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The Texas Professional Photographers Association goes above and beyond to 
provide innovative and inspiring opportunities for photographers of all levels to 
improve their photographic skills. From intensive classes at our Texas School of 
Professional Photography to our open arms concept with the iHeart Photography 
Conference & Expo to our year-round programs that make up our TPPA Events, 

the Texas Professional Photograpahers Association has something for you.

PRO TIPS, a collection of articles from our award-winning magazine, The 
Photographer, is our gift to you. It is a sample of the kind of educational 
opportunities and information sharing that are available to our members. 

Welcome to TPPA.

Steve Kozak, Executive Director
Texas PPA

PRO TIPS is an official publication of the Texas Professional Photographers Association, Inc.  Permission is granted to similar publications of the photographic industry to reprint contents of this 
publication, provided that the author and this publication are credited as the source.  For more information, visit www.ThePhotographerOnline.com.  Send all communications to:

THE PHOTOGRAPHER, 1506 E. Leach St., Kilgore, TX  75662.  Phone (903) 985-1080, or Editor@ThePhotographerOnline.com.

Steve Kozak, M.Photog.Cr
Executive Director
5323 Fig Tree Lane
Grand Prairie, TX 75052
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Steve@tppa.org

Bill Hedrick, M.Photog.Cr.
Magazine Editor
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“Bon Voyage” was created by Dixie Dobbins of 
Livingston, Texas. It is a portrait of TPPA Executive 
Director, Steve Kozak, and his lovely wife, Jacqueline. 
The image was taken near Dixie’s home on Lake 
Livingston and the photo shoot was not without an 
element of excitement when the boat began leaking 
and Steve is not an olympic swimmer by any means.
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A familiar term used in photography is “See the light.” As important as it is to be able to SEE light, I believe you must first KNOW 
light. One of my favorite quotes, by George Eastman, is “Light makes photography. Embrace light. Admire it. Love it. But above 

all, know light. Know it for all you are worth and you will hold the key to photography.”

One of my first recollections of appreciating the beauty of light was on a family road trip when I excitedly pointed out the play of light 
and shadow on a grassy, rocky ridge to a less-than-impressed audience. I am still on that lifelong quest to replicate the beauty of light 
that exquisitely comes out of the shadows... to not just see the light, but to know it.

My goal in lighting most portraits, especially sports or character portraits, is not a 3:1 lighting ratio with detail in the shadows. My 
goal is to create a full range of specular highlights and a long range of midtowns graduating into deep, robust shadows that define and 
provide a backdrop for the details. My reason for lighting this way was summed up well by Sir Francis Bacon: “In order for the light 
to shine so brightly, the darkness must be present.”

Sample of the “before” image  without light painting.

Using light painting to highlight detail in the image. 
Can be done using flash or continuous light.

Renaissance painters, classical portraits, 
digital composite artists, and even photo 
enthusiasts snapping photos with their 
iPhones need light to share their vision 
with the world. Without light, we cannot 
illuminate our chosen subjects, and 
without shadows, we struggle to define 
or evoke an emotional response from the 
viewer.

I love and fully embrace the multiple types 
of lighting: available light, studio lighting, 
supplemental lighting added to ambient, 
etc. I own and use studio and location 
flash modifiers from 5 inch parabolic to 
6x8 foot soft boxes, each one having a 
purpose. The simplicity and beauty of 
natural light or one light portraiture is 
quite pleasing to view. Also, multiple 
light set ups in the hands of a Master 
Photographer is a thing of beauty.

For some time, I’ve been using multiple 
lights or a single light and painting details 
within the scene using both continuous 

lights and flash. The process is an art form in itself, often called 
“light painting,” which is most commonly used in still life 
images. But I also use it for portraits and have found it extremely 
satisfying and rewarding with results that are hard to capture in 
traditional lighting. 

Obviously, continuous light with portrait subjects is much 
more difficult, especially with long exposures and darkened 
environments. But, with patience and a little ingenuity, results can 
be stunning. Primarily, I use portable flash to light the scene and 
then add the subject. I love the fact that large, soft light sources 
and hard direct light can be used together to create eye paths 
where the viewers visual journey is directed.

By adding this accent light, you will direct light at a greater 
angle from the camera position than a main light. The greater the 
angle (incidence), the more reflective, greater intensity, is passed 
back to the camera lens. The angle of incidence = The angle of 
reflectance. Also, controlling this accent light is dependent on 
intensity, size, distance, and how the subject reacts to light by 
absorption, refraction, reflection, or any combination of these.

Once you begin to know and understand light and its technical 
aspects, and how to control light, you will have the ability to 
create exquisite light that brings forth your artistic vision and 
elevates your work to emotion provoking portrait art.
 

Mark Bryant, of  Missoula, 
Montana, is one of the 
country’s premier portrait 
artists. He has presented his 
“Light from the Shadows” 
workshop in Lubbock, 
Texas, for TPPA. His work 
has graced the pages of 
such national magazines 
as “Town and Country” 
and “Fly Fisherman” 
as well as “Professional 
Photographer.”
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Shooting in the “sweet light” in Cape May, New Jersey, required an early wake-up call and a good sized cup of coffee. The night 
before this demonstration, the dress was chosen from the model’s wardrobe. The simple beauty of it was appealing and it was light 

and airy with just enough texture to make it interesting. I knew the pastel setting of the beach at sunrise was going to work well with it.

Working in the early morning hours requires a tripod because some of the exposures can get pretty long. The camera was a Canon 
EOS 1Ds Mark II with a Canon EF70-200mm f2.8L IS USM lens set at 1/8 of a second. Aperture was f5.6 at 400 ISO and the working 
focal length was 70mm. As long as the model is in a sturdy stance, this setup is doable. The key to this kind of beach portrait is to shoot 
as soon as you have enough light to see to work. When the sun comes over the horizon, the game is pretty much over. Yes, it is a short 
window of opportunity, but the window is very magical.

by
Carl Caylor
Texas School Instructor

During this short period of time, many things can happen. 
The background in any direction holds favorable tonal ranges 
compared to the subject. This being true, the model and the 
photographer can move in more angles to the light and create 
different lighting patterns while not worrying about any 
background problems. As long as the background does what you 
want for the composition, the subject will be the focal point of 
the image.

The title image was inspired by Water Color Artist, Steve 
Hanks. His work is beautiful and inspiring. As I see it, water 
color painting is about the transparency and the art of working 
backwards from the white of the paper to the colors involved 
in the scene. In this image, I saw many layers of transparency. 

Img. #2 Img. #3

Img. #4

Lighting Diagram

The sand, the wet sand, the shallow wave, the ocean, and 
then the dress and figure of the girl all came together to create 
several layers of transparency. But I also looked for depth in the 
background. By letting the beach fade off in the distance, the 
viewer gains a sense of space. The distant pier gives us a place to 
go, but it is perpendicular with the lines of the beach and it stops 
us, turns us around, and sends us back to the model. It is a simple 
image, but one with a great deal of thought behind it.

Image #2 was created a bit later in the session. The settings show 
this: Canon EOS 1Ds Mark II with a Canon EF70-200mm f2.8L 
IS USM lens set at 1/1000 of a second. Aperture was f4.0 at ISO 
400 and the focal length was 95mm. Because of the sweet light, 
I could move around the subject for a different lighting pattern 
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Img. #5

Carl Caylor is one of the most sought after instructors in the country 
because of his “Hands-On” coaching approach. His greatest strength 
is his ability to see what skills others already posses and then break 
things down in simple terms to help enhance those skills to a new level. 
In his Texas School class on “Natural Light Portraiture,” Carl will 
demonstrate how to find usable light in a natural environment. To learn 
more, go to TexasSchool.org.

and still hold the background. In this case, my feet got wet. But it was worth the 
effort. At that point, there was a light source that allowed me to create a short 
light. Now it was possible to show communication between the subject and the 
future image viewer with eye contact. Eye contact, for the most part, should be 
from a lighted mask of the face or at the very least, a split light. People looking 
at you from within a shadow (even subjects in a photograph) can be somewhat 
creepy. If creepy is what you are after, go for it. Otherwise, light is what is 
looking at you.

Image #3 was created a bit earlier, however. Again, the camera was a Canon 
EOS 1Ds Mark II with a Canon EF70-200mm f2.8L IS USM lens set at 1/10 
of a second. Aperture was f7.1 at 400 ISO and the focal length was 80mm. She 
and I moved away from the water while maintaining the same relationship with 
the light. This provided the same lighting pattern as before but with a different 
background. By turning the subject, a single accent sculpted her face and I let 
her look down with a somber expression to match the emotion of the light. 

Images #4 and #5 have the same settings, 1/80 of 
a second at f4.0, but they look different. Image #4 
is a full-length scenic image and was created at a 
focal length of 70mm. Image #5 was recorded at a 
focal length of 140mm. Notice how the background 
blends in image #5. There are so many variations 
that can be produced in a scene just by knowing the 
capabilities of our equipment. Both of these images 
are profile poses with good profile light. You can 
pose a subject in a profile stance at any given time, 
but it will always be more powerful if the light is 
coming from behind the subject.

Sweet light times are magical and much easier to 
work in. This is why my family portrait sessions are 
all done in the evening. The light is better for both 
subjects and backgrounds. Plus, it is when folks are 
home from work. Don’t battle. Work smarter, not 
harder.
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When we look at visible light we need to be able to accurately analyze what is there for us to use. There are six elements of the 
visual light that we work with. They are Brightness (Quantity), Diffusion (Quality), Color (Kelvin temperature), Direction, 

Specular, and Contrast. Three of the elements are basically fixed once we “push the button.” They are Specular, Diffuse, and Direction. 
Yes, we can “fix it in Photoshop,” to some extent, but it is really better to get it right in the first place and not catch the Photoshop 
disease. Photoshop disease makes us look like an average scene histogram... a large hump in the middle (I’m not going to tell you how 
much weight I’ve put on because of Photoshop). 

by 
Gary A. Meek

Three of these elements can be altered after 
capture, whether we are traditionalist and use 
film or we thrive in the digital world. They 
are Brightness (Quantity), Contrast and Color. 
We can also describe these three elements in 
numerical terms because our eyes cannot be 
depended upon to objectively evaluate them. 
Brightness can be described by footcandles 
or exposure value. Contrast can be evaluated 
by the use of a ratio such as 3:1 or 5:1. The 
color of light can be related to in Kelvin 
temperature such as 3200K or 5400K. 

Let us take just a few moments, which 
could revolutionize the way that you look at 
photography, and look at just one of these 
elements of light... Brightness. But let’s call 
it Quantity. 

We measure the quantity of light with a 
light meter. There are basically two types 
of meters, hand held or in the camera. The 
Incident meter measures light that falls on the 
subject, Illuminance. This is done by placing 
the meter at the subject spot and metering 
back toward the camera or light source. Most 
incident meters measure light at a 180 degree 
angle of view. Some incident meters use a flat 
dome that meters light coming in from one 
direction.

The Reflected meter measures the 
Luminance, the light reflected or emitted by a 
subject. The meter is pointed at the subject to 
record the brightness of the scene. This meter 
usually measures light in a 30 to 50 degree angle of view. A special type of 
the reflected light meter is the SPOT METER. This meter measures light in 
a 1 to 5 degree spot on the subject. The reflected light meter is the type of 
meter that is in your DSLR cameras.

It is a good idea to understand what your meter is actually measuring. All 
exposure meters are trying to make your reading an 18% middle grey, 128 
in digital, the middle of 0 to 255.  Zero (0) is the blackest black and 255 is 
the whitest white, therefore 128 is in the center. This is also Zone V in the 
Zone System (see the illustration on the next page).  Zone 0 is the blackest 
black and Zone X is the whitest white. Each zone is one stop difference 
from the adjacent zone.

The incident meter really does not care what the subject sense consists of as 
far as brightness levels. It measures the LIGHT that falls on the subject and 
therefore, if properly used, can give you a more accurate exposure and not 
require exposure adjustment because of the brightness levels in the scene. 
The reflected light meter is trying to make everything in the scene 18% grey. 

That is okay if the scene is average in tonality. But what do you do if you 
have purchased a new Sekonic meter (a great meter, by the way) for $500 
to $600 and the battery goes out when you are in a photo session? To be 
prepared for this, buy an 18% grey card (be sure to get a “Kodak” grey 
card). There are a number of “grey cards” on the market, all colors and 
densities and filled with gimmicks as a selling point. There are even some 
with a nice gloss or semi gloss surface. There is no way that you can get a 
good exposure reading from some of these and forget getting a good white 
balance.  

When you get your Kodak grey card, photograph the grey card without 
anything else visible and fill the frame with nothing but the gray card. Your 
histogram should have a spike in dead center if properly exposed. That is 
what that screen on the back of your camera is for – not to look at after 
every exposure. Now, over-expose by one stop and mark the cover on the 
back of your camera. Next, over-expose two stops and mark. Then, go the 
other direction and mark one stop and two stops under. Take the cover off 
and mark it from underneath so the marks will stay visible.  
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Most photographers who might have heard of the Zone System think 
it is only for OLD photographers who photographed only in black and 
white.  However, knowing just a little about the Zone System will help you 
understand the brightness levels and therefore the quantity of light. In the 
Zone System, light quantity can be divided into eleven segments or zones. 
There is one stop difference between each segment.

So why did we do all of this? According to the Zone system, zone V is 
middle grey, one stop over, Zone VI is light grey and Zone VII is the 
whitest white with FULL detail. Likewise going the other direction, Zone 
IV, one stop under exposed, is dark grey and Zone III is the blackest black 
with FULL detail (see diagrams above).  

One of the MOST important things to do is pre-visualize the scene. By 
doing this you can pre-determine what the histogram should look like. If 
you have a subject on white sand or snow you know that your histogram 
should be about two stops greater than 18%, 128 or Zone V. Since your 
reflected meter is going to try to make everything 18 % grey, you are going 
to need to open up about 1 ½ to 2 stops to make the scene white. You can 
verify this on the back of your camera because you have marked one stop 
over and two stops over, Zones VI and Zone VII. The opposite holds true 
for let’s say a black dog on a dark background. 

You can pre-visualize your histogram as being Zone III. To achieve this (if 
you metered on the dog), stop down about 1 ½ to 2 stops to make the scene 
and subject dark. You WILL have FULL detail in the dog’s hair. Again, this 
can be verified on the back of your camera since you have marked Zone IV 
and Zone III.

With this being said, remember that we only have about a five stop range, 
Zone III through Zone VII, to get FULL details. Not every scene has all 
eleven zones. But knowing what you have in the scene, pre-visualizing and 
capturing the most important parts and exposing for that part of the scene 
will help make you a much better photographer. PRE-VISUALIZE and 
always start with the proper exposure and you will cut down your time that 
you are using to “FIX IT IN PHOTOSHOP.”

Gary Meek, of Hot Springs, Arkansas, 
has taught “Don’t Gamble with Your 

Certification... Prepare, Prepare, 
Prepare” at the Texas School of 

Professional Photography and has 
been teaching Certification Preparation 

Classes for 25 years. He is also a PPA 
Approved Photographic Instructor. 
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No matter the genre of photography, one quickly realizes that he/she has to learn to control the direction, 
color, quantity, and quality of the light falling on your subject. The following examples will demonstrate 

how and why I use the three directions of light in my work.

