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	[image: ]	ON THE FRONT COVER—The cover photo of Melika was taken in my backyard to illustrate the technique of off-camera flash for an article I wrote on dedicated flash photography. This technique is discussed on pages 21–22 and a similar photo is shown on page 20.












Copyright © 2008 by Steven H. Begleiter.
All rights reserved.

Published by:
Amherst Media, Inc.
P.O. Box 586
Buffalo, N.Y. 14226
Fax: 716-874-4508
www.AmherstMedia.com

Publisher: Craig Alesse

Senior Editor/Production Manager: Michelle Perkins

Assistant Editor: Barbara A. Lynch-Johnt

Editorial Assistance: John S. Loder, Carey A. Maines, Charles Schweizer

ISBN-13: 978-1-58428-242-6

Library of Congress Control Number: 2008926662

Printed in Korea.
10 9 8 7 6 5 4 3 2 1

No part of this publication may be reproduced, stored, or transmitted in any form or by any means, electronic, mechanical, photocopied, recorded or otherwise, without prior written consent from the publisher.

Notice of Disclaimer: The information contained in this book is based on the author’s experience and opinions. The author and publisher will not be held liable for the use or misuse of the information in this book.





Table of Contents

Introduction

About the Author

Lighting Basics

Portrait Lighting

Side Lighting

Paramount (or Butterfly) Lighting

Rembrandt Lighting

Variations

Side Lighting Modified

Rembrandt Lighting Modified

Add a Reflector

Advanced Light Modifiers

Octagonal Softbox

TeleZoom Reflector

The Globe

The Beauty Dish

The Ring Light (a.k.a. The Bug Light)

A Lesson Learned

Working with Flash

The Pop-Up Flash

For Fill

Diffusing the Pop-Up

Auxiliary Flash

Dedicated or Non-Dedicated

The Universal Flash

Sync Seed

Dragging the Shutter

Using Flash Outside

Freezing Action

Direct or Bounce Flash

Special Effects with Flash

Taking the Flash Off the Camera

What’s Right for You?

Lighting Case Studies

1. Brideshead Revisited

2. Avoiding a Storm

3. Two Hens and a Big Heart

4. Writer’s Black

5. A Cold Night in Philly

[image: ]

CASE STUDY #4

WRITER DEIRDRE McNAMER

[image: ]

CASE STUDY #19

BUSINESS TITAN HENRY KRAVIS

6. Rudolf and Owen

7. Take Me Out to the Ballpark

8. Hockey on the Sea

9. Take Five

10. “But Soft, What Light Through Yonder Window Breaks?”

11. Puff the Magic Dragon

12. The Real Judge

13. Lights, Camera, Action

14. The Fourth Round

15. An Acerbic Wit

16. AstroTurf and a Rising Star

17. Five-Minute Pit Stop

18. Chairman of the Board

19. Business Titan

20. Cognitive Bow Tie

21. Folly with Caddie

22. Drummer’s Dream

23. The Gun Club

24. The Beach Umbrella

25. Yankee Stadium

26. Vanguard Chief

[image: ]

CASE STUDY #27

ACTOR JOHN MAHONEY

[image: ]

CASE STUDY #29

ACTOR ARMAND ASSANTE

27. House of John

28. Robert Lee Morris Meets Jackson Pollock 78

29. Tender Tough Guy

30. Actors and Their Art

31. Outer Sam Pan

32. Motion to Urban Earth

33. Woody, Meet Ira

34. Protecting Journalist

[image: ]

CASE STUDY #20

DR. AARON T. BECK, FATHER OF COGNITIVE THERAPY

35. Not So Nude

36. First Lady of Fiction

37. Have You Driven a Ford Lately

38. Hothouse in the Alley

39. Vignelli Design

40. In the Met

41. Julia’s Kitchen

42. Computers and Skateboards

43. Piper’s Daughter

44. Grace

45. Adoption Day

46. The Conductor

47. ExcelleRx

48. Payne Financial Group

49. Tea Time

50. Hangin’ with Hal



Conclusion

Index





Introduction

The purpose of this book is to share the twentyfive years of professional photographic assignments I have completed and the varied lighting challenges they have presented—from the early days of using a Vivitar flash on camera, to the more complicated lighting setup of five power packs and twelve strobe heads.

