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    Foreword


    Having previously published two books on lighting, Lighting Techniques for High Key Portrait Photography and Lighting Techniques for Low Key Portrait Photography (both from Amherst Media), you might think there is little else for me to discuss when it comes to my favorite subject: lighting. But because light is the magic that enables us to create our images, we could, if time allowed, discuss the enormous potential it presents until the cows come home.


    
      Light and its effects on the world around us should continually fascinate us.

    


    Light is all encompassing in the creation of images, whether they are photographic or the work of the painter. It is light that shapes everything we see and all that we may fantasize. Any one of us can create in our minds an endless array of images and crave the opportunity to put them on our preferred media. However, though the painter can take whatever time he needs to create his work, the photographer often has just one fleeting opportunity in which to capture an image. So having an understanding of light and how we may use it is a prerequisite in our craft.


    In theory, with the aid of such digital imaging tools as Photoshop, we could return to any imprecisely captured images and reform the lighting pattern. But to do so with authority we would still need to understand lighting in all its possibilities. Therefore, rather than concern ourselves with digital tricks, we will learn how to record each image using innovative and creative techniques that ensure good lighting. Using light as our primary tool, we will learn how and when to defy the rules of traditional imaging in order to create impressions that stir emotions. The text and images in this book will inspire you to follow your senses and strive to reach a higher level in your photography.


    Light and its effects on the world around us should continually fascinate us. I have always been intrigued by what light does as it shapes and illuminates the world around us, and I have ceaselessly studied it so that I may master its use. Not even the greatest of masters can claim to know everything about the primary tool we use in our everyday work. Even as I write this book I will be learning more about the subject than I am supposed to be as a master. By the time I have written the end of the book, I will be even more excited by what light will help me create, and I will be looking for every opportunity to produce even more exciting images.


    I am inspired by the effects of light and hopefully, by this book's end, you will be too.


    
      Not even the greatest of masters can claim to know everything about the primary tool we use in our work.

    


    [image: ] A FINAL NOTE


    You will find at the start of most chapters a list of terms that are important to our discussions. Also, beginning on page 123, you will find a description of the lighting equipment and accessories used in this book—as well as a few words on some other lights and modifiers that you might wish to use to produce your own creative lighting effects.

  


  
    


    introduction


    [image: ] CONVENTIONAL PORTRAIT LIGHTING


    Like most readers, I have pored over the pages and absorbed the text of many books on lighting. I have even written two books on the subject. But everything I have read and written centered on the lighting techniques needed to create portraits that our clients expect us to produce, regardless of the circumstances and environment. Even in chapters of my books where I have suggested a more creative approach, I have stayed within a zone that is commonly accepted as good portraiture, producing images based on the traditions we have established, which when followed, produce an image that is generally considered to be quite saleable.


    
      IMPORTANT TERMS


      Butterfly lighting. A lighting pattern that produces a shadow that fills the area between the nose of the subject and the upper lip.


      Hair light. A light used to illuminate the hair of the subject and to create separation from the background.


      Loop lighting. A lighting pattern that produces a defined shadow around and below the nostrils.


      Mask of the face. Refers to the frontal plane of the face—the forehead, cheekbones, nose, and chin.


      Ratio. Refers to the contrast between highlight and shadow. The higher the ratio, the greater the contrast.

    


    As a print judge at many imaging conventions, I have been reviewing portrait and wedding images for a lifetime. Though the prints entered in competition are often beautiful and well done, they rarely depart from traditional styles. Perhaps there is a good reason for this phenomenon: the photographers who enter their work in competitions need the judges' approval to earn coveted accolades and degrees, and they know that print competition judges often reject innovative lighting strategies out of hand.


    As portrait artists, we traditionally use basic three- or four-light setups— or window light—in our images. We create the relatively conventional loop or butterfly patterns on the subjects' faces. We illuminate the mask of the face by directing light onto the forehead, cheekbones, and chin. We produce the 3:1 or 4:1 lighting ratios that are traditionally regarded as acceptable. We control our lighting so that we do not burn out (or "blow out") the highlights, meaning that the skin tones lose detail, and we aim to provide detail in the shadows where appropriate. We also produce lighting that achieves an adequate separation between the subject and the background. We avoid creating hot areas on the subject that may be distracting, such as a hair light that draws attention away from the center of interest.