Front-On, Full Sun - In this situation, the light is shining straight into the subject’s face or coming in from the top down, such as noon sun. This type of 
light is harsh. Clients may not be able to open their eyes and deep shadows under the eyes and jaw will appear. Let’s say it’s a wedding day and you are 
forced to work in this type of lighting situation. If you can’t find an open shade or indirect light against the side of a building, your best bet is to give the 
subjects a pose they can handle in this type of lighting. 

Let’s say it’s a wedding day and you are forced to work in this type of lighting situation. 
Be sure to look around for open shade first or indirect light against the side of a building. If 
neither of those exist, your best bet is to give the subjects a pose they can handle in this type 
of lighting (above).

Plan to expose correctly for the bright sunlight in order to keep your highlights from 
overexposing and bring along a soft white reflector or off camera strobe to open/fill the 
shadows. If you’re familiar with high speed sync and your strobes can handle it, this would 
be a great time to use it. Shooting beyond your sync speed allows you to darken your 
surroundings but you’ll need to keep the strobe close to the subjects because, the brighter 
the sun, the harder your strobe has to work. 

Side Lighting - This lighting can be used to create texture and shadows. If it’s used with 
people, a fill light will be needed on the opposite side to open the shadows. For example, 
this gown (top-right) looks yummy in the natural window light because I’m on the shadow 
side. The textures and the details of the gown pop out. I often “rake” a low powered & 
gridded speed light or a video light across wedding rings so that more dimension and depth 
is created around the rock.

Back/Rim Lighting - The final type of light direction 
is one of my favorites--back/rim light (either at night 
or in dark interiors). Adding a gel and a low powered/
gridded speed light about 6 ft behind the couple is a 
great nighttime trick to add to your bag (bottom-left). 
The couple could also be in full silhouette or I could 
choose to add a video light in the front to illuminate 
their faces slightly as seen in the photograph on the 
title page.  Sometimes I even let the flash behind them 
flare into the lens to create even more drama!

Understand how to control the light coming from these 
three directions has really given my imagery a different 
look. 

About a decade ago, Alison’s style of dramatic lighting 
and bold colors really came into play and she enjoys 
seeing how any form of light can change the mood 
of an image. After leaving a teaching career to be at 
home with her kids, 
Alison is now able 
to teach lighting and 
off-camera lighting 
and posing to those 
who are hungry for 
knowledge. She has 
taught at the Texas 
School of Professional 
Photography, raising 
the lighting and posing 
game!
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I have seen many posts on social media and magazine articles about how much better Off-Camera Flash (OCF) is than natural light.  
Most examples I’ve seen have just been bad examples of the use of natural light. Natural light portraiture is not just creating a 

correct exposure outdoors anywhere. The use of light, whether natural or artificial, has a specific and artistic placement that will create 
the look that the artist desires.  

The truth is that natural light can be pleasing, but the artist is limited to locations and specific times that will allow a powerful, 
printable result. On the other hand, off-camera flash can be used to create any chosen form of light in any given area at most any time. 
Of course, there’s a great deal of technical and artistic thought that should go into either process.  

Let’s begin with a good natural light portrait area. Just as with strobe lights, the 
main light on a subject should be at about a 45° angle to the side and 45° up 
from the subject. This is a good place to start. We can’t have more light coming 
from straight above than where the main light is coming from. For this reason, 
we look for locations with an overhang to block the light from above. 

Some good advice: if you’re not sure the area will produce good natural portrait 
lighting, go sit where you plan to place your subject. As you sit, look around 
you. Do you see an area of open sky at a 45° angle? If you don’t see a light 
source, either go find a new location or add off-camera flash. 

In addition to the correct direction of light, in a natural light situation, the 
background must confine itself to a continuous tone of light. In other words, 
there can’t be direct sun in the background burning out areas in comparison 
to the subject. If the light reflecting on the subject’s face is the brightest part 
of the scene, it is what will draw attention of those who look at the portrait. If 
there are distractions and technical problems with the background, even the 
nicest light on the face will be for nothing. I look for open shade throughout 
my backgrounds. Then if the subject sits where the open sky is forced in the 
direction stated, your image will have the potential for power. I say “potential” 
because there are many more things to consider (color harmony, posing, 
expression, clothing, story-telling, composition, etc.).

Now… the Truth about OCF.  With flash, we can work in more locations 
with more background possibilities. As I stated before, sit where you plan on 
having your subject. If the light is not right for your image while still seeing the 
background for the composition you desire, you can simply move your light. In 
today’s world, lights are very portable and have great battery life. They are able 
to nearly over-power the sun at times and (more important to the way I work) 
they can be turned way down to allow work in low light areas. 

The Truth… you can produce work in more locations. That being said… just 
because we can doesn’t mean we should. Not all situations are going to work 
for either OCF or Natural light portraits. We still need to think about what is 
physically possible and still artistically pleasing. Remember, the light from 
the strobe only goes so far. If there are objects in your scene beyond the range 
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The image on the left shows dark eyes. The background  is great but the light is too powerful 
from above. The image on the right of it shows how Off-Camera Flash can create the direction 
of light needed to produce a pleasing portrait. With the dog (above), a good background and the 
use of Off-Camera Flash gave direction and, in this case, fur reflection.

Even in a “sweet-light” atmosphere there are times when 
a little pop of an OCF can help. I like that my Molight 
can be turned way down.  This way I get a more natural 
feel to my location portrait work. I use the Molight 
AD600BM as a main light.  I use one or two AD200s for 
accent lights or even main or fill in different situations. I 
also like the Molight Octa Box.  I use the 32 inch version 
without the baffle inside.

of the strobe and there is no way to balance the background with shutter 
speed, you may want to move on to a new location. Example…. A client 
has a wooded yard on a lake. They want to see the water and the trees and, 
of course, them in a portrait. Even with strobe, you will need to find the 
right time of day to balance everything.  

Whether you are using OCF or going all Natural, you still need to make 
sure the light is being directed to the right place on your subject. There 
are forms of light to study. Learn them and the best uses of each. In the 
end, we as artists, are responsible for creating work for our clients that 
are appealing to them and their families. Whether natural or artificial, 
practice your skills and be able to make good decisions in any situation.  
Come join my class at Texas School! You will learn more about these 
skills in a “Hands-On” environment. You can build your portfolio with 
my assistance. More important… you WILL be able to do it on your own 
when you get back home.

Carl Caylor began his career as a photo journalist and darkroom specialist. A 
beginning that would prove very beneficial to the new age of digital portraits in a 
Natural environment for both his guests and his students. He has shared his passion 
with photographers coast to coast in the USA, Canada, Mexico and Korea. He is 
one of the most sought after instructors in the country because of his “Hands-On” 
coaching approach. Learn more at: photoimagesbycarl.net
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Can you divide 110 by 10? (110 / 10 = ?) Did you get 11 as the answer? 
Then you already know enough to start using your flash in manual 

mode. No more TTL. No more hoping your images turn out. No more 
relying on the camera and 
the flash to give you an 
unreliable opinion about 
the proper exposure. By 
shooting your flash in 
manual mode, you are in 
control of your images and 
your exposure!

It begins with a simple 
formula: Guide #/Distance 
= F-stop
  
Now, I can already hear 
the jeers of the youngsters 
saying that “Guide numbers 
are for geezers.” Maybe 
so, but we geezers never have to keep adjusting our flash because it can’t 
get the exposure right the first time. With manual flash, the exposure is 
consistent - EVERY TIME! With this simple formula, you simply divide 
the flash-to-subject distance 
into the guide number and 
you have your f-stop!

So what is a guide number? 
It is simply a rating of the 
output of the flash. Think of 
it as horsepower to an engine 
or the wattage of a light 

by 
Steve Kozak,  M. Photog., Cr., PPA Certified

bulb. The guide number represents the 
power of the flash. The guide number 
varies with the ISO setting of the 
camera, but the standard is to express 
the guide number at 100 ISO.

So, a flash with a guide number of 110 
at 100 ISO will give you an exposure 
of F22 at 5 feet. 110 / 5 = 22. No 
guessing. No adjusting. No problem!

The problem lies in the “so-called” 
features that manufacturers have 
added to the flash so that anyone with 
no experience can pick up the flash 
and place it on a camera and set it to 
TTL and get a picture with an average 
exposure. I never settle for average 
exposures... I strive to get perfect 
exposures! You should, too!

The “feature” that causes trouble 
for those of us who want control of 
our equipment is the flash’s “zoom” 
head. You may not realize that when 
set to “auto zoom”, your flash tracks 
the focal length of your lens as you 
zoom the lens. The result is sort of 
like one of those heavy duty, focus-
able flashlights. By twisting the lens 
area of the flash light, the light beam 

Image 1 - No, “M” indicates the 
zoom is automatically tracking 

the lens (top).

Image 2 - “M” stops zoom tracking. 
Set the angle of view 

on flash to 35mm (bottom).

Like an adjustable  
flashlight head,  it so much 
brighter when the beam is 

focused (Illustration A) and 
dimmed when the light is 

spread (Illustration B).

Think of the curtain or mirror as a door from one room to another. If you 
open the door all the way and fire your flash into that room, there is no 
obstruction and your flash is properly recorded. However, if you only open 
the door slightly and fire your flash, the light does not get passed the door 
and into the room. That is how it is with a camera out of sync with the 
flash.

With most cameras, the sync speed will be from 1/125 to 1/250. I suggest 
using 1/125 which is well within the sync of most pro cameras. The fact 
is, you can use any speeds slower than the camera’s stated sync speed, 
you just cannot use speeds faster than the stated sync speed. We will cover 
more of this in a future article.

The final setting we have to check is the selective output settings on your 
flash. This is the control that acts just like a dimmer switch with the lights 
in your home. (See Image 3) You can turn the flash all the way up to full 
power, or you can set your dimmer switch to power down the output of the 
flash for more control. You want to make sure the setting on this dial is set 
at full power, which is represented as 1/1.  (See Image 4)

These selective output settings allow us to completely control the output 
of our flash to get exactly the exposure we want. We will talk more about 
these controls in the next issue.

So, here are the parameters for manual flash:
Camera set at 100 ISO
Shutter speed set to 1/125
Flash mode set to “M”
Zoom set to “Manual Zoom” at 35mm
Flash output set to full power or 1/1

Now we can go to work using our formula: G#/D=F-stop. See if you can 
get the proper exposures at 100 ISO for the following:

1.  10ft = F_____ @1/125

2.  20ft = F_____ @1/125

3.  5ft = F_____ @1/125

4.  15ft = F_____ @1/125

5.  7ft = F_____ @1/125

There, you have it! You now understand a basic fundamental of flash 
photography that eludes more and more photographers in today’s hi-tech 
world. 

Steve Kozak is an instructor at the Texas 
School of Professional 
Photography. His class, “Secrets to 
Success when Turning Pro,” 
is one of the most popular classes 
at the school. As he says, “Merely 
owning a camera does  not make  one a 
photographer any more than  owning  a 
pencil makes one a poet.” You can learn 
more about Steve  at SteveKozak.com. 
In the meantime, here are the  answers  
to the quiz above: 
1. F11,  2. F5.6,  3. F22,  4. F8  5. F16

spreads wide or narrowly focuses 
the beam. The problem is, it’s so 
much brighter when the beam is 
focused (see Illustration A) and 
extremely dim with the light is 
spread (See Illustration B).

Now, imagine that happening 
with your flash. When you are 
at wide angle, the flash is spread 
over a larger area to cover your 
wide angel of view, but it is 
very dim. When you focus to 
telephoto, the beam is focused 
to a very confined area (angle 
of view), but is now much more 
intense. That is a pretty lousy 
problem for a photographer to 
have!

The fact is, the exposure of your 
flash is changing because you had 
the audacity to zoom your lens. 
How dare you want to zoom your 
lens!

So how do you keep your flash 
from getting dimmer or brighter 
when you zoom your lens? 
(Image 1) You turn the auto zoom 
off! With the auto zoom head 
turned off, the flash no longer 
tracks your zoom on the camera.  
You are free to zoom without 
penalty of the flash output 
changing because now, your flash 
output will be consistent!

If you are using the Canon 
580EXII or the Nikon SB900, set 
your flash zoom head to Manual 
Zoom at the 35mm setting, 
and now your flash has a guide 
number right around 110 (Image 
2).
 
This means, you will get 
consistent flash exposures every 
time and you can now use the 
formula, 
GN/Distance=f-stop with 
reliability!

I have also found that the angle of view at 35mm provides sufficient 
coverage from edge to edge for almost all of my wide angle images. There 
may be something of a coverage issue if you are using extreme wide angle 
lenses with a flash mounted on your camera.

There are still two more missing pieces of the puzzle: the shutter speed and 
the selective output settings of the flash.

Our formula for flash exposures gives us the f-stop, but does not give us 
a shutter speed. This is because the shutter speed for flash exposures is 
determined by the camera... sort of. The truth is, the fastest shutter speed 
that can be used with a flash is determined by the camera, and is known as 
the “sync” speed.

The “sync speed” synchronizes the shutter with the flash so that the flash 
fires - once the sensor is completely unobstructed by the shutter or curtains 
and mirror inside the camera body. If these elements are not out of the way 
of the sensor when the flash fires, the camera is said to be “out of sync” 
and the result is a portion of your image does not record the exposure of 
the flash.

Image 3 - The selective output 
setting acts like a dimmer switch 

with lights in your home.

Image 4 - Make sure the setting on 
this dial is at “full power,” 

represented as 1/1.
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It seems like 100 years ago when I was fortunate enough to take Don 
Blair’s class. He was a brilliant instructor, mentor and master of light.  

I remember so many wonderful nuggets of information from his class.    
He shared his knowledge so freely and quickly filled my toolbox with 
skills I use daily.  I think of Don often along with many of the other 
dedicated instructors who are responsible for my toolbox. 

Don was constantly ready to shoot images and was on the lookout for 
every opportunity to make magic. Inspired by a small mound outside our 
hotel room and the beautiful sunrise each day, Don insisted Lesa and I 
model for him at the break of dawn and assured the entire class they would 
not be disappointed in the adventure.   Of course we all agreed and were 
eager to see how he was going to pull off such a difficult lighting situation.  
True to his word, this adventure proved to be a lesson I have pulled from 
many times. He posed us atop a small mound and stepped into the dark 
side aiming his Hasselblad camera into the rising sun. 

Don pointed out that the strong backlight would create a lovely kiss of 
light around us giving us visual separation from the background. I thought 
that appeared a bit strange and could only imagine the camera recording 
a silhouette. We all questioned how could you get enough light on the 
subject so the shadows would not be extreme. Don reached into his bag 
and pulled out a Lumedyne strobe and proceeded to pull off the reflector 
(who knew that thing was removable), and described the “Bare Bulb” 
sweet light. Explaining how the bulbs power released from the sides so 
the bulb side should face the subject.  Placing the bulb in this direction 

would create a large wall of light illuminating with a sweet spread dancing 
throughout the scene and not tunneling directly on the subject. Shadows 
would be softer and the lighting will look more natural.  He placed the 
strobe 10 feet away, about 60 degrees off camera axis setting the power to 
100 ws. Using his light meter set on flash he measured the light to read f-8 
with ISO 400 (now ISO).  Now he said it all pivots from the f-8. We must 
now find out which shutter speed will give us a natural looking sky with 
f-8 locked in place.  On this day, 30th of second was perfect although a 
tripod was required to hold the camera steady. For extra measure he locked 
the mirror up to reduce any camera vibration during the exposure.