I believe there is a correlation between the fine art of cooking and the process of creating a well-crafted portrait with substance. Photographic lighting, like cooking, has “recipes.” If you follow them carefully, you end up with what you expected; if you add a little extra seasoning (experience and intuition) and use your taste buds (vision), however, you may end up with a masterpiece—a true pièce de résistance.

This book is intended for any photographer who uses artificial lighting to create portraits. Whether you are a wedding photographer or celebrity photographer this book is set up to give you real lighting solutions, as well as behind-the-scenes tips that may save your reputation in a real-world photo assignment.

I have taught photography for over ten years at a variety of institutions and to hundreds of students. Through this, I have learned to listen and provide effective, comprehensible responses—even if they are not necessarily conventional. You may find my methods unorthodox, but I urge you to give them a try.

In the first section of this book, I have included a few basics of portrait lighting—simple setups, tips on some unusual lighting modifiers, and instructions for using flash to light your images. The second section of the book is divided into fifty case studies—images created during real assignments. For each of these, I have included details such as my visual objective, the equipment used, posing techniques, and a few tips that apply to the particular image. A lighting diagram also accompanies each case study, showing you exactly how the effect seen was created.


This book is set up to give you
real lighting solutions, as well as
behind-the-scenes tips …



In all cases, I’ve attempted to keep my discussions short and to the point; photographers are visual people and most of us don’t enjoy digging through overly complicated explanations. (Note: To that end, I will also forgo any weighty discussions on what makes a great portrait, the importance of photographic history, the debate between commercial and art photography, and how big a digital image must be to match up with the resolution of film.)

My objective in this book is to demonstrate and explain to you how a professional photographer shoots and thinks. My hope is that you study the diagrams and the results, and either copy them or, better yet, improvise on them to create work with your own unique vision.
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Lighting Basics





Portrait Lighting

By observing how the light changes the form of the begin to understand what light is best for your sub-subject’s nose, chin, cheeks, and eyes, you can ject. The following are some common setups.
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Side Lighting
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Paramount Lighting
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Rembrandt Lighting



Side Lighting

For this setup, the main light is placed to the side of the subject (level with the face; note the catchlight in the subject’s eye on the facing page) and pointed toward their nose. The light illuminates half of the face, shadowing the other side.

Paramount (or Butterfly) Lighting

To place a butterfly-shaped shadow under the subject’s nose, the main light is placed on axis with the camera and about two feet above the subject’s head. This style, popular in Hollywood in the ’30s and ’40s, accents the cheekbones, chin, and shape of the nose.
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Side Lighting Modified
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Rembrandt Lighting Modified



Rembrandt Lighting

Rembrandt lighting is characterized by a triangular highlight on the cheek. To achieve this, the main light is placed to the side of the subject and angled down from about two feet above the subject’s head. This is a classic style, but it may not be suitable for all faces.

Variations

Side Lighting Modified. Adding a second light opposite the main light illuminates the shadow area, creating two highlights on the nose and on the outside edge of each eye. This setup is common in low-end portraiture; it is easy and regardless of how your subject turns, the light will basically the same.

Rembrandt Lighting Modified. After looking at the different effects in this series, I felt Rembrandt lighting suited Brenda’s face. To soften the effect I used a Profoto three-foot Octagon soft-box for the main light. I placed a silver reflector opposite the light to open up the shadow side, and added a round white reflector on the posing table to bounce light up and clean up the shadows under Brenda’s chin. For more dimension, I also added a strobe on the backdrop. This was placed on a floor stand with a 30-degree grid spot and some spun glass over the grid to soften the light.

Add a Reflector. With any of these setups, adding a reflector on the side of the subject opposite the main light will open up the shadows, reduce the contrast and capture more detail, changing the feel of the portrait.





Advanced Light Modifiers

We all know about umbrellas, grids, and rectangular softboxes (if not, be sure to buy my book The Portrait Book: A Guide for Photographers). In addition to these everyday modifiers, there are some advanced tools that each create a specific quality of light—a quality you may find desirable and one that may even shape your style of portraiture. The following are some that have become my favorites. (Thanks to Profoto for letting me try these out!)

Octagonal Softbox

The three-foot octagonal softbox is a nice alternative to the regular rectangular softbox. The octagonal shape wraps the light more evenly around the face, creating a softer light and less contrast when using Rembrandt lighting. (The final photograph of Brenda on page 9 was taken with an octagonal softbox.)