    Yes, all of these criteria are important and require us to learn the critical lighting skills that produce acceptable portraiture. But, in meeting these standards and failing to produce work that challenges conventions, we do not create portraits with a more dramatic and emotional impact.


    [image: ] A NEW APPROACH


    In this book, I will show you how to use lighting strategies to create a truly artful portrait that departs from convention. I will demonstrate how we can use common lighting tools in a way that the creators of the tools probably never considered. We will modify common lighting patterns by either increasing or reducing the intensity of the light in order to create different impressions. Also, we will explore lighting styles that are rarely, if ever, used in professional portraiture. We are going to break the rules, and yet we will still produce images that are beautiful, fascinating, and absorbing. While I will discuss the basics of traditional lighting styles as a point from which to expand our creativity, the focus of this book will be: (1) to learn how to create images that challenge our viewers; (2) to show our subjects that there are alternatives to the traditional approach to portraiture; and (3) to produce portraits that are perceived to be works of art. We will use lighting styles to create portraits that present our subjects in ways that do much more than show how they normally look or that simply flatters them. We really can turn our portraits into fine art that is worth far more than traditional portraiture. Imagine the 30 x 40-inch portrait that you currently sell being worth double—or even three times—the price!


    
      INSPIRATION


      Consider the work of great portraitists like Darton Drake, the Simones, Monte Zucker, and other prominent portrait artists, then go beyond the boundaries they have set Open yourself up to the possibility of creating emotionally demanding work, and meet your own creative goals, from this point forward.

    


    It is true that advocates of classic portraiture (yes, I have been amongst them) may suggest that some of the images we will strive to produce would fail the test of conventional print adjudication. However, it is important to remember this fact: as beautiful as many of the competition-caliber portraits may be, very few could be sold at a gallery exhibit. Producing evocative, one-of-a-kind images is our goal.


    In reading this book, you will learn many lighting techniques that will allow you to produce images that can open up a completely new market for your business. At the end of this adventure you might want to expose your existing clientele to some new portrait ideas—something that will replace some of those odd pieces of art that they had framed simply to cover open wall space. Remember, you cannot sell what you do not show, so you might well use some of the techniques to demonstrate your ability to create wall décor of a different nature.


    Reading this book and working through the ideas presented is intended to be something of an adventure. We are going to seek every opportunity to create something different, something emotionally uplifting. We will learn to see existing light—or the lack of it—and the unusual but flattering results it can achieve in a new way. We will learn to take advantage of creative lighting concepts not utilized before now.

  


  
    


    Traditional Lighting Styles


    Portraits made using traditional lighting styles have their place. But in this chapter, we'll begin to use these portrait conventions as a creative and technical springboard to create something that does more than simply show how the client looks on a day-to-day basis.


    Plate 1 shows a conventional head-and-shoulders portrait in high key. It was created according to an accepted formula for lighting portraits of female subjects, is pleasing to the eye, and satisfied the client.


    
      IMPORTANT TERM


      Specular lighting. A specular light increases the contrast between highlight and shadow.

    


    The image shown in plate 2 resembles that shown in plate 1, but the angle of view was changed and there was a subsequent change in the subject's expression. In both portraits, there is a very gentle loop pattern on the subject's face, and the mood is delicate and light.


    In plate 3, the goal was to create a different impression. The light was made much more specular to create a more dramatic, sculptured look that some viewers will find more appealing. The stronger shadows create an impression that says a little more about who the woman is. Compared to plates 1 and 2, plate 3 has more panache. Despite the differences among the portraits, however, all three fall into the traditional portrait category.


    In plate 4, the specular highlights and the shadow were increased to create a darker, more somber mood in the portrait. This change proves the point that light, or a lack thereof, can have a great impact on the mood of a portrait and can move it into a different image category.


    The lighting technique shown in plate 4 is rarely used, as most people would consider it too specular and out of context with conventional high key portraits. However, there is no doubt that this image, though it uses a conventional lighting pattern, is much more dramatic than the standard high key portrait. Gone is the loop lighting pattern; instead, a butterfly pattern is shown. Though this image is undoubtedly more dramatic than the earlier photos, we have barely touched on creative lighting techniques.