The example I am sharing was created for a lovely client that 
commissioned us to design a portrait showing her daughter’s personality 
and interests. She loves being a lifeguard while still in college. You can see 
the lifeguard shack where meetings are held each morning. As we arrived 
on location early in the morning I immediately thought of Don’s Bare Bulb 
lesson from many years ago and confidently reached into my toolbox to 
create this lovely treasure. 
 
I am continually amazed and thankful to all my past mentors that helped 
me fill my toolbox full of valuable photographic knowledge. All the 
hours I spent studying with dedicated individuals willing to give their 
time and share priceless nuggets of information pay off daily. Thanks to 
Professional Photographers of America, all the Affiliates and instructors 
for continually striving to provide quality education to each and everyone 
who is willing to partake.

by
Gregory Daniel, M.Photog. CR., F-ASP
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NON-Flash Photographers 
Light Options for Light at Dusk or Dawn

by Nikki Harrison

So, you are a natural light photographer but you never really caught on 
to using off-camera flash, or you are afraid of it, or you simply hate 

to haul all of that extra equipment around. I hear you!

On a number of my sessions, I use off-camera flash via a Prophoto B1 
and love the results I get with it for outdoor portrait work. However, 
I will be the first person to admit that I’m lazy enough to opt for 
something a bit easier to carry around.

But what do you do if you are shooting on location in the early evening 
and you know you will need more light on your subject? If you already 
have issues with off-camera flash and you’re just not too sure how to use 
it, what are your options?

Personally, I love using continuous lighting. My preference is the Ice 
Light by Westcott, but my handy-man husband has also gerry-rigged 
some LED hand-made lights that work quite well. So, if you are one of 
those Do-It-Yourself’ers, you might want to try that as well.

You may be asking yourself by now if there are any benefits to adding 
this kind of light at dusk or dawn. Or, you may be wondering what effect 
it will have or if it is worth the effort. My reply would be, “Yes, there are 
many benefits to using continuous lighting and, yes, the amazing effects 
are well worth the effort!”

Here are some images I have taken at dusk using my Ice Light and with 
my homemade version as well.

Settings: I am a self-confessed Bokeh Lover. Therefore, I always go 
for the most shallow depth of field when shooting outdoors. My lens 
of choice when shooting at dusk will always be my Canon 85 1.2 for a 
couple of reasons. First of all, it is an amazing lens for darker situations. 
Secondly, I love the delicious bokeh it gives my images.

Other Options: What if you don’t have a handy spouse and you are 
reluctant to invest in the incredible Ice Light by Westcott? Actually, you 
can use something as simple as a candle as seen in the above illustration.

Nikki Harrison is a Portrait Artist from Western Canada and has been 
an instructor at the Texas School of Professional Photography. 
Her class, “Whimsical-Ethereal Portraiture,” demonstrates her flair 
for creating whimsical “versions” of her clients, consisting of mostly 
women and children.
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When photographing outdoors, light is coming from every direction. 
This can make it difficult to “read” the effects of overhead light, side 

light, or any added fill light. When working with window light, it is much 
easier to recognize good lighting. So, working with window light makes for 
a good starting point for learning to produce great available-light images.

The first thing to consider when creating a window light image is the quality 
of the light. My favorite window light comes from an open sky... a beautiful 
blue or gray sky that is not obscured and affected by trees, buildings, or 
other structures which can change the color and quality of that light. When 
open sky light comes through an opening like a window, its softness is 
maintained. Soft light tends to be flattering for portrait subjects.

In some cases, the light coming through a window will be hard, direct 
sunlight. For example, you might encounter hard light if you are shooting 
at noon on a day when the sun is shining brightly and there is not a cloud in 
the sky and no trees or curtains to diffuse the light or buildings to block or 
bounce the light. Hard window light can be beautiful, too.

So, in a typical portrait session, I may decide to take advantage of open sky 
window light. I would check to make sure that, with the subject positioned 
at the window, he or she could see open sky, not trees or buildings. These 
things can add a green cast to the lighting and can change the overall quality 
of the light. Once the subject is able to see open sky, I will determine where 
to place the camera.

As you start using window 
light, one of the first things 
you will notice is the contrast 
created by the light on the 

subject. Simply put, when the diffused highlight area is very bright, the 
shadow areas are black, and there is a swift transition from highlight to 
shadow. Also, the light is hard and there is a high range of contrast. So, 
when the window light is soft, we will see a less dramatic contrast range 
on the subject. For example, the light may fall gently on the side of the 
subject that is closest to the window and then slowly transition to a soft 
shadow.

There are several factors that control contrast:
iThe size of the window - The light from a large window will have a lower 
contrast range than the light that comes from a small window.
iThe reflectivity of the walls in the room - If the walls of the room in which 
you are working are white or light in color, the contrast range in your image 
will be lower. When shooting in a room with dark walls, the contrast range 
will be higher. The size of the room will also affect the contrast. If a woman 
is posed against a wall and there is a window across the room... 10 feet or so 
from her, the light will be harder than it would be if you posed her in a room 
in which the window was 30 feet away. This is due to the fall-off.
iOther windows or lights in the room - If there are lamps or other lights 
or windows in the room, that light will strike the shadow side of the subject 
and lower the contrast ratio (the other light may have a different color 
balance that could also impact the overall look of the image).
iThe subject-to-window distance - As you move the subject away from 
the window, the light falls off and is less intense on the highlight side. 
However, the shadow side remains relatively the same because it is lit by 
the light bouncing around the room. The farther the subject is moved from 
the window, the lower the contrast range. Keep in mind that, with less 
light striking the highlight side of the subject, you will need to make the 
appropriate exposure adjustments).

Adding a reflector can lighten the shadow 
side of the subject and reduce the contrast 
range. The portrait to the left was made at 
f4.5 and 1/20 at ISO 800. 
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In most cases, window light is a soft, diffused light unless the sun is coming directly through the window. For this article we will focus on the former. The 
reason window light works so well is its light quality. To re-create the window light look, you must first understand why the quality is what it is. 

Light quality all goes back to size of source relative to the distance from and size of subject. Simply stated, the larger the source, the softer the light quality. 
Keep in mind that softness of light is determined by the transition from highlight to shadow, the shadow edge transfer. Do not confuse density of a shadow 
with light quality. It is easy to see very rich, dark shadows and think it is hard light. So, if we understand that size matters, we can then begin to create a 
source that will look like and act like window light. You will need a large source. I have used 4x6 boxes, 5’ Octabanks, umbrellas and even used multiple 
modifiers to create a large source. Some were successful in re-creating window light looks, other were not. In most instances I still needed a larger light 
source. 

Cris j Duncan 
M.Photog.Cr. CPP F-TPPA

Window light has to be one of the most beautiful light sources we can use. It has a soft direction of light, can be easily 
manipulated by moving your subject closer or farther away. It covers a large area and is free... if you have a window. 

What if you don’t have a window? You make one. 

I began using a 9x12 foot painter’s dropcloth that I found at my local 
hardware store. It is very, very affordable ($9 for two), easy to transport and 
to set up. Simply unfold the cloth and clamp it to a background stand or 
between two light stands. Place a strobe or speed light behind the cloth (see 
diagram 1 on page 15). Keep in mind that the farther the strobe is behind 
the cloth, the softer and more efficient your source will be. 

The idea is to eliminate the hot spot. The farther the light source can be 
from the cloth, the more diffused and even the transmission of light will 
be once it hits the dropcloth. You now can easily change the light direction 
by rotating the cloth, changing strobe position, moving your model or your 
camera. You now have “window light” anywhere. I have used this in clients 
homes, the studio, and even on commercial/architectural assignments.  

A painter’s dropcloth 
with a strobe or 
speed light placed 
behind makes a 
very affordable 
light source which 
simulates window 
lighting.

Diagram 1 - Light setup using painter’s drop cloth in a home or studio 
setting to simulate window lighting.

Diagram 2 - Light setup where strobes are bounced off a white wall or 
background to simulate window lighting

I want to continue with another technique for no-window, window lighting 
in a slightly different direction. Once again, remember that you must 
understand the principle of size of source. This is crucial to creating the look 
you want and need. 

The tools for creating light are many but they all can be confined to a few 
categories: Daylight (The sun), Ambient (Available Light), Electronic burst 
(Flash or strobe) and Continuous light (LEDs, HID, Video lights). These 
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tools can be used in many ways but they can also be simplified... direct, 
additive, subtractive, transmission, and reflective. 

Previously, we created window light with electronic burst and a 
transmission technique. For this second example I want to create the 
same look but with a reflective approach. To create a soft, low contrast, 

directional light, I need a large source. In this case all I had at my disposal 
were my studio strobes, an umbrella, 3x4 soft box and a studio space. When 
my model was wanting a soft, dreamy look for her maternity image, I knew 
I needed a window light look... a larger source. I used a white wall that was 
in the studio and two strobes. The strobes were directed at the wall and then 
reflected back to my subject (diagram 2 above). 

The use of reflective light turned the entire wall into a light source. In turn, 
it provided a light source that produced a soft, pleasing light quality. I was 
able to create window light without a window.  

A photographer is a “problem solver.” Every photographic assignment will 
come with its own set of challenges. It is our job to find a way to give the 
client the image they need regardless of the situation and it usually starts 
with light. This all worked because of the science of light and that is what 
makes it so amazing. Light will always do the same thing because it is 
governed by science and laws of nature. 
It is predictable and reliable. 
Cris Duncan owns and operates 
CjDuncan Photography, a portrait 
and commercial studio in Lubbock, 
Texas, with his bride, Deanna. 
The Duncans are instructors at 
the Texas School of Professional 
Photography and the founders of  Find 
Your Focus Photographic Education. 
Check out: findyourfocus.org
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“Position Matters”  by Cris Duncan

Photography -(definition) the art or science of producing images 
by the action of radiant energy and especially light on a sensitive 

surface. Merriam-Webster Dictionary

Photography is indeed an art - A subjective interpretation of 
the people, places and things that we encounter on a daily basis. 
Photography is also a science, objectively governed by physics. What 
makes photography so special compared to other mediums is the 
science of light. Painters can create any fantasy they desire with their 
brush, but photographers must create a fantasy within the bounds 
of nature, physics and the laws of light. Light is ruled by nature and 
can only do what it is limited to do. While it can be manipulated, the 
physics and natural state of light is what we must all understand to 
excel in this craft.

There are a few laws that we will examine in this and subsequent 
articles.
First, we travel back in time to science class and recall what exactly 
is a law?

Law - (definition) a statement of fact, deduced from observation, to 
the effect that a particular natural or scientific phenomenon always 
occurs if certain conditions are present.

In a previous article we discussed a critical law to understand before lighting 
your subjects, The size of the source relative to the distance from subject. If 
you missed the previous article, it can be found in the October/November 
2012 issue of Texas Professional Photographer magazine. 

In this edition we will examine another important law of lighting... The 
Law of Inverse Square. This phenomenon can sometimes seem daunting 
and overwhelming, but at its basis it is quite simple and important for 
maintaining proper exposure during the course of a session or event. 

Before we continue, it is important to remember that exposure is exponential 
not sequential-- Meaning that each stop is double or half of the stop values 
on either side of it. For example f5.6 is half the light (exposure) of f4.0 and 
twice the amount of light at f/8.0. The same holds true for ISO and shutter 
speed. Each stop is half or double the light, depending on which way you 
slide the scale. Now that we have that understanding  we can go deeper.

 The Law of Inverse Square states that when the relationship (distance) from 
the light source to the subject is changed, the output (exposure value) of the 
light changes at the inverse square of the distance moved. Whew! On the 
surface that takes a minute to wrap your head around so let’s look at this law 
in a basic, easy to understand formula.  

Example-- Move the light source double the distance from the subject, 2x. 
According to the rule, we must square the distance moved, 22  = 4. Now we 

must invert that number, 1/4. So the Law states 2x=1/(2x2)= 1/4. This means 
that whenever the light to subject distance relationship is doubled, we lose 
two stops of light and whenever it is halved, we gain two stops of light. It 
really is as simple as that. 

 Note that this law is only in effect when using an additive lighting technique, 
meaning you are using flash, strobe, a continuous source, reflector or other 
similar light source. When working outside in daylight, this law is not 
practiced because the relationship from the Earth to the Sun does not change. 

 In practical terms, how does this phenomenon affect you on a daily basis in 
your business. First, let’s go build on what we learned last time about the size 
of source rule. It states that the larger the source and the closer it is to your 
subject the softer the light quality will be. If you are photographing a head 
shot and wish to use a very soft light, you would place the light source very 
close to the subject to achieve that soft light needed. It works great, but by 
doing this you have now introduced another issue that needs attention. The 
law of inverse squares plays a very big role in this situation (Figure 1). 

By having the light source this close to your subject, the camera left shoulder 
is now one stop brighter than the face which is one stop brighter than 
the camera right shoulder (Figure 1).This contrast range is a push for an 
individual and not acceptable for  a group of two or more. What does one do? 
Fortunately, you have a couple of options. One is to move the light position 
farther away to where the fall-off is minimal reducing the effects of the Law 
of Inverse Square. It is important to note that the farther the light source from 

output to f5.6. (I will explain why later). Typically I can obtain this 
aperture value with my speed-light and an umbrella set at 1/4 power 
and my ISO at 1600. I have found that 1/4 power is a good balance 
between output and recycle time. 

Once the light is set, meter the light at the center of the floor. As 
stated earlier, I want at least a f/5.6 aperture value for this initial 
setting. I adjust my output and ISO until I achieve the desired output. 
Now I am done with the meter and know that as long as my subject is 
10’ away from my light, 
the exposure is f/5.6. Using the law of Inverse square, I can easily 
open or close my aperture based upon where my subject is at any 
given time. If they are closer to the light, lets say 5’ (half the distance) 
my exposure is now f/11 ...two stops brighter than f/5.6. 

Conversely, if they move to the other side of the floor to 20’ (double 
the distance) my exposure is f/2.8 - two stops darker than f/5.6. This 
is why it is good to start at f/5.6, so you have the latitude within your 
equipment to shoot at f/2.8. It is much easier to continue to change 
the aperture value than ISO or shutter speed, especially when using 
flash. If the initial exposure is set at f/2.8, you cannot obtain an 
accurate exposure if your subject doubles their distance from the light 

(Figure 4). 

The advantage of this setup is that it does not matter your camera 
position, as long as you don’t go past 90º to the light, the exposure 

does not change until your subject moves. This gives you the ability 
to shoot freely from several perspectives to create different light 
directions and mood without sacrificing exposure. 

While on the surface, The Law of Inverse Square appears to be 
complicated, when in reality, the opposite is true. This rule of lighting 
is one that will always occur, no matter your light source or subject 
matter. By not only knowing the science of light, but understanding 
it, we can truly begin to create and manipulate light to suit our needs. 
Remember that light is the objective part of our craft. It will always 
do the same thing under the same circumstance.   

I hope that these simple applications of this sometimes complicated 
law will help you create better images, with less error and save 
valuable time in post-processing correcting exposure.

Cris J. Duncan M. Photog. Cr. CPP is the founder of Find your 
Focus Photographic Education. He, along with his wife Deanna, 

run a portrait, wedding and commercial studio in Lubbock, Texas. 
More info can be found at findyourfocus.org

your subject, the greater range you can work in without dramatic fall-off. 
However, there is always a trade off. When the light is moved farther away, it 
becomes smaller, resulting in a harder light quality. 

Another option is to use some sort of gobo to reduce the amount 
of light hitting the areas closer to the source in-turn lowering 
it’s exposure value, but this may require another set of hands or 
mounting device. 