TeleZoom Reflector

In the final portrait of Brenda on page 9, I also used a Profoto TeleZoom reflector and grid for a backlight. The TeleZoom is an oversized reflector that, in combination with the grid, produces softer lighting than a regular reflector and grid. You can also control the spread of light by sliding the reflector away from the flash, resulting in a narrower beam.
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Octagonal Softbox
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TeleZoom Reflector



This modifier is great for use as a hair light or back light, as shown in the image of Michael and Gay at the top of the facing page. Here, the broad spread of the backlight helps separate the subjects, who were wearing black and photographed against a black background. A silver reflector was also placed on the left side of the subjects to bounce light back onto the shadow sides of the faces.
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The lighting used for this image of Michael and Gay is a great basic setup that can easily be adjusted to suit the shape of the subjects. If the subject’s face is round, for example, you might want to slim it by moving the reflector away from the subject to create more shadow (or you could eliminate the reflector entirely, resulting in a more dramatic image). Here, I was photographing a couple, which can make posing difficult if you are not prepared. I like to create tight, simple compositions by bringing my subjects as close to each other as comfortably possible. In this case, I placed a posing stool behind a padded piano bench set at a 45-degree angle to the camera. With Michael sitting on the stool, Gay sat on the bench and leaned back to be cradled by Michael. To close the physical gap, I had the couple get “cheek to cheek” and wrap their arms around each other. I find this technique also loosens up the subjects and results in a more playful photo session.
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The Globe

The Profoto Globe light produces a very soft but modeled quality of light. Because of its small size (around fifteen inches in diameter), round shape, and frosted Plexiglas surface, the light doesn’t have the coverage of a three-foot octagon softbox, but the gentle quality of the light it produces is similar.
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Globe



The best way to determine the type and placement of the main light in a portrait is to examine the subject’s eyes. The shape and placement of the catchlight (the reflection of the main light) will tell you where and what type of light the photographer used. In the inset shown with the portrait of Julie to the right, you can see a round reflection just above the pupil. This tells you the primary light source (main light) was round (like a globe light) and that the light was placed to the right of the subject and about two feet above her head.
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Here, the main light was a Profoto Globe, creating a soft look. I also used the TeleZoom reflector to highlight Julie’s hair. A white reflector was used opposite the main light to fill in the shadows and prevent blue reflections from the wall to bounce back onto the subject’s face. To clean up the shadows under the chin and nose, I used a piece of white frosted Plexiglas as a table. This also provided a support for Julie’s arms.



In the setup shot at the top of this page, you can also see that I am working in a small space. This is a great application for the globe light, since there isn’t much room for a large softbox. Notice that the placement of the light is similar to that used in the Rembrandt lighting setup (see page 9). Here, the triangle highlight is rounder because of the shape, size, and diffusion of the globe.

The Beauty Dish

The beauty dish is a large, flattened reflector (36 inches in diameter), with a deflector in front of the flash tube to redirect the light into the dish. Placed close to the camera, this virtually eliminates shadows on the face. The quality of light this renders is cleaner than a softbox or globe, resulting in a commercial look. It’s a great choice if your client happens to be a cosmetics company.

Like the globe light, the beauty dish creates a round catchlight. As you can see in the eye inset photo on the facing page, however, there is a black dot in the middle, caused by the deflector in the middle of the dish. Notice the highlight in the pupil is more centered. This tells you that the light is closer to the camera.
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Beauty Dish
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In the above image you see what the model sees—pretty daunting. In the image to the left, you see the result of this setup: the almost shadowless lighting that is popular in commercial photography. Notice how Julie extended her forehead, drew her chin in and down, then looked up with her eyes. This smoothes out the neck (in men, if there is a pronounced Adam’s apple, this will soften the bump) and makes the eyes look bigger.



The Ring Light (a.k.a. The Bug Light)

The ring light was actually designed to create a circle of flash around the lens to evenly illuminate insects and other macrophotography subjects (thus, I sometime like to call it the “bug light”). The quality of the light was so unique, though, it was quickly adapted for use in portrait and fashion photography.
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Ring Flash



The ring light mounts directly onto the camera body using the tripod mount. Your lens goes through the center of the flash and you’re off to the races. When hand-holding your camera with the ring light, it is extremely important that you and the model set your positions for accurate exposure. Any camera movement toward or away from the subject will also change the distance from the light to the subject, altering the exposure. (Note: The ring flash can also mount to a tripod, but in my experience this restricts your movement.)