    [image: ]


    The goal in producing the image in plate 5 was to change the mood to one of soft introspection. To accomplish this, the light was softened to achieve a more delicate and feminine yet absorbing rendition of the portrait shown in plate 4. Though plate 5 presents an example of a more creative lighting technique, the portrait still exhibits an excepted lighting pattern in which you can see the most delicate example of a butterfly pattern.


    In plate 6, the subject's eyes are shown in a subdued lighting zone that requires you to look more deeply into the image. In this image, the subject is rendered in the same soft light, but because she was turned very slightly toward the camera, the lighting pattern also changed very slightly. Though it appears that the lighting ratio has changed too, it has in fact stayed the same. Note that despite the changes that were made to the lighting, the same butterfly pattern shown in plates 4 and 5 appears in plate 6.


    Without truly pushing the envelope, I have shown some very simple examples of creative lighting. This is simply a demonstration to show that even while working within the accepted norm, we can be more creative with our lighting. It is but a beginning.


    
      INSPIRATION


      Any of these images could be rendered in black & white for the sake of artistic presentation. If you visit galleries and photographic exhibits, you will see images that are well outside the box, so why not do the same for your clients?

    


    All of the images shown in this chapter are very saleable, but likely to a different client. Straying from conventional techniques—even slightly— may never earn print-judging merits, but it does not mean that you have produced a bad or unexciting image.
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    2. Window Lighting


    [image: ] CLOSE-TO-THE-WINDOW LIGHTING TECHNIQUES


    Most portrait and wedding photographers are familiar with window lighting opportunities, but almost exclusively, the styles used fit traditional portrait lighting patterns. But window light can produce some incredibly exciting options, and some of those are described in this chapter.


    In portraits made with window light, the subject is generally placed close to the window in order to take advantage of shorter exposures and smaller aperture settings. Almost exclusively my colleagues will seek to create the same lighting pattern at the window that they would use in their studio, as this is what is expected. But in producing this series of images of Melissa, I have sought to create portraits that are much more exciting. Let's investigate some of the opportunities that are available to us in order to create images of greater interest.


    
      IMPORTANT TERMS


      Fill light. A light used to "fill in" shadow or, in other words, to reduce the ratio between the highlight and shadow sides of the image.


      High key. An image consisting primarily of light tones (e.g., a white or very light-colored background and white or light-colored clothing).


      Key light. The key light is that which creates the main lighting pattern on the subject. Also referred to as the main light.


      Low key. An image consisting primarily of dark tones in the background or clothing (at least 18 percent gray, often deep red, blue, brown, or black).


      Modeling. The rendering of the shape of the face using highlights and shadows. The sharper the angle of light to the subject, the stronger the modeling will appear.


      Split lighting. A light pattern that has one side of the face illuminated and the other side in shadow.

    


    The Positive and Negative Sides of the Light. Portraits made in the positive side of the light source appear quite different than those that utilize the negative side of the light source. The positive side of the light is the most specular because it follows the most direct path of the sun's light. The negative side is opposite the positive side of the light, and the quality of the light that is produced is much softer, as no direct sunlight falls on the subject. See diagram 1.


    When working with window light—or other natural sources of light— our subjects must be positioned where the light will produce the desired pattern, unlike in the studio where we are able to create light patterns by moving or modifying the artificial light(s).


    To produce the image seen in plate 7, I placed Melissa at the positive side of the light to obtain a degree of specular light. My intent was to create an image that featured additional highlights and soft shadows that are normally not considered acceptable in traditional portraiture. I find these create a much more interesting rendering of the subject's face, and in this example, I particularly wanted to accentuate the subject's beautiful jawline to demonstrate its delightful femininity and to create a greater feeling of depth and shape. You can see the relatively intense specular light on Melissa's magnificent mane of hair at the right side of the image. However, instead of placing her in the traditional position at the window, I have moved her into the light path, but with her back to the light source. This allows the specular light to kiss her right cheek. In this pose, her hair was used to block the light to the other side of her face, which creates a beautiful, soft fill on the shadow side of the portrait. It also renders her nose, chin, and right cheek with delightful yet controlled highlights. This creates a little mystery in the eyes, especially her left eye—and a little sparkle.