The simplest way to combat this is to just rotate your source so your 
subject is at the edge of the light. This will put the law of inverse 
square on your side as now the light from the box is more efficient, 
meaning it is traveling relatively the same distance to illuminate your 
subject (Figures 2 and 3). 

One thing we know is that exposure will be constant as long as the 
distance relationship form source to subject has not changed, but 
what to do when it does and it is not feasible to continue to meter?  
Use physics and science to work for you.

A practical and easy setup utilizing this is when using off-camera 
flash at a wedding or session with constant subject movement. Before 
we explore this option please note that this requires your flash set on 
manual and you are not using TTL technology.   

For instance, you are photographing a wedding reception and your 
light is placed on the edge of the dance floor, 10’ away from the center 
(Figure 4). Set your flash or light source to manual and dial in the power 
output you desire for the depth of Field you want. I like to set my initial 
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Photography is indeed an art - A subjective interpretation of the people, 
places and things that we encounter on a daily basis. Photography is also a 
science, objectively governed by physics. 

What makes photography so special compared to other mediums is the 
science of light. Painters can create any fantasy they desire with their 
brush, but photographers must create a fantasy within the bounds of nature, 
physics and the laws of light. Light is ruled by nature and can only do what 
it is limited to do. While it can be manipulated, the physics and natural state 
of light is what we must all understand to excel in this craft.

There are a few laws that we will examine in this and subsequent articles.
First, we travel back in time to science class and recall what exactly is a 
law?

“Size Matters”  by Cris Duncan

Law - (definition) a statement of fact, deduced from observation, to the 
effect that a particular natural or scientific phenomenon always occurs if 
certain conditions are present.

What does this do with photography? Light is a natural phenomenon, and 
according to the previous definition, the same effect will always be present 
under certain conditions. So, as photographers, if we can learn what these 
conditions and effects are, we can create any type of lighting we want, 
when we want. While we can debate over the use of these effects as a 
subjective use of creativity, we can all agree that light will do the same 
thing every time, all the time.

The first Law of Lighting we will discuss, and in my opinion, the most 
critical, is the Law pertaining to the size of the light source relative to its 
distance from the subject. What this law tell us is as follows. The larger the 
light source, and the closer it is to our subjects, the light quality becomes 
softer resulting in soft edge shadows and diminished specularity. At first 
this may sound confusing or possibly opposite to our thinking. If something 
is bigger and closer, the light is softer, not harder? Yes! Always! It was 

confusing to me at 
first because I was 
in the mindset of 
light quantity, the 
brightness of the 
light, not thinking 
about light quality, 
the contrast value of 
the light.

Three balloons  
(figure 1) are set 
up to demonstrate 
this. Note that the 
light quality is all 
that is affected. By 
controlling exposure, 
I can maintain the 
light quantity I 
desire. On the left 
is a a balloon with a 
single studio strobe 
placed about 6 feet
(continued page 34) 

Photography -(definition) the art or process of producing 
images by the action of radiant energy and especially light 

on a sensitive surface. Merriam-Webster Dictionary.

Three ballons demonstrate that the larger the light source, and the closer it is to our subjects, the softer the light quality 
becomes, resulting in soft edge shadows and diminished specularity. Note that the light quality is all that is affected. 

By controlling exposure, you can maintain the light quantity you desire.

from the subject. You will notice the bright specular highlight in the two 
o’clock position along with a very crisp shadow edge on the table. This 
represents a small light source.

In the middle image, the distance relationship has not changed, but a 4x6 
soft-box has been placed on the studio strobe. You can observe that the 
highlight is diminished and the shadow is a little softer but not much. Yes, 
the larger source did what it claimed to do. However, it is important to 
remember that that not only is the size of source important, the distance 
relationship from the source to the subject is critical as well

In the right hand image, the light source was placed just inches away 
from the balloon with the same 4x6 soft-box. You can see that the shadow 
edge is nearly nonexistent and the highlight now covers the surface of the 
balloon with minimal specularity.

So, is a large source, close to the subject preferred? Depends. What is the 
desired effect and look you want in your photograph? The purpose of this 
article in not to persuade one to shoot with any particular style but rather 
to empower you with the science behind the art so you can then create 
any type of look you wish. The science, or objective side of photography 
cannot be argued. It is the subjective, or artistic side of this craft where 
individuality takes place.

Let us look at a couple of real life examples and determine what size of 
source we would need.

First we must understand that light will show texture, depth and dimension. 
More times than not this depth and texture is caused by the shadow, not the 
highlight. It is also safe to assume that in the following examples, the light 
source is not at camera position, but off-camera to create some sort of light 
direction. 

Knowing this, your question should be--Do I want to show texture or not, 
and how much. If you are photographing a bride in her wedding gown that 
is embellished with pearls, tooling, beadwork and lace, the bride will want 
to see those details in her dress (figure 2). How do we show detail but with 
shadows? If we want to show a shadow, we will need a smaller source. 
Remember the smaller the source, the harder the shadow edge will be.

Contrast that to an elderly woman, or a kid with acne. Texture is not what 
they usually want to see in their portrait, so you would choose a larger 
source to minimize the shadows and specularity on their face. A family 
group (figure 3) will require a larger source to prevent shadows from one 
member falling upon the others and to maintain an even contrast ratio 
throughout the portrait.

No matter what type of light source you use you can count upon this law 
of nature to be present in your image making. The science is there, but it 
is up to you to decide how best to use it... soft, hard, in between. All three 
have their place and need in photography, but know you have the power to 
determine when that occurs.

Small Light Source - The sun, bare bulb strobe, a speed light, video light, 
recessed can, flashlight, etc. You get the idea.

Large Light Source - A cloudy day, a translucent diffuser between the 
source and the subject, open shade with north facing subjects (Northern 
Light), A north facing window, A large soft-box 3x4 or greater.

Cris J. Duncan M. Photog. Cr. 
CPP is the founder of Find your 
Focus Photographic Education. 
He and his wife, Deanna, run a 

portrait, wedding and commercial 
studio in Lubbock, Texas. Learn 

more at  findyourfocus.org.
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Photography -(definition) the art or science of producing images by 
the action of radiant energy and especially light on a sensitive surface. 

Merriam-Webster Dictionary

Photography is indeed an art - A subjective interpretation of the people, 
places and things that we encounter on a daily basis. Photography is also 
a science, objectively governed by physics. What makes photography so 
special compared to other mediums is the science of light. Painters can 
create any fantasy they desire with their brush, but photographers must 
create a fantasy within the bounds of nature, physics and the laws of light. 
Light is ruled by nature and can only do what it is limited to do. While it can 
be manipulated, the physics and natural state of light is what we must all 
understand to excel in this craft.

There are a few laws that we will examine in this and subsequent articles.
First, we travel back in time to science class and recall what exactly is a law?

Law - (definition) a statement of fact, deduced from observation, to the effect 
that a particular natural or scientific phenomenon always occurs if certain 
conditions are present.

In previous articles, we have discussed a few critical laws to understand 
before lighting your subjects. First, the size of the source relative to the 
distance from subject. If you missed the previous article, it can be found 
in the October/November 2012 issue of Texas Professional Photographer 
magazine. We have also discussed the Law of Inverse square in the 
December/January 2012/13 issue. In this article we will discuss another 
important phenomenon of light, the placement. 

It doesn’t take one long to realize that lighting and light placement can 
be a frustrating ordeal. My hope is to help relieve that by providing an 
understanding why light does what it does so you can then use it to your 
advantage. In that previous article, we briefly discussed using the edge of 
the light to help combat the effects of the Law of Inverse Square and we will 
continue with that this time. 

In its most 
simple form, 
using the edge 
of light is a 
subtractive 
technique 
where we 
take light 
away from a 
scene (light 
quantity) and 
in turn are 
making our 
light source 
larger, in 
most cases, 
resulting in 
a more even, 
efficient light 
fall-off (light 
quality) to 
produce a 
desired ratio 

and lighting 
pattern. In the 
studio, this is 
easily done 
by simply 
rotating our 
light source 
to where it 
is more in 
a parallel 
orientation to 
our subject 
(Figure 1) .

I use this 
often when 
working 
with both 
individuals 
and larger 
groups both 
in studio and on location. We will look at a few examples. Let’s begin in 
the studio with a large grouping. For these situations I will often use a large 
umbrella and have it positioned parallel to my subjects and far enough behind 
so that the spill is striking the closest subject (Figure 2). This arrangement 
places my subjects at the edge of the light. This method will give you the 
freedom to photograph larger groups with more light control and minimal 
light fall-off. Please note, it is important to remember that when you do 
this, your light source needs to be farther away from your subjects, making 
your source smaller. The smaller the source, the harder the shadows. If you 
prefer a softer light quality, you will need to begin with a larger source. In 
the example, I am using a 7’ umbrella (Figure 3). The placement of the light 
source will dramatically change the light pattern and ratio on your subject. It 
is up to you to determine what you desire. 

Now, we move to a location other than our studio. The same rules apply here 
as they do indoors- Light is light, no matter the source. Let us take a look 

“Placement Matters”  by Cris Duncan

at another large group taken outdoors. In this situation, 
I am looking for the edge of light, because it is more 
difficult to control it. The most common place to find 
it is in open shade of a building or a foliage. In the 
following image (Figure 4), I placed my subjects at the 
front edge of the shade from the overhanging trees and 
then added a studio strobe with another large umbrella 
for my main light. This does a few things for me. First, 
by having them in the shade at the edge of the light, it in 
essence makes the harshness of the Sun into a nice large 
source producing a soft light quality.  Another thing it 
did was reduce the amount of light (light quantity) on 
their heads. I was using the ambient light from the sun 
in this situation to act as a hair light, a means to separate 
them from the background. The downside to this is that 
the shade is very flat lighting. So, in order to provide 
some light direction and add another level of separation, 
we added a studio strobe as the main light, placed in a 
similar position as if we were in the studio (Figure 5). 

Whenever we are not in the studio, we are always 
aware of light and where the best placement for our 
subject would be. Windows, for example, operate just 
like a soft-box. Knowing that, whenever we are using a 
window as our light source, we often place the subject 
at the edge of the window, just as we would in the studio 
with the soft-box (Figure 6). 

One final example is working with ambient conditions. If I am photographing 
in a hotel or conference center and have only my camera with no additional 
modifiers, I will place my subject at the edge of the overhead lighting (Figure 
7). In this hallway, the light source is the two overhead chandeliers. To 

photograph 
my model 
without 
having dark 
circles under 
her eyes, I 
simply backed 
her up to 
where she 
was at the 
edge of the 
light spread 
from the 
chandelier. I 
simply placed 
her between 
the two lights, 
putting her 
at the back 
edge of the 
front light 
and the front 
edge of the 
back light. We 

were fortunate to have a location with multiple overhead lights. One serves 
as my main light and the other as a rim/hair light to provide separation. This 
technique is great for any light position you choose to use it. By doing this, 
I was able to remove her dark circles, allow light in her eye and produce 
a more efficient light quality, meaning reduce the amount of fall of due to 
Inverse square. 

Wherever or whoever you photograph, this is an important phenomenon to be 
aware of. Like so many things, this is not always the method you will need. 
However, if you are desiring a soft light quality with minimal fall-off, then 
this technique will always be there to help. Remember that light is governed 
by physics and will always do the same thing under the same circumstance. 
It is our job as photographers to use the light effectively for the benefit of our 
clients. 

Happy creating!

Cris J. Duncan M. Photog. Cr. CPP is the 
founder of Find your Focus Photographic 
Education. He, along with his wife 
Deanna, run a portrait, wedding and 
commercial studio in Lubbock, Texas. 
More information can be found at 
findyourfocus.org.
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Cris j Duncan M.Photog.Cr . CPP 

We have all heard the Genesis story about how God created light and it was good. “One light to rule the day and one the night...”  it continues. 
When I was a new photographer, using only one light seemed odd to me. You see, I was taught how to use a five light studio setup (main, fill, 

accent, hair, background). I also find it interesting that in God’s lighting diagram, the light is stationary and the subject moves, thus creating different 
patterns and designs. 

So, what can we learn form this? The answer is that, while some occasions call for multiple light sources and directions, there are other times when 
one light can be, and often is, enough. In fact, I have begun to love “one light portraits” where a single stroke of the brush from one direction is used 
for sculpting and shaping a scene.  Not to sound trite, but if it works for God, surely it will work for me.  

The following images were created with a single light 
source, or at least appear to be a single source, from a 
single direction. While the modifiers and techniques may 
change, the principles are the same. By understanding some 
foundational properties of light, we can make it work for 
us. Note that, in some cases, a reflector is used as a fill. 
However, it is used in a way as to not diminish the power of 
the main light but rather to enhance its qualities, while still 
achieving a single light source image.  
  
One of my favorite techniques is to use a 1’x4’ or 1’x6’ 
strip box and place it overhead, with the box parallel to the 
floor. I will place the box just above the head of my subject. 

This does two things. First, a soft light quality is produced due to the 
size of the source and its distance from the subject. Second, because it is 
so close, the light fall-off is very rapid, allowing a nice gradient of light 

across the subject. The image on the previous 
page of the young man demonstrates the look 
achieved with this. Note that a 6’ long strip 
will give you a larger spread of light than the 
4’ box. To control the spread of light, consider 
using a soft-grid as well. 

Using that same modifier (even though the 
1’x6’ box works better for this), position the 
box to the side of the subject with the box 
now perpendicular to the floor and it creates 
a beautiful light for full-length portraits while 
still maintaining a fall-off and spread to create 
an image with depth and texture as seen in the 
full-length image of the young lady above. 

Try adjusting the angle of the box on its 
center axis, rotating it left or right, while still 
keeping it perpendicular to the floor, to get 
the desired light pattern. By rotating the box 
in this manner, I was able remove light from 
the bottom of her dress and direct the viewer’s 
eye to the face while still maintaining a 
pleasing quality on the face. This rotation also 
allowed more light on the background.  
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The images covered so far have been more dramatic in nature, which 
was intentional.  But sometimes you need less ratio. This can still be  
achieved with a single source. When lighting couples or groups, I will 
use either a single 5’ octa-box, a 7’ umbrella or a large diffusion panel 
such a Translum® or a simple white sheet. The image of the family on 
the previous page was achieved with a single source feathered in such a 
way that the fall-off across the group was kept within a .5 stop range. The 
distance of the source from the subject and the relationship of the subject to 
the background allowed me to get light on the background and successfully 
light my subjects creating depth with only one light source.  

In this final example of the couple above, I used Transom®, a roll of 
diffusion material that can be purchased at Arlington Camera. A single 
strobe is placed behind the material at a distance so the light is fully 
illuminating the panel from corner to corner, typically 5’-10’. Translum® 
is 54” wide and the roll is 30’ long so I can create a very large source 
efficiently and affordably without the need for large boxes or modifiers. 

For this couple, I used two methods. One was positioning the panel in a 
location the a soft-box would normally be on camera left slightly in front of 
my subjects. This gave me a very large, soft source to light both the subject 
and the background with minimal fall-off. The great thing about a product 
like this is it affords me the opportunity to light full-length and still have a 
soft direction of light. 

In this instance, the roll was approx. 8’ high and went to the floor. I then 
changed camera position and re-posed the couple to create a silhouette and 
used the Translum® as the background and the light source. I prefer this 
type of silhouette because you can still see soft light creating depth and 
shape to the subject as opposed to a clean edge around them.
The next time you are lighting your subject or packing gear for a job, 
remember that often times less is more and one can be enough. 