The catchlight created by the ring light (seen in the eye inset image in the portrait of Julie to the right) is similar to that seen when using on-camera flash. The big difference is that the reflection is round and dead center in the pupil. Note, too, the dilation of the pupil.

Like light from a beauty dish, light from a ring light is shadowless. However, it is also much harder. Notice how it brings out the form in Julie’s face. Since the pupils are dilated, the eyes also appear much darker.

Ultimately, the ring light is a great choice for edgier portraits and fashion since the quality of light creates a specific style. However, you must be aware that the ring light produces a powerful burst of light. If your subject is sitting in a dimly lit studio staring straight at the light, this can create eye discomfort. Be sure to warn your subject when you are ready to shoot, and give them a count. Because it is so close to the lens the ring light will also create red-eye; fortunately, this can easily be fixed by most digital imaging programs.
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The ring flash in action, Photo by Pam Voth.
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A Lesson Learned

Now that we’ve covered a lot of interesting equipment, I would like to end this introduction with a story about how I learned that keeping it simple is sometimes the best place to start—and that listening to your subject can save you time.

I had been working with John R. Howard Fine Art, photographing their art and architecture, and was asked to take a portrait of John for his web site. As I was mulling over how I wanted to take the portrait, I started thinking of Arnold Newman and his iconoclastic portraits of great artist in their studio. I scouted out a location in the gallery and devised a somewhat elaborate lighting setup—I even brought my 4x5 field camera to get the Newman feel.

The session went well and I liked the portrait, but my client wasn’t excited about the end result. He felt he looked too stiff; he wanted to portray himself as an open and friendly person. Rather than letting my ego get in the way, I decided to listen to my client and try it again—but this time outside. He agreed and I came back the following month (John had grown a beard in the meantime). This time, I came with just my flash and 35mm digital camera. I scouted the outside property and saw that the sun would be moving behind a grove of pine trees in about an hour, which would make for a good backdrop. It was a simple setup, using the backlight for separation and a fill flash to illuminate my subject. It took about two minutes to set up and ten minutes to shoot—and it was the perfect shot for my client’s needs.

The moral of the story is that sometimes, we (photographers) can get too hung up on gear and grand ideas and forget the needs of our clients.
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The portrait on the left, created using a complex studio lighting setup, was my first idea. I felt it was a successful portrait with a strong composition and classic pose, but it wasn’t quite right for the client. The image on the right suited him better. It was shot using only on-camera flash and backlighting from the sun. I set my Canon D30 camera to the program mode, and my Canon 580EX flash was set on the ETTL mode; I increased the power of the flash to +1.







Working with Flash

Although the sun is my favorite light source, it is often less than cooperative. It is either in the wrong part of the sky or hiding behind thick clouds. As a result, the laws of nature mean we must learn to use flash effectively. Used correctly and creatively, this economical light source will render great results.

The Pop-Up Flash

In desperate situations I will use the pop-up flash. I say desperate, because this is the least controlled light and typically yields only adequate results. With a little finesse, the pop-up flash is sometimes better than no flash, however

For Fill. Both prosumer and professional cameras allow you to dial up or down the pop-up flash output. You can, of course, also increase or decrease the camera exposure. By increasing/decreasing your flash output and increasing/decreasing your camera’s exposure settings, you can find a combination at which the flash balances appealingly with the ambient light.
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This photo was taken outside with my subject backlit. The exposure was 1/180 second at f/6.7 with no flash. I set my camera to the program mode and let it decide the best exposure. The result looks fine, but the back, the brightest tone in the image, takes away from my subject’s face.
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This image was shot at 1/250 second at f/5.6. I kept my camera in the program mode and set my pop-up flash at +1. This means that the output of the flash will be one stop brighter than the camera exposure. The result is better than without the flash but it looks a little too artificial for my taste.
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This image was shot at 1/250 second at f/5.6 with my camera in the program mode and set my pop-up flash at–1. The flash is now one stop less than the camera exposure. To my eye, this looks more natural.



For our first sequence of images in this section (facing page), popup flash was used outdoors for fill light. In the first shot (facing page, left), we see the result of shooting with no flash—just sunlight. Unfortunately, the bright areas of the backlit subject distract the viewer from her face. In the second image (facing page, center), the flash was set one stop brighter than the camera exposure, resulting in an artificial look. In the final image of the series (facing page, right), the flash was set one stop under the camera exposure for a more natural and balanced look.