    [image: ]


    In plate 8, I wanted to keep the delightful highlights that shaped Melissa's features in the previous image. However, this time, I asked her to raise her eyes to the camera to achieve a look that is no longer dreamy but provocative. Two completely different portraits were created without changing the subject's position or the lighting.


    Proponents of traditional portraiture might critique that Melissa's hair is burned out, and this is true, but the charge is irrelevant because creating an effect that did not conform to classic portrait standards was the goal. In fact, the bright rendering of the subject's hair creates a glowing frame around the facial lighting pattern. See diagram 2.


    In plate 9, I sought to create a profile image of the subject, using her hair as the backdrop. I wanted to ensure that Melissa's white top would reflect light up to her chin and create something of a hot rendering of her hair. To accomplish this, the subject was positioned a little farther toward the negative side of the light to allow a little specular light on the "deceptive" profile. (The profile position is "deceptive" because the actual head position is not a complete profile; rather, the subject's hair was used as a light block and as a result, you are unable to see her left eye.) This allowed me to render her right eye in a beautiful and enchanting view. Note how the light that reflects from the subject's white shirt also gently lights her jawline, which, with the light pattern on the mask of her face, creates a delicately sculptured facial pattern on the right side of her face. The lighting strategy creates a depth that traditional images fail to show. Had Melissa's hair not been used to block the light, the viewer would have been able to see her left eye, and it would have been a compromised profile.


    For another and quite different impression, I sought to significantly increase the contrast between highlight and shadow to show a more challenging look in the subject's expression. In plate 10, you will see that Melissa was moved to the edge of the positive path of the light and closer to the window. She was turned almost to a three-quarter head pose. Using the light in this manner produced a dramatically rendered light pattern with a slightly greater than 4:1 lighting ratio. Note the gentle highlight on Melissa's right cheek that prevents the image from having a split lighting pattern. Additionally, because a more specular light was used to sculpt Melissa's face, her white shirt reflected enough light to gently outline her jawline, thereby creating additional depth to the portrait. The look in this image is much more striking than that shown in plates 7, 8, and 9.


    [image: ]


    In plate 11, my aim was to create a softer and subtler profile with gentle modeling and significantly less sunlight transmitted through the subject's hair. Melissa was posed in the positive side of the light, and in this profile image, her hair was once again used to block light from the bright window. Note how close the back of her head appears to the window frame. This position allowed the light to wrap around her facial contours, producing a delicate rendition of her face. Note too that she was positioned so that the long reach of the soft light created depth in the shape of her face. This portrait also uses a split key, as there are both high and low keys in the background, a photographic feature that is conventionally frowned upon.


    [image: ]
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    In plate 12, in order to create a different light pattern that would more dynamically illuminate her face, the camera position was moved and Melissa was turned very slightly toward the light. With her head turned toward her left shoulder so that she could see the camera, the light very softly sculpted her face with gentle highlights. Because she was turned slightly away from the full profile view, plate 12 shows a quite different view of a very beautiful woman.


    In this image, the light that produced a profile in plate 11 shaped her face very differently with delightful soft highlighting on the mask of her face. This pattern was possible because she was placed within the full path of the negative side of the light. If Melissa were placed all the way into the shadowed area, the full wraparound of the light would not have been maintained, and the ratio between the key lighting and shadow would have been virtually indiscernible.


    In plate 13, I wanted to create what I refer to as the "kiss" lighting technique, in which just one or two elements of the subject's facial structure receives a little sparkle of light. This technique has been described in movie and video lighting as "dancing" lights, because when they are used in motion photography, the lighting creates a series of fascinating impressions that disappear quickly and leave viewers wanting to see more.


    To accomplish this, without changing her relationship to the light, Melissa was turned slightly toward the camera to show a three-quarter facial view. When you look at plate 13, you can see the "kiss" on the tip of the subject's nose and upper lip and very slightly on her chin. (It is less obvious on her chin because her head was very slightly tipped forward so her chin fell slightly out of the path of the light.) In this image, the subject's expression is somewhat provocative. This is because her hair blocked the light and also created a much longer ratio between highlight and shadow, and her right eye is in deep shadow.