It has worked for this planet and I hope this article will allow it to work for 
you. Happy creating.  

Cris Duncan owns and 
operates CjDuncan 

Photography in Lubbock, 
TX with his bride, Deanna. 

They offer both portrait 
and commercial services. 

Cris and Deanna are Texas 
School Instructors and 

founders of Find Your Focus 
Photographic Education. 

Learn more at 
cjduncan.com.
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Using a hair light or edge lights or garlic lights to 
separate the subject from the background, provides 

a three-dimensional effect that sells portraits. The 
overwhelmingly popular dark backgrounds, either in the 
studio or on location, thirst for some type of separation 
lighting to define the images. 

A hair light seems to be the last added effort or thought 
to any portrait artists creations. Why is this?  Well, it 
simply comes down to this... its darn tough to get that 
“overhead-and-behind-the-subject light” in place.  Hair 
lighting with larger groups is mind-boggling at best. 
Boom stands for the hair light, ceiling-mounted hair 
lights, or overhead bounce lighting all eventually fail 
along the way. For example: booms seem never long 
enough for larger groups. Fixed ceiling-mounted hair 

lights need rare remote controls for 
the lofty adjustment requirements. 
Overhead bounce lighting is just 
“bad” since it often strikes noses 
and backgrounds uncontrollably.

However, I’m having a lot of fun 
with “edge-lights.” This is nothing 
new, but their usage can separate you 
from your competition. These two 
lights do require constant monitoring 
and directional “egg crate” grids, 
but they add loads of creative hair 
and body sculpting, if used properly. 
Colored gels, added for effect, are 
also popular with younger subjects. 
Full body poses, chiseled out with 
controlled light,  seem to work well, 
too.

Although there are many suppliers 
and creative uses, I have landed 
on 8 inch by 36 inch light modifier 
which, uniquely comes complete 
with the “egg crate”  ribbon type 
grids at no extra charge. This piece 
of equipment can be found at www.

portrait-world.com and I mount them vertically onto side 
stands. Small units are, however, easier when adding 
colored grids. These are a type of skinny strip light 
modifiers that are affordable and work perfectly for my 
demands.

 
One-half to a full stop over the key light reading, is a good place to start your use of the 
edge lights. The position is to the rear/side and about shoulder height from the left side 
and again from the right side. In other words, if my combined fill/key light reading is f/8, 
I would usually start with f/11, and not much more.

 
Dave Newman teaches a class at the Texas School of Professional

Photography on “Professional Portraiture.” This is a basic to intermediate
level class that covers ideas, techniques and guidelines required as a portrait

artist. Learn more at TexasSchool.org.

Separation is the Key
Adding the Final Touch to Your Portraiture 

by 
Dave Newman

The effect of separation 
lights can be seen in the 
portrait above. Lighting 
diagram to the left shows 
how the portrait lighting 
was set up.

If you are just getting started with photography and wanting to go beyond the limits of ‘natural light’ the 
choices for light modifiers can be both intimidating and, if you don’t know a few basics, expensive.  

First, consider what you are photographing and ask yourself 3 quick questions – who?, what? and where?.  For 
example, if you intend to work with a single individual for a headshot, that may not be the same choice as you 
might make for a group.  Let’s take a quick look at options that can be versatile and stay in budget!

An easy starting point (and one that you can use forever) could be either a Westcott Standard Umbrella - White 
Diffusion (45”, model 2003) at $21.90 or Westcott’s White Satin with Removable Black Cover (45”, model 
2005) at $32.90?  So, how do you choose?

Personally, I prefer the or Westcott’s White Satin with Removable Black Cover (45”) at $32.90, because it’s just 
an additional $11 for a more flexible modifier.  The black cover can easily be partially or fully removed to reveal 
the same white diffusion ‘shoot-through’ umbrella, or used with the black cover in place as ‘bounce’ umbrella.  
With the black cover in place, you can gain more control of the light, and the reflective surface bounces more 
light output onto your subject.  

Here’s a quick pros and cons of each:

 Standard Umbrella - Optical White Satin Diffusion 
                                                      model #2003
$21.90
45”
 - Lightweight
- Inexpensive
- Softens shadows and spreads light more evenly than 
  bare speedlite or bare flash head

 - Singular purpose of 1-stop ‘Shoot-Through’ Only 
 

Options include both smaller and larger versions, plus 
collapsible, space-saving models

Convertible Umbrella - Optical White Satin with Removable Black Cover 
                                                                                        model #2005
$32.90
45”
 - Lightweight
- Inexpensive
- Softens shadows and spreads light more evenly than 
  bare speedlite or bare flash head 
- Removable Black Cover allows you to use as ‘Shoot Through’  
- Use with the Black Cover in place for more controlled lighting
- ‘Bounced’ light means more output reaches the subject

Options include both smaller and larger versions, plus 
collapsible, space-saving models

Price
Size 

Pros 

Cons

Options

Price
Size 

Pros 

Cons

Options

by Guy T. Phillips
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Most softboxes come with at least one baffle, diffuser, or in some cases, both.  So why use them?  To illustrate the effect 
accurately, we’ll use the same exposure in each image; ISO 400, 1/125, f13.  The light 90° left of camera is using a 36 inch 

Westcott Rapid Box Switch Octa-M, metered to f11.  The fill light behind the camera is using a 32-inch Westcott Convertible 
Umbrella - Optical White Satin with Removable Black Cover, metered to f5.6.  The camera and lights have been kept in the same 
position for each image.  Our model is from the new CPP Technical Evaluation Kit.  Let’s call him “Blickman.”

DON’T BE BAFFLED BY 
ALL OF THE DIFFUSION

A Quick Look at Using a Light Modifier 
With and Without Baffles and Diffusers

Guy T. Phillips

First image – no baffle or diffuser  Taking a look from left-to right, in 
the first image and you’ll see hard shadows beneath each crayon and 
below the tip of the Sharpie®.  Looking at Blickman, you can see a very 
distinct shadow from each edge of his face and hips.  Blickman also casts 
a strongly defined shadow onto the Styrofoam® ball, as does the ball 
onto the drawing paper.

Second image – baffle, but still no diffuser  Let’s place the Inner 
Baffle within the Rapid Box Switch.  For this model of modifier, the 
Inner Baffle is attached using the elastic tabs and snaps to secure.  We’ll 
need to re-meter, since the baffle density is rated by the manufacturer at 
1-stop.   Note that I’ve metered from just above Blickman’s head, and 
the exposure remains the same, yet look at how dramatically the shadows 
along the crayons and Sharpie® have softened!  The shadows are also 
softer as you look across the Blickman’s face and hips, as is his shadow 
onto the ball and paper.  

Thinking about the clients you serve and how you choose to create an 
image, which look would be more suitable?  You may need or prefer the 
hard lines from image 1, or your subject may require the appeal of the 
softer effect in image 2.

Third image – baffle and diffuser  Not all mofiers will need or have 
both an inner baffle and an outer diffuser.  For example, the inner baffle 
is not included with Westcott’s Octa-S or Strip 1x2.  But let’s see if using 
both a baffle and a diffuser makes a difference.  We’ll need to re-meter 
again, with the diffuser density rated at 1-stop (2-stops total when used 
with the inner baffle).  In image 3, metering was once again taken from 
just above Blickman’s head.  

Do you notice how the soft the shadows are across his face and hips, 
how the shadows are faint across the crayons, ball and paper?  Have you 
noticed the progression of the background has changed over each of the 
three images?  What did you notice about the hot spots on Blickman’s 
right forehead and shoulder?

Just as before, consider the look your clients need and deserve.  As 
you gradually soften the shadows, do you gradually increase their 
satisfaction?

We owe it to our customers to provide them with creative work that 
uses the necessary tools to set that work apart from the ordinary. Try it 
yourself and see what a difference it can make.

No Baffle or Diffuser
Notice hard shadows beneath each 
crayon and Sharpie® and Blickman 

casts a strong shadow.

With Baffle but No Diffuser
Notice how the shadows along crayons 
and Sharpie® have softened. Shadows 

are also softer on Blickman’s face.

With Baffle and Diffuser
Notice how the soft shadows across 

Blickman’s face and hips and how faint 
the shadows are across the crayons, etc.

#1 #2 #3
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By now you’ve heard that the effective use of light comes down to the quantity of light, the quality of light and the light direction. That same 
line of thought can also come into play when acquiring lighting tools. For example, how do you know if the light you are about to purchase 

will provide a sufficient quantity of light? If you go with the least expensive model, will you need more than one? Would you have been better off 
investing in the top of the line? How can you tell which is the better deal? Here are a few tips when comparing makes and models, starting with flash.

Flashes, like Canon’s Speedlites and Nikon’s Speedlights, are a very popular type of lighting. You can use a guide number (GN) as a reference to 
help you decide. With ISO 100 as the constant, a guide number is a measure photographers can use to calculate either the required f-stop for any 
given flash-to-subject distance, or the required distance for any given f-stop. To solve for either of these two variables, one merely divides a device’s 
guide number by the other. 

For example, if guide number = f-number × distance, a guide number of 113 (Nikon’s SB5000) would be ideal for f/11 at 10 feet from the subject. 
If the guide number were 59 (Nikon’s SB300), f/5.6 would be ideal at 10 feet from the subject. That’s a full 2 stop difference from one model to 
another. Can your style of photography afford the difference? Wanting to use gels? Remember that even a ¼ Color Temperature Orange (CTO) gel 
will cost you ½ stop. 

Most manufacturers provide the guide number online or in their brochures and manuals. Here are a few of the most popular models from Canon and 
Nikon. The bold number indicates the guide number in feet, used in most domestic specifications, with the metric equivalent shown in parentheses ( ).

LIGHT QUANTITY
HOW DO YOU KNOW?

How Much Bang for My Buck?
by

Guy T. Phillips

Of course, the high-end flash units will have not just a power advantage, but also 
additional features that can add to your flexibility, like the ability to automatically zoom 
the flash head as your lens zooms, a greater ability to pivot to bounce flash, radio control 
and more. 

For Studio or Strobe lights, the standard of measurement is the quantity of electrical 
energy, measured in watt seconds (Ws). This rating defines the amount of electrical 
power discharged with each flash. While the actual amount of light produced for a 
given number of watt seconds varies, depending on the unit’s design, the term provides 
a reasonable guide to comparative light output, as long as real/true watt seconds are 
specified. Here is how some of the more popular models compare.

Regardless of brand, using guide numbers (GN) when comparing flash models, or using 
watt seconds (Ws) when comparing studio or strobe models can lead to a more informed 
buying decision, and one that could lead to long-term satisfaction, both from you and 
from your clients!

Canon Speedlites
270EX II 430EX III-RT 470EX-AI 600EX II-RT

89 (27M) 141 (43M) 154 (47M) 196 (60M)

Nikon Speedlights
SB300 SB500 SB700 SB5000

59 (18M) 78 (24M) 92 (28M) 113 (34.5M)

Buff
Alien Bee / B400 Digi-Bee / DB800 Einstein

160 320 640

Profoto
D1 250 D2 500 D2 1000

250 500 1000

Buff Alien Bee / B400

Buff Digi-Bee / DB800

Buff Einstein

Profoto D1 250

Profoto D2 500
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by
Steve Kozak, M.Photog.Cr,CPP

When asked to provide feedback on images created by photographers who are new to the business, I often hear them say, “Now, I don’t like doing posed 
pictures.” I have to bite my tongue because I want to say, “I can tell!” 

You have probably heard it said that the camera adds ten pounds. The truth is, bad lighting and bad posing is to blame... not the camera.  I think posing is 
scary for some photographers who are not confident to control all aspects of a session. In this short tutorial, I will show you some simple steps to help you 
improve your photography through attention to details that simply don’t get addressed unless you, the photographer, deal with them.

The first image (above-left) represents so much that is wrong by not intervening and helping your clients create better poses. There is so much wrong with 
the image, it is a great place to start with learning to pose the body. Here are the issues:  

 
lShoulders are square to the camera    lHips are square to the camera   lElbowpointed straight into the camera   lShowing the back of the hand 

lRight arm in tight to the body   lThe entire pose is in a straight vertical line   lWeight on the front foot. 

So, what can we do to correct the lack of good posing 
in this image? Here are a few guidelines that will help 
improve this pose. Start at the base.

Turn the feet away - A pose can easily get off to a bad 
start with how the subject stands. With the feet turned 
to the camera, the body is placed in a straight line and 
the subject appears broader across the hips. Turning 
the feet away from the camera aligns the body to create 
an angle throughout the shoulders and hips. Placing 
the weight on the back foot helps this as well. Turning 
the body creates a more graceful line to the shoulders 
and more curves to the hips. Graceful lines and curves create more interesting 
movement to the body.Turning her feet and hips about 45° away from the 
camera creates curves and has a slimming effect on her hips by comparison.

In the first image of the bride, she is posed with her feet and body turned 
squarely towards the camera. This creates broad shoulders and creates no 
shapely curves to flatter her upper body. In the next one, her feet are turned 
about 45° and the weight is on the back foot. This creates a nice diagonal line to 
the shoulders and shows off her feminine form. 

Don’t Point Body Parts Toward the Camera - It is best to keep feet, legs, 
knees, arms,and fingers from pointing directly into the camera. Anything 
that points toward the camera appears larger and possibly distorted. The left 
image is greatly improved upon by not pointing the elbow toward the camera. 
Instead, lower the elbow and use the bent arm to create a diagonal line. One of 
the first rules of posing I ever heard was, “Anything that will bend... bend it.” 
That is still a pretty good “guideline” to use. I try to say “guideline” instead of 
“rule” because there are always compelling reasons to go against conventional 
wisdom.

Create Space Between Arms and Body - Arms held tight against the body 
tend to give the appearance of added weight. Opening the arm to create space 
between the arm and body has a trimming effect. This is a guideline, not a 
rule. For example, on a heavier subject, I often use the arm close to the body to 
“conceal” weight.

Don’t Show the Back of the Hand - The back of the hand creates a large area 
of flesh tones that may compete with the face. Typically, you try to photograph 
the side of the hand. 

Bend the Wrist - Bending the wrist creates a thinner appearance and nice lines. 
Bend the wrist downward (towards the ground). In other words, lift the hand 
upward rather than allowing it to hang downward.

Before and After - So here are the improvements I made to the original pose. 

lTurned the feet to 45 degrees   lHips turned 45 degrees to the camera 
lElbow pointed away from camera   lBent the wrist and photographed the 
side of the hand    lMoved the right arm away from the body. The entire pose 
creates a more flattering pose

A curvier body, leading lines and movement created by the arms and opening 
the arms from the body show her figure in a much more flattering way.

Steve Kozak is the Executive Director of Texas PPA and an 
instructor at The Texas School of Professional Photography. 

Steve has helped countless numbers 
of photographers turn their 
passion into a profession and their 
photography into profits. With his 
class, you will gain a wealth of 
knowledge and a unique insight into 
creating images at a professional 
level and how to price and sell your 
work so that you can keep on doing 
what you love. Learn more about his 
class at TexasSchool.org.
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In its most basic form, a portrait is a representation of a living thing that captures some essence of the subject being represented. 
For humans, a portrait can be a glimpse into a secret window of some aspect of a subject’s deeper self. Throughout the history of 

portraiture, the most successful makers consistently produced images that “spoke” to the viewers. These portraits carried with them 
the ability to affect a pleasurable response that lasted far into the future.

