR 14-24mmf/2.8G ED.
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OPPOSITE PAGE

D800, PC-ENIKKOR 24mm
f/3.5DED.

LEFT

D800, PC-ENIKKOR 24mm
f/3.5DED

BELOW

D800, PC-E

NIKKOR 24mmf/3.5DED.

hen it comes to architectural

photography, Graham Hobart
constructs his images to elicit specific
emotional responses.

For the interiors of hotels and restaurants
and the landscapes of home swimming
pools, he places the camera in the scene to
give the viewer the feeling of being right
there, in the space. “You can call it the
immersive experience,” Graham says.

For structures, it's the grandeur approach,
aimed at conveying size, scale and impressive
design. “I can achieve that often by just get-
ting right at the base of a building and look-
ing up at it,” he says. Sounds pretty simple,
but there’s a lot of judgment and calculation

involved. Even though he's dealing with a
massive structure, a relatively small change
in distance can make a big difference in a
viewer’s emotional response. “The moment
you step back from an ideal distance,
everything seems to equalize,” Graham says.
From 30 yards he can capture a photo that
says the structure is overwhelming, even
unapproachable, but from 40 yards a picture
might convey a totally different feeling; now
that building is manageable.

In his third method, the geometric
approach, he tries to compose images in
which the geometric aspects of the building
or the space—shape, volume, color, line and
proportion—are the subjects. “I'm trying to
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bring the abstract elements of these
geometric forms into the reality of
what people are seeing,” Graham
says. “When it works, people know
what they're looking at—their minds
tell them they're looking at a room
or a building—but there’s the added
element of their minds working with
the parallel universes of the abstract
and the real at the same time.”

Graham'’s success in producing
these images for clients, who include
construction and engineering
companies, hotel owners and builders
of swimming pools, depends on his
skill, imagination, persistence—and
to no small degree, his equipment. In
the film days he shot with 8x10, 4x5
and medium-format cameras. “When
| turned to digital, architecture was
at first a bit of a squeeze as | tried
to make do with wide-angle lenses,”
he says. Everything fell into place
when he matched his D3 with a PC-E
NIKKOR 24mm f/3.5D ED, and it all
reached perfection when he began
using a D800. “Before the D800,” he
says, “the goal was the quality of a
two-page magazine spread. With the
D800, I'm talking posters and wall
displays. The first time | magnified a
D800 picture on the monitor was a
mind-blowing experience. It took a
few shoots before | started to grasp
just what kind of quality I'd stepped
up to.”

His 24mm PC lens allows two key
functions: tilt and shift. With the
former, Graham can increase the
plane of focus—that is, he can get
the foreground, middle ground and
distance in focus, achieving depth
of field greater than any f/stop can
provide. The PC's shift comes into play
most often when a tall building is his

LEFT

D800, PC-ENIKKOR 24mm f/3.50 ED
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subject. If he tilts his camera up to take panorama shift: with the camera on a wider and more detailed view,

LEFT the image, he’s going to get keystoning, tripod, he can rotate the lens 90 degrees, adding to the overall impact of the
which is shorthand for converging vertical left or right, so the shift no longer raises image—and, he hopes, to the viewer’s
lines. But with the 24mm PC lens on and lowers the lens, but rather moves emotional response. m
his tripod-mounted D800, he keeps the it left and right. He can then take three
camera parallel to the subject and shifts photos—one with the lens shifted left,
the lens up to capture the composition; one with it centered and one shifted
Eﬁﬁ[inifa%ﬁlg%m no tilt, no keystoning. right—and stitch the images together
There's also one more very cool thing using post-production software. The
he can do with his PC lens. Call it the technique allows him to make a much
ABOVE

D2X, AF Nikkor 14mm f/2.8DED
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