Diffusing the Pop-Up. Diffusing your pop-up flash will result in a more flattering quality of light.
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Shooting with the dome from a Gary Fong Lumisphere.
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This image was shot at 1/250 second at f/5.6. I kept my camera in the program mode and set my unmodified pop-up flash at +1.
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This image was shot at the same camera settings, but a Gary Fong Lumisphere was placed over the flash to soften it.



For example, consider the pair of images above. The first image (left) was photographed with my camera in the program mode and my pop-up flash powered to +1 (one stop over the camera exposure). For the second image, I placed the plastic dome from an early version of the Gary Fong Lumisphere over my pop-up flash. The frosted plastic dispersed the flash, softening the light on my subject. Although the effect is subtle, the second image is more flattering and less washed out.

To achieve the same softening effect, you can also go to an art-supply or craft store and buy some frosted vellum and Velcro. Cut the frosted vellum to cover the pop-up flash and use the Velcro to attach the vellum to your camera. (Note: For another cool effect, you can even place colored gels or vellum in front of your popup flash.)

Auxiliary Flash

Pop-up flash definitely has its limitations. To create arresting images with artificial light you need to have more control over your light source than is possible with pop-up flash. You not only need to control the output of the light, but also to decide on the direction and the quality of the light you want to achieve. The first step—and the least expensive option—is to purchase an auxiliary flash for your camera.

Teaching lighting workshops has taught me that students are often totally mystified, even intimidated, by the use of auxiliary flash. As a result, the flash either stays in the closet or is pulled out as a last resort. However, with the advanced technology in today’s portable flashes, combined with the immediacy of digital photography, there is absolutely no reason to be intimidated by auxiliary flash. When photographing weddings and events, knowing how to creatively use your flash is absolutely essential, but I have even used my dedicated flash on commercial shoots as an auxiliary light. In fact, for under $1,500 you can set up a complete studio with portable, lightweight, off-/on-camera flashes.

Before I unravel the mysteries of the auxiliary flash, though, I would like to discuss why one would want to use a flash in the first place. The obvious reason is to illuminate an area that would otherwise be too dark for your camera’s film or digital sensor to record. However, you should also consider using a flash when you want to lighten the shadows in an image (reducing the contrast), freeze motion, control the quality of the light, or create special effects.

Dedicated or Non-Dedicated? When using your flash, the first step is to determine whether your flash is dedicated to your camera—meaning that the flash and the camera talk to each other, calculating how best to achieve a good exposure.

A non-dedicated (or universal) camera flash, such as the Vivitar 285 or the Qflash T5D and X5D can, with the right adapter, work with many makes and models of cameras. However, these units need to be set up before they will communicate with the camera. The advantage of this type of flash is that it can be used with any camera model, unlike a dedicated flash that only works with cameras from the same manufacturer (for example, Canon flashes only work with Canon cameras).

The Universal Flash. The first step in using a universal flash is to set the ISO. If you were using 100 ISO film or an ISO setting of 100 on your digital camera, you would set the ISO on your flash to 100. By matching the camera and flash ISO, you are telling the flash how much power it will need to output in order to achieve a correct exposure.

The next step is to determine what aperture you’ll shoot at and how much distance you want the flash to cover. In the days before electronic flash, this was where guide numbers (the power of the flash divided by the distance from the camera to the subject) became important. Fortunately, with the advancement of the electronic flash, guide numbers have gone the way of the slide ruler. (Note: Guide numbers do, however, indicate the strength of the flash. So when shopping for your ideal flash, note the guide number; a bigger value means a more powerful flash.)

Today, most universal flashes have some type of automatic system that calculates the correct exposure. For instance, the Vivitar 285 uses a color-coded system to automate the correct exposure. Let’s look at a hypothetical situation.



1. Set the ISO on your flash to match the film/digital speed. Let’s say it’s 400.

2. Determine the distance from the flash to the subject. Let’s say it’s 40 feet.

3. On the Vivitar 285, Look for the color that will cover 40 feet and set the dial to that color.

4. This dial will indicate what your aperture should be (for example, f/4).

5. The dial will also indicate the maximum distance the flash will cover.



The distance you need to cover your depth of field will determine the color you set your flash on—a little easier than figuring out the guide number!

Sync Speed. The shutter speed needed to synchronize your flash depends on whether your camera has a focal-plane/curtain shutter (found in the camera body), or a leaf shutter (found in the lens itself). Leaf shutters allow you to sync at the fastest available shutter speed—up to 1/500 second. Most curtain shutters, the kind found in 35mm cameras, allow you to sync your flash at speeds up to 1/125 second. (Note: Nikon and Canon, however, manufacture some models that sync at up to 1/250 second.)