Today’s portrait makers face the same fundamental challenges of those in the distant past. We must find ways to make our images 
“communicate” with the viewers. In the past, some portrait artisans did not do so well and upsetting a royal could result in jailtime or 
even death! Although we don’t face such harsh realities today, some of us still find portrait photography as sometimes treacherous and 
it can be a difficult journey. Our ability to consistently create powerful images is key to any successful portrait business.

by
Kelly Schneider

“Portraits are the most intimate photographs. The image will 
survive the subject.”  Victor Skrebneski

According to the US Department of Labor, there are over 125 
thousand “professional” photographers in America and over 44 
million “practicing” photographers who create fun images with 
innovative technology that increases our challenge to compete 
for the ever-evasive portrait session dollar. Today’s smart phone 
cameras and applications are a testament to the constant advance 
in technology, giving everyone the capability to make cool and 
interesting portraits, fast and free. If we are to compete and WIN 
over clients that are willing to open their wallets and checkbooks, 
we MUST remain relevant. So, how do we do that?

Powerful “Salient” portraits are not images that generally just 
happen. Portraits that get viewers to stop and stare are usually 
the result of key elements that align with natural stimuli of the 
human cognitive process. They speak to us. Just take a stroll 
through the Old Masters portraits in any museum and you will 
be amazed at the impact these works still have on us.  After 
hundreds of years, they are still amazing to us.

In statistics, there exist a “normal distribution” or average of 
most things. Most measurements across different variables and 
over time, fall within an average distribution. There are average 
heights, weights, foot sizes, leg lengths and so on for most living 
things. Designers try to build or develop things that meet the 
needs of the average people and can accommodate most of the 
average group.  As in all professions, you can find people with 
below average skills, average skills, above average skills and 
GOD given talents! 

In 1935, Guy T. Buswell, a professor of educational psychology 
at the University of Chicago, published a book entitled, 
“How People Look at Pictures: A Study of The Psychology of 
Perception in Art.”  Since that study, there have been countless 
scientific studies on HOW humans look at visual stimuli (images, art, etc.). 
Understanding the visual attention patterns of people has verified HOW, 
WHY and WHAT causes humans to “see” in certain ways. Studies have 
been completed specifically using portraits to help understand the intense 
pleasure of the importance of the eyes in images or of recognizable human 
shapes.

As photographers, knowing the WHY, and HOW humans look at portraits 
can go a long way in helping us create images that we know will result in a 
predetermined positive response (or better scores!).  We can learn to direct 
the viewer to “see” what we want them to see and thus respond to our image 
the way we intended.  We can set our camera, lights, and editing to align to 
these KEY elements that will result in a much more powerful image that our 
clients and/or viewers will love. These key elements are called focal points 
or “eye magnets.” These salient areas are elements of the image that pulls 
the eye in ways that are predictable and based on scientific studies.  Many of 
these eye magnets, such as light, are well known and understood. Others are 
more hidden but still important.   

For portraits, the center of interest is that part of the image which attracts the 
mind and is usually the face or eyes. A focal point is that area of an image 
that attracts the eye, such as the brightest area of the frame. The center of 
interest (a human face, for example) in portraits acts as an “attention getter” 
and commands the viewer’s curiosity or mental concentration and is the 
part of the picture that we find naturally fascinating and want to know more 
about. Examples of centers of interest are eyes and faces, the human figure, 
animals, letters, numbers and symbols, and man-made objects. When we 
scan an image for the first time, our attention is naturally drawn to these 
items. 

As opposed to the center of interest, a focal point acts as a kind of “eye 
magnet.”  Strong tonal value contrast (light vs. dark) is the most powerful 
visual magnet as studies have proven. The viewer’s eye is naturally drawn 
to areas where light and dark are in stark juxtaposition. Bright colors, fine 

detail, sharp edges, anomalies, patterns and any arrow-like “pointers” also 
attract the eye. Any part of a picture that exhibits these features will make 
the viewer focus his gaze upon it. You have probably heard many times 
of judges saying that this spot or that area in an image “pulled their eye” 
away from the subject (usually reducing the score). What this means is that 
the center of interest lost intensity because a focal point was pulling the 
viewer’s gaze away.  

An example of a focal point can be seen in the image (above) of the moon 
and beach. In the lower center right, there’s a lone circle (moon) that stands 
out from the rest... a light surrounded by dark blue. This little spot is strong 
“eye magnet” because it contrasts in value, color temperature, and size with 
its surroundings; the eye is naturally attracted to it. 
 
Therein lies a critical foundation for powerful portraits: Powerful portraits 
have a clear center of interest and the focal points are the same. In other 
words, there should be one area that attracts both the eye and mind. To 
have an area in a picture that attracts your mind and another that attracts 
your eye is confusing and distracting to the viewer.  Advertisers understand 
many people do not have long attention spans, hence they try to catch the 
eye of a user with a single glance. We, as photographic artists, can use 
this information and scientific evidence BEFORE the image is taken to 
do the same. For composition, intelligent and pleasing placement of focal 
points and center of interest has a significant positive affect on the overall 
enjoyment of the image.    Creating focal points in your artwork is one way 
to be in control of how your artwork is viewed.  

The THREE FUNDEMENTAL PRINCIPLES
 
The strongest focal point (eye magnet) in an image is Light.  The lightest 
part of an image is what pulls the eye above all others. Using this critical 
element IS the key to powerful portraits.  The majority of viewers will look 
at the lightest part of your images first (the strongest focal point).  If this is 

An example of a focal point can be seen in the image of the moon and beach. 
In the lower center right, there’s a lone circle (moon) in the image that 

stands out from the rest..
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NOT your center of interest, the overall 
strength of the image can be reduced.

PRINCIPLE 1: The lightest area of your 
image should be the most important part 
of your center of interest (usually the 
face in portraits). The contrast in light 
between your center of interest (face) 
and the surrounding area of the frame 
is a measurement of contrast and thus 
“drama” (mood) in an image.  Images 
that are taken with the primary subject 
(center of interest) being 20-40% lighter 
than the rest of the frame is a good rule of 
thumb to use.  

Light meters, if you use one, are designed 
to be able to give you that info. The 
higher the delta (difference) between the 
light on the subject and the background 
is a measurement of drama (contrast). 
No matter what the main light source is, 
the result should be a lighter subject. For 
natural light, I always look for darker 
backgrounds and place the subject so that 
light reflected from them is lighter than 
that of the rest of the frame. 

Also note that, the more contrast, the more eye-catching it can be... to 
a point. As in anything, we can all push the limits too far in contrast. 
But over time, artists find that wonderful balance for their own liking 
that makes up part of their style (like Caravagio paintings and his use 
of hard contrasts between light and shadow). Notice how Gerrit Van 
Honthorst pulls your eyes to the light and uses the hard shadows to give 
you a sense of time in the image above.

 
PRINCIPLE 2:  Always get the CORRECT Exposure of the center of interest 
(the face in portraits).  The human eye finds pleasure in correctly exposed 
subjects. Like life itself, we grow and develop as a human seeing billions of 
images that our minds process to ensure they are correctly exposed.  We do 
not usually enjoy the far fringes of under or over exposure in our vision – 
especially as it relates to the human form. If exposure in a portrait is far under 
or overexposed, the viewer likely will  find a different center of interest. 

An example can be seen in the overexposed image (above) where the pink 
gown becomes the center of interest. We will reduce our eye sensitivity 
to see the person on a bright sunny day to ensure they look “correct” and 
increase our eye sensitivity to see them at night.   We can change an image 
and thus it can cause an unpleasant feeling to the viewer when it is not 
correct.  We can be OK with shadows and dark areas and even sometimes be 
OK with extremely bright areas (high key) as well. But the average viewer 

prefers correctly exposed faces! Using a meter or the 
cameras exposure meter to correctly expose the most 
important area of the subject is key and the skin of the 
face is usually the most critical.   

PRINCIPLE 3:  Well composed images have a natural 
and pleasant placement of the center of interest (and 
hopefully focal point too!). Objects that are placed in the 
center of the picture plane or near center will naturally 
become a focal point but that does not always make 
for great portraits. By placing an object or element off 
center, you can create a focal point through placement 
without affecting the aesthetics of the image.  Effective 
use implied lines to direct a viewer’s eye to an object 
or element (known as convergence) or leading lines can 
have a powerful impact on an images impact.  
 
I always look at my viewfinder and I try not to press the 
shutter release until I feel that the resulting image looks 
“natural” and without visual chaos. When images with 
less than an ideal composition is viewed, it can cause 
confusion and chaos that negatively affects the power 
of the subject. Use of what “looks natural” is a good 
way the see good competition. There are hundreds of 
great references to use in studying great composition 
principles out there and learning this critical step in 
creating powerful portraits is one of the foundations of 
all great photographers.  

Becoming “Brilliant on the Basics” of these principles, to me, is core to 
producing consistent powerful portraits. Yes, there are other factors that 
should also be in your photographic toolbox such as posing, light, texture, 
emotion, props, scene development, post editing, printing, and a huge 
array of others, but without these three principles, you never really get 
to the others. We know that the average human will gaze at a portrait in 
predictable ways, so it behooves us as visual artists to learn these behaviors 
and to develop a process to leverage them to make the most powerful 
portraits we can.

Kelly Schneider, M.Photog.Cr., 
CPP, has earned hundreds of 
awards in the PPA, WPPI, MPI, 
WPE, and state PPAs and other 
competitions internationally.  He is 
married to the extremely talented 
Kalina Schneider who is also a 
PPA Master Photographer and 
Photographic Craftsman. Kelly also 
holds a Master’s degree in Human 
Development from the US Naval 
Post Graduate School and Kalina 
has a Master’s in Cultural Studies 
and Art History from one of the most 
respected universities in Poland. 
They will be teaching a course 
on “Powerful Portraits” at the 
2022 Texas School of Professional 
Photography. This intense yet fun 
class is focused on the effective use 
of the core portrait photographer’s 
“toolbox” (camera, lens, light, 
props, posing, etc.). Learn more at 
TexasSchool.org.
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Family groups are recognized as a key component of any portrait business. 
Groups are also thought to be the hardest to pose. Nothing could be further 

from the truth if you follow some basic principles. First of all, a group of ten 
is simply ten groups of one, linked together. Build groups “one person at a 
time.” Start with the anchor people, usually the parents. This is usually the 
center of the potential group. Then, add one person at a time and finesse their 
individual poses.

Secondly, when scouting environmental locations, look for natural lines 
or designs and try to repeat that pattern with the people in the group. Keep 
a sharp eye out for diagonal lines and natural posing aids such as rocks, 
benches, logs, etc. But do not hesitate to start posing groups from the ground 
up. Try to avoid having two heads side-by-side or one above the other unless a 
third person is involved to form a triangle. The exception to that rule would be 
couples (parents).

When visioning your group, look for “open” space to add people using 
triangles and diagonal lines. This concept allows you to create a design 
rather than an ordinary “team” style of image. Then, extend those groups 
horizontally (not with depth). Compressed groups (people clumped together) 
do not show any skill in composition. They look like candids and clients are 
reluctant to pay professional dollars for candid photographs. They may love 
the emotion in the photograph but will likely ask for the digital file because it 
is perceived as limited value.

Group Composition Basics
                                                              by Don MacGregor

Finally, everyone in the group should be roughly equidistant from the camera 
position. This will insure sharp images (edge-to-edge) even with apertures 
like f5.6. I always carry a 50 inch nylon cord and tie it to my tripod to 
measure the distance edge-to-edge for larger groups. This is by no means a 
trivial exercise. As professionals, we must create sharp images of a group. 
Depth of field is NOT the solution to sharp image edge-to-edge. It can help 
but careful posing is the professional approach. Also, be sure to give everyone 
in the group equal representation, unless you are hiding weight issues, by 
keeping them equidistant from one another. . 

This process starts with understanding the number of people in the group. You 
should know in advance how many adults and how many children (and pets) 
will be in the group. Ideally, you need to have a good idea of each person’s 
height, too.  Once you have a sense of the people you will be photographing, 
it is time to select a location that has the needed space and a sense of a 
background as well as the opportunity of natural light control or electronic 
flash. Study those natural posing aids (rocks, logs, park benches, etc.) and 
carefully plan how you can use them. Next, take your notes of the group 
and visualize where people might sit or stand. This starts with sitting on the 
ground followed by sitting on posing aids and naturally standing. 

When it’s time to meet the family, start out by taking control of the people 
and explaining what your plan is and the potential of a dynamic portrait. 
Remember, you work first with the easiest to pose (parents and grandparents) 

The complete family is a triangle with diagonal lines 
with everyone having roughly equal representation.

has equal representation. It is also important to pose your groups with family 
UNITS within the larger group. 

Image 3: When photographing smaller kids, try to bring the adults down 
to the child’s size such that the family is together. Note the family is linked 
together by design, size and a triangle. 

Image 4: There is open space between the parents and the kids and that is by 
design. Notice that the parents are in a relaxed and traditional couple pose and 
the kids form a triangle yet the whole family forms a diagonal line. 

Image 5: When designing groups, extend them horizontally (not with depth) 
Keep the side elements lower if possible. Notice where we would extend this 
group. The goal is to create visual balance as it relates the scene. There is a 
triangle that is the foundation of the composition. 

Making professional-looking family group portraits involves some advanced 
planning. Obtaining as much information as you can about each one of the 
subjects in advance will give you time to design a grouping in advance so that 
your skills take center stage on the day of 
the session. These basic guidelines and 
more will be just a part of what we will 
discuss at Texas School 2020.  Join myself 
and 35 other amazing instructors for an 
incredible, game changing experience.

Don MacGregor is from Vancouver, BC, 
and an instructor at the Texas School of 

Professional Photography and a frequent 
contributor to this publication. Learn 

more about Don and his work at 
MacGregorStudios.com.

and finish with those who 
have more limited attention 
spans (young children). 
When posing each person, 
demonstrate to them what you 
want them to do. Clients are 
not trained models and, when 
you demonstrate, you also 
build respect for your skills as 
a professional. That translates 
into financial respect for your 
services. 

It is also a tremendous 
advantage if you have an 
assistant who can help keep 
the childrens’ attention 
and also be your “clothing 
assistant.” This allows you 
to focus on the final posing, 
technical issues and, of 
course, expression. Most 
groups today are composite 

groups where heads are changed, so keep that in mind. When you have a 
group with one or more cranky children, it is a good idea to make a good 
series of the cooperating people and then another series on the ones who are 
being a problem. 

Image 1: When scouting I saw this very interesting rock formation and chose 
to add people to the group such that it repeats that design. Everyone has 
roughly equal representation. This is important in groups. You MUST avoid 
having only the head of a person showing while the others might show their 
full body. Think like a customer… how would you feel if you were a “bobble-
head” in your family portrait. 

Image 2: The shoreline “flows” from upper right to lower left. The people 
repeat that pattern and conforms to the undulation of the shoreline. Everyone 
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Environmental portraits, carefully designed and crafted, can 
create significant purchasing desire and ultimately higher sales. 

This style captures the essence of a family balanced with the beauty 
of the world we live in. Further, this style of portrait is ideal for 
enhancing the decor of a home (wall portraits). The photographers 
vision must combine the environment with the family…first 
and foremost, which is best done by bringing the family into the 
foreground of the composition. 

The approach is very professional in that it is an engineered 
vision with composition and lighting skills that the public 
can’t do. 