    The series of images shown in this chapter demonstrate that when working with window light, creative approaches to lighting can produce delightfully different impressions that depart from accepted norms. Of course, each of the poses and lighting patterns could have been made to meet the requirements of traditional lighting styles with the use of additional lighting, such as reflectors or flash. You can decide for yourself which image style you like better.


    
      IMPORTANT TERMS


      Back lighting. Light that is projected onto the back of the subject, producing a rim of light around the subject as he or she faces the camera.


      Flared out. This refers to the effect that is achieved when a subject is overlit from behind, the edges of the subject are rendered bright white, and detail is lost in the glare. Also, any contrast that might be anticipated at the front of the subject begins to flatten out.


      Flat lighting. Light that produces little or no ratio between highlight and shadow, resulting in a lack of modeling of the face. This can be produced using a pan reflector or with diffuse natural light.


      Portrait lens. A lens that reduces compression between the front of the face and the ears. On a 35mm film camera, this is typically an 85mm lens, and on a medium format film camera, this would be a 150mm or slightly longer lens. Though your digital camera may accept a film camera lens, its effective focal length may differ. This is because the sensor size is slightly smaller than a full film frame in many cameras.

    


    [image: ] AWAY-FROM-THE-WINDOW LIGHTING TECHNIQUES


    The great majority of portrait photographers are very reluctant to create images in light that is relatively flat or very soft, situations in which the lighting patterns are so delicate that they defy traditional lighting ideas.


    To create the series of images shown in this chapter, Melissa, the model portrayed in chapter 2, was positioned 4-6 feet from the window. As a result, the light that is shown in the portraits is less intense and softer. It is possible to create distinctly different portraits that are very appealing. Departing from the traditionally accepted lighting styles and creating images that are generally ignored by conventional portrait artists is a creative option because the style of portraits we can create are refreshingly innovative.


    
      INSPIRATION


      I do not present the techniques in this book in an attempt to demean all the good portraiture that we can create in the traditional vein, because it has real value too. Surely, however, there is a distinctive difference between using creative lighting techniques that produce images that are absorbing or dramatic and using traditionally accepted lighting styles without adequate control.

    


    [image: ]


    
      Before setting up this portrait I reviewed the room and the various lighting options.

    


    The portrait of Melissa shown in plate 14 was created in the family dining room. First and foremost, I wanted the portrait to present an environmental and fine art impression and to use light with a gentle wraparound quality. I also saw the potential to use the dark dresser as a backdrop for her white dress, while still employing some of the other features in the room.


    Before setting up this portrait I reviewed the room and the various lighting options. The first consideration in creating any portrait is the light, the second is the background, and third is the composition. In this case Melissa was seated 5 feet from the window 45 degrees to her front and right. This allowed me to photograph her against the dark furniture in the background. As a result, there is a contrast between the subject and the opposite tonal ranges shown in the background. The very soft and relatively weak light required a wider lens aperture or longer exposure, and in this case a wider aperture was chosen to reduce the depth of field.


    [image: ]


    Note the well-defined lighting pattern with delicate highlights on the mask of Melissa's face. Note too that with this lighting, Melissa's beautiful hair was perfectly rendered. The bright wall area between the window and the dresser created a split lighting of the background that would be regarded by traditionalists as a daring concept. The effect of the lighting over the total composition produced an image that goes beyond traditional portraiture and into the fine art image category.


    This would be a difficult image to create with a softbox because the soft-box would have to be exceptionally large and would prove to be virtually unmanageable in such a location. Had the room been larger and such a softbox used, it would not have produced the same overall illumination.


    
      Back lighting can produce some delightfully delicate images. . . .

    


    Back Lighting. Back lighting can produce some delightfully delicate images, and the position of the subject as she relates to the intensity of the light is important, or the shape of the portrait will be lost in the field of light. To create a portrait using a strong field of light behind the subject requires the photographer to recognize where the intensity of the light will fall off sufficiently that it will not cause the edge of a profile or other pose to be flared out. When we find the correct position for our subject we can produce an excellent image that has the subject beautifully rendered against what is a high key background and also has delicate outlines that shape the profile.