This is important to know, because if you set your shutter speed faster than the recommended sync speed, the flash will only illuminate part of your frame. This occurs because the distance between the shutter curtains as they move across the film plane is so narrow and the duration of the flash is so short, that the light from the flash doesn’t have time to illuminate the entire frame.

Dragging the Shutter. Although you are limited to how fast you can set your shutter to sync with the flash, you are not limited to how slow you can set your shutter speed. Using a shutter speed that is slower than the recommended sync speed is called dragging the shutter. This is a useful technique in situations where you want to combine ambient light with flash.

For example, imagine that you are photographing a 20x60-foot room that is illuminated by some window light. The ambient light in the room is f/11 at 1/15 second. Now, in walks the basketball team you have been hired to photograph. You know your flash can only illuminate up to 20 feet with an aperture at f/11. This will be fine for properly exposing the team, but if you set your shutter at 1/60 second at f/11, it will look like the team is standing in a cave; the flash will illuminate the first 20 feet of the room, but the other 40 feet will be two stops underexposed. The solution? Drag the shutter. By slowing down the shutter to 1/60 second, you’ll enable the ambient light to record sufficiently that it matches the flash output. The result will be a more natural-looking environment. Just remember to use a tripod when shooting at 1/15 second or slower.
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It is essential to know how to work your flash outdoors, especially if you plan to shoot weddings. At Hal and Shelby’s wedding, for example, fill flash saved the day. The ceremony had just ended and the formal portraits were just about to start—but it was around 3PM on a bright, sunny day. This created very deep shadows that are not ideal for wedding portraits. The key was to turn my subjects away from the sun so they were backlit (or, in this case, closer to side lit). This created highlights to help separate them from the background, but caused deep shadows on their faces. With my flash on the hot shoe, I attached a Gary Fong Whale Tail diffuser, put my camera in the program mode, and powered down my flash to–1/3. With my focus on auto, the only thing left for me to do was to engage with my subjects and shoot until I got the right expressions. Wow—that was easy!



Using the Flash Outside. Earlier, I mentioned how the flash can be used to lighten shadows and reduce contrast in a portrait. The key to achieving good exposure outside with a flash is first determining the level of the ambient light. Let’s say you’ve been hired to photograph a portrait between noon and one o’clock—the worst hour for an outdoor portrait. It is a very sunny day, and when you look through your viewfinder you see hard shadows on your subject’s face. According to your spot meter, at 1/125 second the shadows measure f/4, while the highlights measure f/11. Simply by setting your flash to illuminate your subject at f/8 at 1/125 second, you can reduce the contrast by two stops and create a more flattering, natural-looking portrait.

Freezing Action. In 1931, Harold Edgerton took the on-camera flash one step further with his invention of the stroboscope. His intention was to take highspeed photographs of familiar subjects, such as a splattering droplet of milk—things that move at speeds beyond the ability of the human eye to perceive. That same technology is what allows you to freeze action with today’s flash units.

Direct or Bounce Flash. On-camera flashes can create two types of light: direct or bounced.

Direct light is produced when the flash is aimed at your subject. This is the harshest type of lighting—and if the light is too close to the lens, red-eye will appear in your portrait. Direct flash does, however, take full advantage of the power of the flash, maximizing the light that falls on your subject.

Bounce (or indirect) flash is produced when the flash is angled in such a way that the light bounces off a surface before hitting the subject. This is an easy and effective way to produce a softer quality of light with your flash. Because you are redirecting the light and it must travel farther to illuminate your subject, however, there will be at least some loss of light intensity when bouncing the flash.
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One reason to use flash is for its ability to freeze action.



Indoors, you can angle your flash up and bounce the light off the ceiling. Just make sure the ceiling is either white or gray; otherwise a color cast will reflect onto your subject. I find fifteen-foot ceilings to be of an adequate height for proper exposure.

When working outdoors, more advanced flash models have a built-in bounce card that you can pull out when needed. Additionally, manufacturers like Lumiquest sell all types of bounce-flash accessories. You can even place a white index card on top of your flash to create a surface that will redirect the flash.