1. Consultation with clients to determine:
wStyle of session (casual or formal, classic or relationship)
wLocation (linked to image concept)
wTime of day (natural light control or flash)
wClothing (linked to concept and each person in balance)
wDisplay options (pre-framing the potential sale)
wPeople involved (number, ages and relationship)

2. The photographer must preplan the session:
wLighting and equipment required
wBackground choice, details that contribute to composition
wPotential posing of people involved

Pre planning the session is exactly what commercial photographers do and 
their work is stunning artistically and technically. In all cases one has to 
be fluid and prepared to modify a plan but at least there is a plan in place. 
Another positive for pre-planning is it allows the photographer to interact with 
the people and build rapport which of course establishes winning expressions. 
Expressions are ultimately what people look at (think about your own 
experience when seeing yourself in a photograph). Also, pre planning allows 
you the ability to quickly solve any technical issues like exposure or lighting 
problems. It is critical to show your client that you are completely confident 
and professional. 

Beach Adventure (right) - Having photographed this family several times 
over the years in Vancouver, we explored the option of going to Tofino (a wild 
windswept area of Vancouver Island). They have special memories as a family 
(and all families have special memories) there which builds the emotional 
value of the portrait. 

I arrived several hours before the session to explore the beaches in the area 
and try to determine exactly where the sun would go down as that would 
impact camera angle and the background. My vision was to have two 
concepts. One a classic “full face” composition and also a relationship style. 
To be successful with this kind of session, you have to have a game plan and 
an back up. As I walked about I looked for interesting natural scenes and tried 

to “see” potential portraits with the family and of course consider 
what conditions I would have in terms of lighting. I determined 
several options and decided all I needed was my B1 (Profoto) for 
lighting gear. 

Meeting the family is important. You have to take control and have 
them embrace your ideas and that is done with enthusiasm and an 
explanation of what is going to happen and why you have chosen 
various locations. By talking with enthusiasm and describing your 
vision (don’t just say it is going to be beautiful … explain the 
composition and WHY it will be beautiful), your clients will buy into 
the project and that goes a long way to increase purchasing desire and 
making the sales process easier. 

I chose the location based on the setting sun and the background. We 
would still be in hard light so the goal was to back light the family. 
Exposure readings defined that the highlight exposure (and overall 
scene) was significantly greater than the shadow side. Flash was 
brought in from camera left to increase exposure to the shadow side 
such that it was roughly 1.5 stops less than the highlight side. A lot of 
post production work in LR and PS that took about an hour managed 
the difference in exposure. Note that we put the clothing with the 
strongest issue (pattern) in the center. 

56       PRO TIPS PRO TIPS   57



Sometimes it is the location itself that provides extraordinary elements 
for a superior group image. In the image below, my first impression of 
the location defined the diagonal lines of the grass from left to right, 
the hillside from right to left, and then the depth of the trees. The scene 
screamed of a location. I brought the people in and then the magic. 
Mother nature kicked in with filtered light through the trees. Follow the 
lines of the people, the trees, the grass and all. That is the magic of the 
composition… there is a three dimensional feeling.  The family was 
actually in pretty deep shade. Flash was introduced from camera right to 
open up the faces. 

While hiking one day, I saw another opportunity that had potential. In 
the image on the right, the light and contrast at the scout time made the 
situation look awful. I realized that the sun would set to camera right 
and would slowly lower the contrast issue and planned this as close to 
sunset as possible. The composition strength is the diagonal line of the 
rock wall and the repetition of the posing of the family with that natural 
element. The family had NO light on them and everything was flat. The 
B1 provided light on their faces and was approximately 40 feet from 

the subjects. It metered as contributing approximately 40% to the final 
exposure. That means a gentle main light with good detail in faces. 

In the image on the title page, the sun was basically down and the 
subjects were not effected by the natural conditions because they were 
in deep shade. There was no light on their faces but the “scene” looked 
great. Flash was introduced such that it was approximately one stop less 
than the ambient scene. Matching the scene brightness (faces) would not 
look real. They should appear a bit darker than normal in this situation. 
Of course, all of the images shown here have had serious post production 
work  (retouching) and that is now the normal approach for a professional 
image. 

Don MacGregor is from Vancouver, BC, and an instructor at the 
Texas School of Professional Photography and a frequent 
contributor to this publication. Learn more about Don 
and his work at  MacGregorStudios.com.

(Top) Flash was introduced that was one stop less than the ambient scene. 
(Left) Diagonal lines from left to right and right to left, plus a little help 
from mother nature, contributed to the magic of the scene.
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At the various seminars I have given, I am often asked, “How do you create those interactive portraits?  ...How are you getting them to purchase interactive 
portraiture instead of the traditional, smiling (and looking at the camera) pose?  What do you say to the clients to get them to do this so naturally?” 

Although not every session is exactly alike, there are some basic techniques I’ve learned over the years that work well for me.

My introduction to interactive portraiture began several years ago when I took a Texas School class taught by Canadian Don MacGregor.  It was a “life 
changing” experience. I had been in the photography business for about four years and was still searching for my own “style.”  

While studying under Don, I soon realized how valuable family portraits were to my clients, especially when they capture the family in a truly natural way. I 
immediately went back to my studio and started adding some interactive portraits to each session. At first, I didn’t have a lot of samples on my walls to display 
this interactive style, so clients didn’t purchase them. But as soon as I got an image that I thought was a great example, I printed it in 30x40 and displayed it 
where it could be seen as soon as you walked through the door. As soon as I did that, I started selling them. It was like magic!

Today, I am known for my interactive style and I spend about 40% of each session creating these types of portraits. I have many clients who still want the 
traditional style, but my clients come to me because they see a difference in my work, even if they don’t know what it is they are actually liking about it. I love 
creating these images and I love seeing them grace the walls of my clients’ homes. In  about 90% of the family portraits displayed in my studio, the subjects 
are not looking at the camera. Along with the studio displays, I also display interactive images in my marketing pieces and create some of these images for 
every client.

So, how do I get clients 
to interact... naturally? It 
depends on the age of the 
children. Children under the 
age of 10 or so are easier to 
work with. You just have to 
do something like... picking 
a leaf off a tree and looking 
at it, or picking a flower 
and counting the petals (or 
picking off the petals). You 
can read a book, build a 
sandcastle, feed the birds or 
ducks. Those things are pretty 
easy and universal to do in 
many situations. Most people 
still need to be told what 
to do and are looking for 
guidance from me. Therefore, 
I still pose the clients in a 
way that looks great and 
flatters the subject. Once that 
is accomplished, I tell them 
what they are going to be 
doing while in that pose.  

A good “pre-portrait” consultation is the key to making it all 
work. During that consultation, I introduce this style to the 
clients. We talk about things that might have special meaning to 
that particular family such as reading a favorite book, playing 
an instrument, playing catch or other kinds of sports, fishing, 
having a tea party or picnic. Each family is different and that 
is what makes these types of portraits so interesting to me. I 
would much rather create a story-telling portrait than, as Don 
MacGregor says, a “roadmap of the face.”

Creating interactive portraits of families with older or adult children can be more 
challenging. For example, a family with older teenage children or grown children are 
not usually going to all read a book together or smell a flower together. This is where 
a family activity will really come in handy... perhaps a photograph of them on their ski 
boat or posed around their swimming pool. Having a family engaged in an activity that 
they all enjoy will make their expressions more realistic and they will enjoy the session 
more.  

One image I often create is that of the family walking together and holding hands. 
They feel really silly doing it, but they all start really laughing and the expressions are 
usually priceless. I also create many images in a session where the subjects are looking 
at something that is off in the distance. These types of images also sell well because the 
client can still get a good view of their faces, but they are not staring back at themselves 
on the wall. This is a good step for the “traditional” client that you are trying to break 
away from the norm and move into something a little different.  

Our studio has now taken interactive portraiture another step and have added them to 
our “Collector’s Series” portraits. From Easter and Santa portraits to other specials such 
as Fall Fairies, I now create storytelling images of each session. Not only are clients 
purchasing wall portraits of these images, they are also purchasing albums that capture 
all of the images from the session. These sessions are 20-30 minutes long and include 
both the traditional (looking at the camera) images as well as interactive images. These 
Collector’s Series portraits also serve as an introduction to our studio for new clients. 
What better way could you ask to introduce them to my interactive portrait style?

In today’s market, it is extremely important to separate yourself from all of the other 
photographers in your area. At our studio, we have done this by creating a piece of 
art for my clients to display on their walls that tells their own story. This is not only 
fulfilling for myself as a portrait artist, but also 
as a wife and mother who values the storytelling 
portraits of my own family.

Elizabeth Homan, of San Antonio, is an 
award-winning portrait artist widely known 

for her distinctive yet traditional style of  
portraiture of families and children. She 

and  her husband, Trey, are instructors at the 
Texas School of  Professional Photography.
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Boudoir photography has been a popular genre for years and this trend seems to have no end in sight. As I talk to many photographers, they express 
an interest in boudoir photography and want to learn more. I tell these people that the first step to good boudoir photography is to be a good portrait 

photographer. Applying the fundamental concepts of portrait photography to boudoir photography is a big plus. Boudoir photography extends on portrait 
photography in several ways, not the least of which is posing. Posing for boudoir can be challenging because often the entire body is in the image and creating 
an attractive result is paramount. In this article, we’ll look at some general posing principles for boudoir, then cover some specific poses that have become top 
sellers for me. 

General Posing Principles for Boudoir Photography - Many general posing principles carry over to boudoir. For example, creating an s-shape with the 
body as well as the adage “if it bends, then bend it” apply here. Try to avoid presenting the backs of hands and soles of feet/shoes to the camera. In my general 
photography as well as boudoir photography, I try to keep hands away from the face. Opinions vary on this hand placement point – just be sure to evaluate 
poses based on elements other than hand placement. For legs, generally try to bend the leg nearer to the camera. This approach applies to lying and standing 
poses where the legs are presented one over the other to the camera. Feet and toes should almost always be pointed. Finally, try to present the body in an 
hourglass shape – shoulders should be wide, waist should be narrow, hips wide then knees narrow. The wider parts shouldn’t be unnecessarily wide – just 
wider than the waist and knees. Let’s look at some of these general principles in practice.

Sophia in a variation of the backside and face pose showing only the 
side of the hip. Model: Sophia May. Hair/makeup: Zoraima Pelaez.

Afsaneh in the kneeling pose. Model: Afsaneh Ortiz. 
Makeup: Adrian Hernandez. Hair: Afsaneh Ortiz.

Kneeling - The kneeling pose (on the next page) 
is one of the easiest to execute and it makes 
the subject feel comfortable while producing 
beautiful results. Have the subject kneel on a bed, 
piece of furniture or floor and turn the subject 
slightly away from the camera. After she is in 
place, direct her to place her knees apart and 
heels together then direct the subject to raise off 
her heels to show the muscles in the legs.  For 
hand placement, ask the subject to gently place 
her hands on her thighs and different heights from 
the camera point of view. In this image, we see 
Afsaneh in this pose with her eyes to the camera. 
She may look relaxed but she is definitely 
working her thigh muscles to lift her body. Notice 
the position of her right arm (camera left) which 
is bent showing the right side of her body. Also 
notice that Afsaneh’s chin is down while opening 
her eyes. You can vary the kneeling pose by 
having her looking off-camera. This pose can also 
be varied to show the backside.

The Arch - The arch pose is a lying or standing stretching pose 
and generally works best with the eyes closed. The back is arched 
and the chest lifted while a hand is brought to the head.  Anastacia 
(next page), lies on a chaise with her feet propped on the back of 
the chaise. Care is taken to bring the near knee over the far knee 
to create an hourglass shape. This pose can also be varied to a 
standing pose, even with hard window light. Note Anastacia’s 
closed eyes, giving the viewer the impression of a glamorous 
personal moment. 

Backside and Face - The backside and face pose can be tricky 
to learn. The goal of this pose is to create an image of the client’s 
backside that also includes her face. Let’s look at a few ways to 
do this. The first way is to photograph the subject on her tummy 
with her face toward the camera. Typically, she’ll be directed to 
lift her chest like a push up. Instead of kicking up her feet (which 
would show the soles of her shoes), ask her to let her feet drop to 
the bed with her ankles crossed. Select a shooting position that 
is off-center and have the client roll her hips by bringing the top 
knee away from her body. This will lift her backside creating a 
curve and make it more visible from the camera position. This 
pose works well for bridal boudoir and provides the opportunity 
to present the left hand to the camera showing the engagement 
ring. 

For a more modest presentation, have the subject present the side 
of her hip to the camera. Sophia (title image) shows this variation 
while her expression conveys playfulness. This pose can also be 
performed standing. When doing so, make sure the leg nearest 
to the camera is straight and the leg farther from the camera is 
bent to bring the knees together and create an hourglass shape 
presented to the camera.

The Pretzel - The pretzel pose is a challenging pose due to the 
bend of the back and the position of the upper leg. You’ll need 
a piece of furniture similar to the chaise shown in the example 

Ivy in the backside and face pose. Model: IvyLynn Negron-Colon. 
Hair/makeup: Anna Fugate-Downs.
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Sarah (top left) in the pretzel pose. Model: Sarah Jane. 
Hair/makeup: Anna Fugate-Downs. Anastacia (left) in the arch pose. 
Model: Anastacia Sterling. Hair/makeup: Kate Elizabeth Kubala. 
Sophia (above) in rose petal pose. Model: Sophia May. Hair/
makeup: Anna Fugate-Downs.

photo. Ask the subject to lie on her tummy with her upper torso on the arm of the 
chaise. Bring the near knee toward the camera and place the near heel next to the far 
knee. Then direct the subject to bring the far foot up while pointing the toe. The client 
will work for this image yet the results are worth it. As a former dancer, Sarah Jane 
had the flexibility and athleticism to execute this pose (top left). 

Rose Petals - After a client is tired from executing some challenging poses, virtually 
all welcome the opportunity to lie on their back and have rose petals showered upon 
them. Artificial rose petals are available from online retailers and can be reused for 
multiple shoots. Ask the client to lie on her back in a position that lends to a diagonal 
composition in the frame with her face closest to your shooting position. Turn her hips 
a bit to the side and bend the knees placing the knee closest to the camera on top of 
the lower knee. Remember to point the toes. Typically, hands will fall by the face but 
the pose can be varied by bringing and hand down to the subject’s midsection. In the 
image on the title page, Sophia renders a beautiful, romantic image in this pose. 

Conclusion - Boudoir photography can be successful if you start with an 
understanding of the types of images clients tend to choose. If you’re starting out, 
pick a few of these poses and try to recreate them. Consider printing inspiration 
images for reference during your trial process. When you find a pose is working, 
consider variations such as eyes connected to the camera as well as looking off-
camera. Repeated success will add to your repertoire in this genre. With a little effort, 
you’ll find this genre is fun and profitable.

Tim Babiak of Exquisite Photography is one of Austin’s leading 
portrait photographers and 
educators. He is a two-time 
Austin PPA Photographer of 
the Year,  two-time Bronze 
Medal in PPA’s IPC, and is a 
past President of the Austin 
PPA. He teaches photography 
to hundreds of people via his 
“Austin People and Portrait 
Photography” Meetup 
group as well as at Austin’s 
Precision Camera and Video. 
Tim’s passion for making 
people look their best as well 
as his friendly personality 
makes him one of Austin’s 
favorite photographers. 
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When it comes to posing people, there are some “rules” that photographers usually follow. 
Examples of the rules are: don’t crop into a joint, do not pose people’s heads in a row, 

put people on different levels, and so on. But when it comes to posing dogs, they are usually 
just thrown into the shot without any thought about posing. If the dog will sit, then the pose is 
sitting, and if there are two dogs, the two dogs are usually sitting and facing the camera with 
their crotches exposed...  Boring. 