    In plate 15, Melissa was positioned in profile 5 feet from the light source, which produced a high key background. The quality of light was excellent, and the skin tones on the near side of the portrait, though beautifully soft, were rendered naturally. No additional light was used, yet the wraparound of the natural light produced nice facial sculpturing.


    
      INSPIRATION


      The application of good lighting patterns on the faces of our subjects can be varied and does not have to conform to portrait conventions, so long as the result is exciting or emotionally moving. If the lighting is effective and communicates the intended message, why not break the rules?

    


    You will see that there is a little specular light around Melissa's nose, mouth, and chin. If we had moved her any closer to the window, the light would have been so intense that it would have destroyed the contour of her facial outline. Additionally, because of her carefully selected placement in the light field there is excellent depth within the image. The portrait also shows excellent detail in the subject's hair and dress.


    The crucial factor with this style of lighting is recognizing where to place the subject and assessing how the overall exposure will render the entire composition. This requires that you recognize the ratio of highlight and shadow across the subject from the farthest point of focus and that nearest to the camera.


    In plate 16, I set out to create a portrait with increased depth by having the light to my left fall onto the model's right cheek behind the frontal mask of her face and also the right side of her nose. The same light also renders her hair very nicely. At the same time I used light from the right to create the primary lighting pattern.


    For this portrait Melissa was moved farther from the light source and was seated in a chair with a dark fabric. This allowed me to show her hair in relief against the darker background and create what would be called a split lighting effect except that the shadow side is primarily softly lit with good detail. This might be described as contradictory to the conventional lighting for a three-quarter view. This is because I have taken advantage of a second window light source to the camera's left that lights the right side of her face while the key light source from the window to our right sculpts her face. This two-light setup is mostly ignored or simply rejected because it does not fall within the accepted norm. One of the reasons for this rejection is that there is effectively no fill light. But it ignores a fundamental concept in terms of modeling a subject's face.


    Between the two light sources there is an area of the mask of her face from her nose to the right cheek that is in shadow, creating a 3½:1 ratio. This technique creates a depth and interest that a traditional lighting style fails to do. It also enhances the view of her pretty nose while at the same time keeps her eyes in soft shadow to create a little mystery.


    The next phase in my portraiture of Melissa was to move from the almost three-dimensional impression to one in which she is shown in a more dramatic lighting style—one that partially conforms to some of the accepted rules.


    [image: ]


    In plate 17, in order to create a different impression, Melissa's position remained unchanged, but her hair was brought to the front of her shoulder to create a soft, split lighting effect. The two light sources create a beautiful rim light around her head and hand that increase the feeling of feminine mystery, as we are able to see good detail in the shadow side of her face. This produces a portrait with several identifiable qualities that often are considered separately, but rarely in one image. First, there is a very pronounced framing of Melissa's face using the light from both sides. This lighting frames a portrait that is soft, sensual, and intriguing with leading lines that run from her supporting arm and hand to bring you directly to the focal point of the portrait. The high-back chair creates a solid, low-key background that allows the subject's blond hair to be seen in relief.


    
      The position of the bride in the field of light is critical in order to create this type of image.

    


    Bridal Portraits. For plate 18, I wanted to create a slightly surreal silhouette of this bride so that the front and back of her gown would be rendered in a subtle outline. Again, the position of the bride in the field of light is critical in order to create this type of image. Had she been closer to the window, the light would have eroded the outline of her figure, and the delicate rendering of her gown against the light would have been lost. If she had been placed farther from the window, then the outiine would have been more solid, and the total figure would have been almost black with just a hint of the light transmitted through the delicate gown.


    [image: ]
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    What is demonstrated here is that there are numerous creative options when working with natural light. With a little ingenuity and patience we can explore these possibilities and commit them to memory so that we may create almost any style of image that we can conjure up.


    
      There are numerous creative options when working with natural light.

    


    When creating the image for plate 19, I noticed this bride had a beautiful neck, the appearance of which was enhanced by having her hair up. I positioned her with her back to the main window light, with another window, which transmitted some 2 f-stops less light, to the subject's left. Note that with the subject in this pose, there is a line that runs from her shoulder up through her neck to her ear and which also accentuates her very pretty jawline in a lovely profile portrait.