Special Effects with Flash. Edgerton’s experiments with flash were not only to freeze action but also to capture a series of images of a single motion, a practice called stroboscopic photography. To do this, you must work in a totally dark room with your camera set on bulb. Then, with the shutter open, you can pop your flash multiple times and record the stages of a single motion. Advanced flashes have a multiflash function that makes this easier to accomplish.

As noted earlier in this section, you can also place colored gels over your flash to create surreal lighting effects. Just remember that some gels absorb light; to compensate, you may have to increase your exposure. If you have a light meter, you can take measurements with the filter on the flash and off the flash to see just how much light is being lost.

It is also possible to use light-painting techniques with flash—meaning you can use one flash to illuminate your subject and the entire environment. To do this, place your camera on a tripod and set the shutter on bulb using either a locking cable release or a remote shutter release. Then, set the flash to illuminate your subject and the walls at a specific distance and a specific f-stop. Trigger the shutter to begin the exposure and start popping the flash to illuminate the subject and then the walls. Ask your subject to stay very still and avoid directing the flash back toward the camera (it is also a good idea to wear black to make sure you yourself don’t show up in the photo). When you have covered the entire area with flash pops, release the shutter to end the exposure.

Taking the Flash Off the Camera. One easy way to control the quality of the light from your flash is to take your flash off the hot shoe. This can be done using either a flash cord or a remote.

If you decide to use a flash cord, one end of the cord attaches to the flash and the other attaches to your camera’s hot shoe or PC socket. This allows you to move the flash away from the lens axis, either holding it in your hand or attaching it to your camera via a bracket (an arm-like device that supports the flash at a distance above or to the side of the camera).

If you have a larger budget (around $200) and are working with Canon flashes, you may want to look into a ST-E2 remote system. These transmitters have a range of 30 to 40 feet indoors and 20 to 30 feet outdoors. They can also trigger an unlimited number of Canon flashes, offering many creative possibilities.

One advantage of taking your flash off the camera is the elimination of red eye. Red eye is caused when light from a flash enters your subject’s eyes at an angle of less than 2.5 degrees. When this happens, the flash reflects off the retina and back into the camera lens. Moving the flash off axis with the lens solves this problem (Note: There are also digital fixes for red-eye, but if you are editing a job from a wedding or event you may spend hours fixing all those red eyes!)


[image: ]

While the shutter remains open, multiple flash pops create a stroboscopic effect.




[image: ]

I had Melika rest her head on a lacquered table in the dining room, then placed a tungsten conversion gel over my flash along with a diffuser. I set my white balance to tungsten light to match the color temperature of the flash. The reason for all this hoopla was to get a blue background and a blue reflection on the table and still maintain realistic flesh tones. I then attached my flash to a flash cord so I could extend it over my head and direct it toward my subject. This way, I avoided a flash reflection in the window behind her and achieved a more sculpted quality of light.



What’s Right for You?

Although many flashes are available your choices are few: either you decide to buy into your system and get the flash that was “made for your camera,” or you buy a system that may be more versatile, with options of adapting it to your system. The decision should be based on your usage. If you are a wedding/event photographer, you need the best flash you can afford.

Look for a flash with a good guide number (130 feet or more). Manufacturers often combine the range of the flash with the focal lengths of a lens. For instance the guide number may be listed as “Guide No. 125ft./38m at 35mm”—as with the Nikon SB-800.

Look for a flash that is dedicated to your camera and has TTL (through the lens) capability. This allows the flash and camera to talk to each other to determine the right exposure. It’s also nice to have a versatile flash head that rotates and angles easily to create bounce-flash lighting. Also, you’ll probably enjoy a unit with a remote-flash function. This allows you to synchronize two or more flashes.

At this writing, flashes with all those functions cost $350–$450. In addition, you may want to consider a flash bracket ($50–$150) and a rechargeable battery (such as the Quantum at $200–$500) to power your flash. If you are purchasing the flash for personal rather than professional use, however, you can consider a less expensive flash with fewer functions. The Canon Speedlight 220 EX is a very compact flash for Canon cameras that has the TTL function but not a bounce head. The Sunpak Auto355 also has TTL and a bounce head and can be used on different makes of cameras. Both models cost less than $50.

The key to mastering flash is practice, practice, and more practice. It may seem like a burden to carry an additional piece of equipment—but it’s nothing compared to the heartache of not getting the shot because there wasn’t enough light or the scene had too much contrast. If you are shooting digital, there’s really no excuse: you can get instant visual feedback on your LCD screen and use it to hone your skills. So dust off your flash and start creating.






End of sample
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