    The lighting style used was deliberately contrary to the conventional window light portrait. In a traditional portrait, we would have had her positioned facing the opposite direction so that the main light from the window would be projected onto her face as opposed to the back of her head. The unique setup allowed for the pensive mood of the bride to be enhanced by the light. Because this light had such a wraparound effect we see a nice gentle touch of light falling on the subject's right cheek that creates a feeling of shape and depth in what would otherwise be a very ordinary profile. Most important is that the overall effect is very feminine.


    
      The viewer can see a little of the delight expressed by the groom.

    


    In plate 20, I used a technique that I cannot recall seeing in my review of other photographers' wedding images. The two subjects are presented in a relatively straightforward silhouette, but the viewer can see a little of the delight expressed by the groom. So often with the aim of producing a strong profiled silhouette we neglect to show the delightful expressions on the faces of our couples. To obtain this portrait I moved the camera a little to the left in order to see the light on his face. This is a subtle use of light by the alteration of the camera position rather than moving the subject. This would be difficult to achieve if you were using a tripod simply because the adjustment would be less than 6 inches and would need to be made very quickly.
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    Flat light is too often regarded as unsuitable for portraiture because we are unable to create the lighting pattern specified within the established rules. But flat light can produce some fascinating and beautiful images, because it draws the viewer into the eyes and mood of the portrait.


    
      Flat light is too often regarded as unsuitable for portraiture. . . .

    


    Plate 21 demonstrates the use of truly flat lighting, which results from retreating as far away from the light source as is practical. In this case a 1:1 lighting ratio created an absorbing rendition of the child's face as she was turned toward the light source, a window located behind the camera. When the light is this flat, the photographer can stand between the light source and the subject without blocking the light falling on the subject— provided he is using a portrait lens that allows him to work at least 4 feet from the subject. The exception to this would be if the room was very narrow or the window was very small. In this case the window was an average size, so my being in the path of the light did not prevent the light from illuminating the child. This lighting technique causes the eyes to appear to follow you wherever you stand in the room.


    [image: ]


    Plate 22 is another example of truly flat lighting. This image shows how the lighting style opens the eyes in a way that traditional studio lighting does not. Moving the subject away from the window light until virtually all the specular light reflection in her eyes had disappeared created the impact in this image. The light at this distance from the window had a quality that rendered good skin tones. In this instance the subject was placed 12 feet from a very wide source of light. You could easily modify this impression by overexposing a little. This would eliminate most of the delicate skin texture and create a more glamorous impression. This is a technique similar to that used by commercial studio photographers to eliminate skin flaws and isolate the eyes from the other skin tones and texture.


    In plate 23, the two young women, Jean and Amy, were positioned 6 feet from the same light source used in 22, but this time, the subjects were posed parallel to the direction of the light. The window was a very large light source which illuminated the women with a relatively broad light that primarily skimmed across their faces. This light is not as flat as that shown in plate 22, as we were 6 feet nearer to the window, but it still opened up the eyes of the subject who is slightly turned toward the light. At the same time it rendered the right-hand figure very differently. The subjects were deliberately posed in this manner in order to narrow the impression of the right-hand figure's face because she has a relatively wider facial plane than the other young woman.


    When you review diagram 3 you will see that the women were placed so that the wide source of light was at its greatest intensity where they were seated, and the light at the farthest point from them was approximately 45 degrees away. This is why there is a slight fill on the shadow side.


    
      The strong shadows in the portrait enhance her figure and increase the impression of motion.

    


    In plate 24, I set out to capture an image of the happiness and vitality expressed by this bride. A much simpler lighting technique was used. The bride was posed at 180 degrees from the positive side of the light and facing the camera to create a striking image with above-average contrast, which is not modified by a fill light. A fill light, either flash or reflector, would have reduced the dramatic impact of the image. The bride's angle to the light source caused it to skim across her and accentuated the narrowing of her waistline. The strong shadows in the portrait enhance her figure and increase the impression of motion.


    [image: ]


    plate 24

  




End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   
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