There are lots of variations to posing dogs that photographers are missing and posing two or 
more dogs gets even more interesting. So let’s start with the basics. We are going to assume 
that most dogs will do these poses. 

First there is SIT. A dog sitting facing the camera is a crotch shot. Rotate the dog’s body 
slightly (or you move) so the dog’s front leg covers his/her private parts. This accomplishes 
two things: keeping the genitalia from becoming the focal point of the image and seeing 
more of the dog’s shape because his/her body is rotated ever so slightly. I find it a much more 
pleasing image when I can see the shape of the dog’s body. Rotating the dog a little more into 
a ¾ position in relation to the camera is almost ideal. In fact, it is one of my favorite poses. 
You can vary this by doing a sitting profile to the left and a sitting profile to the right. The 
last variation is sitting with the dog’s back facing the camera. You may say, “Why would I 
photograph a dog from the back?” If the dog is a Rhodesian Ridgeback or another breed that 
has an interesting tail or back, the owner is going to want to see that.

The number two basic pose is STAND. Again, a ¾ position works great to show the dog’s 
shape. But there is also straight on, left/right profile, and from the back (tails again).

Number three is DOWN. There are two ways for a dog to lie on the floor: DOWN and 
SETTLE. DOWN is when the dog is lying down and with its feet underneath. It is a formal 
pose. In a SETTLE pose, the back legs are off to the side. It is a more relaxed position. Most 
dogs have a preference to which hip they lie on. When a dog is lying, you will want the dog’s body rotated so you can easily see all four legs, especially the 
back legs. Like the other poses, you can do the pose straight on, ¾, or profile to the left or right. When the dog is on the floor, I usually don’t photograph the 
dog from the back, because there is usually little to be seen.

To recap, with the basics and variations we have: 
SIT- front, ¾, left profile, right profile, back
STAND- front, ¾, left profile, right profile, back
DOWN- front, ¾, left profile, right profile, 
SETTLE, ¾, left profile, right profile

So, with just the three basic positions, we have 21 variations to pose a dog. Who said they don’t have any ideas how to pose a dog?
Now, let’s say you have two dogs. There are six basic combinations to pose two dogs. The six basic combinations are:
Sit/sit, Stand/stand, Down/down, Sit/stand, Sit/down, and Stand/down.

Of course, the combinations are increased by switching which dog is doing which pose. For example, sit/stand becomes stand/sit.  I prefer the two dogs doing 
different things, but you can have them doing the same thing. With 6 basic combinations for two dogs, and all the possible variations on each basic pose, we 
have a lot of ways to pose two dogs together. And we haven’t even introduced props like a chair into the combinations!

The next time you run out of ideas how to pose a dog (with or without people), remember that there are many, MANY possibilities, only limited by your 
imagination and the ability of the dog!

by Margaret Bryant

Margaret Bryant is an award-winning photographer who specializes in 
photographing dogs and their people. Her style is simple, original and 
authentic and often shows the humor and whimsy of dogs. Starting her 
business in 1998, Margaret has specialized in dogs and their humans from 

the very start. Margaret gives 
back to animal community 
by raising cash for rescues 
groups and local spay neuter 
clinics with her Bow WOW 
Sessions. She has taught 
a class on “Dog and Pet 
Photography: Sit, Stay, 
Learn,” at the Texas School 
of Professional Photography. 
Learn more about Margaret 
at bryantdogphotography.
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While our greatest concern must be our subjects, posing and 
expression, an appropriate background will make an image come 

alive with depth and story telling. Backgrounds should be just that, a 
background. It should be a secondary or supporting element and not be 
competitive with the primary subject. 

Traditionally, photographers would make their backgrounds darker and out 
of focus and the reason is simple. Sharp elements would be competitive 
visually and lighter backgrounds often became dominant. 

When choosing a background, the simplest approach is to look for an 
environment that has depth and the light values being somewhat similar to 
the subject (not blown out or blocked up). The goal is to have information 
throughout the background which creates a sense of depth. 

My approach is to look for great scenes with information and then envision 
how to bring the subjects into the scene. The critical part of that is to insure 
that the subjects are dominant and the best way is to bring them into the 
foreground (and let the background fall away).

Repetition of color and design (patterns) are also strong contributions to 
dynamic backgrounds. Leading lines and frames are great contributions to 
a composition. A strong approach is to think like a pictorial photographer. 
They look for images that have a foreground, middle ground (subjects in 
our process) and a background. That generates a three dimensional image. 

Lastly, power points (rule of thirds) 
should be considered when choosing 
a background. Try to envision the 
subjects on those positions and imagine 
how the elements work together. 

Don MacGregor is from Vancouver, 
BC, and an instructor at the Texas 

School of Professional Photography 
and a frequent contributor to this 

publication. Learn more about 
Don at MacGregorStudios.com.

by
Don MacGregor

The official definition of Depth of Field is defined as the distance between the 
nearest and farthest objects that appear acceptably sharp in an image.  The 

key here technically is “acceptably” sharp. Sharpness is critical in any image 
as the eye is drawn to the sharpest part of the image. Why? Because our eyes 
continually focus on what we are looking at ... and as our gaze moves about a 
scene, the objects we are NOT looking at become soft. We tend not notice this 
since our vision is concentrated on a single subject.

Depth of Field is controlled by three things:  
1. Aperture (f-stop);
2. Focal length of the lens, and; 
3. Focus distance (distance from the camera to the subject).  

Regardless of the amount of depth of field, it extends one third in front and 
two thirds behind the point of critical focus. Remember that this is the zone of 
“acceptable sharpness,” not critical sharpness!

F-Stop/Aperture:  The smaller the diameter of the aperture, the longer the depth 
of field. When the f-stop is set to a lower number, say f/2.8, the diameter of the 
opening in the lens is larger and the depth of field is less. If you set the f-stop 
to a high number, say f/16, the diameter of the aperture is much smaller and the 
resulting depth of field is much greater. This principle applies to any lens even 
though the resulting depth of field of each lens will vary depending on the focal 
length of the lens.

Understanding Depth of Field
by 

Al Audleman, M.Photog,Cr., CPP
API, FDPE, FDAE, FSA, FED, GFD

Focal Length: The shorter the focal length of the lens, the more apparent 
the depth of field is. A wide-angle lens at the same f-stop as a longer lens 
will have a much greater depth of field. Conversely, a longer focal length 
lens will have a lesser depth of field depending on the lens. For example, 
when shooting an interior of a room with a very wide-angle lens, an 
f-stop in the range of f/11 to f/16 will produce a great enough depth of 
field to make everything in the photo acceptably sharp. This is important 
in many cases like interior photography where there is no particular 
subject and the client (like an interior designer) wants to see all the 
details. Landscape photography is also very dependent on a long depth of 
field so the viewers can see all objects clearly from very close to infinity.

On the other hand, using a long lens, like a 300mm set at f/2.8, the depth 
of field will be very short. This is effectively used when practicing a 
technique called “Selective Focus,” making the subject very sharp but 
blurring the background significantly. This forces the viewer to look 
at your subject. Making a good photograph of a single subject, like a 
portrait, where the surrounding environment is not important will usually 
be accomplished using this selective focus technique. It eliminates much 
of the distracting background while forcing the viewer to look at the 
subject.

Focus Distance:  Regardless of the focal length of the lens and the 
selected aperture, the depth of field increases the closer to infinity you 
focus the lens.

The late Al Audleman was an officially recognized PPA Certification 
Exam Prep Class Instructor and the above article is from his CPP Study 
Guide “The Road to Certification for Professional Photographers.”
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Lens compression is the ability to change, manipulate, blur and compress 
the foreground and background  to create depth and dimension. This is 

a tool that makes our portraits look natural and, more importantly, different 
from the pictures that our clients create with their own cameras. Our eyes 
view in about 60mm, so it is unnatural for us to think and see in telephoto, 
but a telephoto view of a portrait subject can make the difference between an 
average and a great image.  

When planning a location portrait, I usually choose the background first and 
the exposure last. Because I use a strobe outdoors almost all of the time, I 
don’t have to worry about the available light being too weak or too strong. 
The image above was created on a very rainy and overcast day in the late 
evening by using additive light. So lets look at exactly how I made this 
image.  

For this location, the subject was placed just off the side of the driveway and 
slightly into the bushes lining the pavement.  I used a Profoto Acute 600B 
strobe in a 17x17 inch Larson Soft Box as the only light source on the face 
and metered the ambient light with my Sekonic L-358 light meter and set my 
strobe about 1/3 of a stop under the available light. I did this to add a little 
light to the dark eye sockets caused by the direct overcast clouds and also to 
keep the face color warm and natural. Slightly under-exposing the main light 
keeps the background from looking too dark and the face from looking too 
“flashy.”  The soft box was used to lower the contrast and make the light very 
smooth and soft which means less retouching needed  for the final image and 
less money or time spent retouching your own images.  

To illustrate various 
focal lengths, I 
made some sample 
images at various 
focal lengths from 
35mm to 350mm. 
Notice the distraction 
of the house in the 
background in the 
wider shot and also 
notice that the foliage 
in front of the subject 
has no real depth. It 
all looks like just a 
bunch of greenery 
and you can only see 
a little of the leaves 
in the upper left 
hand corner. As the 
focal lengths become 
longer, the image 
takes on an entirely 
new look. 

To me, the 170mm 
shot is my favorite 
because it is a perfect 
balance of scale 
between the leaves in the foreground and the background. It also provides 
the leaves with just enough of their shape to look very natural. In addition, 
they “frame” the subject well. The 350mm image has too much compression. 
Notice how the leaves on the right side of the image now intrude onto the 
arm of the subject and how much it blocks the shrub that is just in front of the 
subject. 

Using the right tools can make a photo shoot 
stress-free, easy, and fun... not to mention the 
fact that using one lens certainly lightens up 
your load! A high quality lens with the widest 
zoom range possible is sure to become one of 
your favorites, too.

Jamie Hayes and Mary Fisk-Taylor are 
regular instructors at the Texas School of 

Professional Photography. Learn more about 
Jamie Hayes at hayesandfisk.com.

by
Jamie Hayes
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As life has pushed us in ways we couldn’t foresee and the ability to 
travel and work in close proximity to others has been severely limited 

due to Covid, we have been presented with new opportunities. For some, 
it became a perfect time to dive into floral photography; deeper for those 
who were already a floral fanatic and a chance to get started for those new 
to the genre. Accessible and affordable subjects can be purchased from 
local florists and grocery stores year-round or found in gardens in season. 
Skills employed can be applied to other subjects-macro and beyond. Still 
life arrangements using small subjects such as gourds, pumpkins, holiday 
decorations, bottles, jewelry (think wedding rings), and other trinkets can 
serve as terrific substitutes for flowers. 

In this article, I’m going to address one of the most common questions I’m 
presented with which is, “What’s the best lens for floral photography?” The 
answer is… “It depends.” It depends on how close you are to your subject, 
the effect you want to achieve, whether you’re shooting on a full-frame 
body or not, and whether you need a macro lens or not. Let’s have a look at 
some examples and I’ll discuss the rationale behind my lens choice.

100mm macro for The Classic Macro 
Lens: Canon EF 100mm f/2.8L Macro IS USM 

I use this lens when:
• It is a sunny day outside
• I am indoors and shooting a single flower or small scene
• I want a classic macro shot
• My subject is close or fairly close

The 100mm was my first macro lens and opened up a new window into 
the world of flowers for me. As a general rule, I feel it’s advantageous to 
become familiar with a single lens before expanding one’s repertoire. 

With this classic 1:1 macro, I can retain beautiful detail in my subject by 
shooting against a solid background, shown in the image with two Calla 
Lilies in a perfume bottle. Outdoors, I love to shoot wide and use selective 
focus to blur the background, placing a spotlight on my subject. The 
distance between camera to subject and subject to background are critical 
factors. 

This is an ideal lens in harsh light when I need to shade my subject 
because the minimum shooting distance of 11.8 inches allows me to be 
close enough to my subject while holding a diffuser. I use a 20-22 inch 
translucent collapsible diffuser. 

I should note that I’m shooting with a full-frame Canon 5D MarkIV. 
Remember to apply the conversion factor that correlates to your camera if 
it’s not full-frame.

A lens in this range (90 to 105mm or equivalent) is a great place to start if 
just embarking on your macro journey. Once you feel comfortable you can 
explore a little.  A variety of gadgets can be attached to the lens, such as 
extension tubes, a Raynox 150 or 250 (to add magnification and drastically 
reduce the focusing distance), or Omni filters by Lensbaby to introduce 
color, flare, or other effects in the foreground or to the subject. 

by Jackie Kramer

180mm macro for Dreamy Bokeh & 
Reach
Lens: Canon EF 180mm f/3.5L Macro 
USM

I use this lens when:
• I have ideal lighting conditions 
outdoors, i.e. diffuse ambient light
• My subject is more than arm’s length 
away
• I want a classic macro shot, with 
creamy background

The 180mm affords me greater reach 
while producing both foreground and 
background magic. The bokeh can range 
from creamy to bubbly; but when fairly 
wide, it is all together dreamy. 

I often find myself in gardens where I 
can’t step into the beds and my subjects 
are at least two to five feet away. The 
longer focal length is ideal in this case 
with a minimum focusing distance of 1.6 
feet (working distance of 1.12 feet from 
subject to front of lens) while still at 1:1. 
Shooting through foliage or flowers close 
to the lens yields a veiled effect when shooting wide with the subject at an optimal 
distance from the lens, as well as from the background. 

At 2.4 pounds and over 7 inches in length, this lens can be hard to hand hold. 
Macro lenses in the 150 to 200mm range (or equivalent) vary in terms of their 
heft, but all should perform similarly. There are no other macro lenses in my 
“bag” that reach as far, which gives me most flexibility. I can usually step back 
if necessary. The main drawback is that I cannot soften harsh light on subjects 
farther than my arm can stretch with a diffuser so I usually limit my use of this 
lens to overcast days or shaded areas.

24-70mm for Environmental and Still Life 
Lens: Canon EF 24-70mm f/2.8L II USM

I use this lens when:
• I’m shooting scenery outdoors
• I’m doing still life indoors & can’t capture the entire set-up with a macro
• I want flexible focal range of the zoom

While I’ve shot in some remarkable places around the world, one 
would never know by looking at my images, as I regrettably have 
a paucity of garden shots. Most of the only big picture images 
I leave with are on my mobile phone, and typically done as an 
afterthought. 

Unless I can bring a rolling bag into a garden, I am limited to what 
I can pack in my bag. Therefore, when I pack my weighty 1.98 lb 
24-70mm, I feel an obligation to use it and, without exception, I am 
always grateful that I did. These are the shots which offer context 
and can depict the interplay between the plants in the garden, their 
growing habitat, relative heights, the gamut of colors, multitude 
of textures, and collective patterns. This is the lens that can bring 
home memories of garden features, such as fountains, gazebos, and 
sculptures. 

A wider lens also allows me to stage still life arrangements and 
encompass the whole scene in close quarters.  With the variable 
focal length, I can set up my tripod and zoom accordingly. 
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Creativity in camera with this lens can be achieved with numerous 
techniques including intentional camera movement using an ND filter, 
multiple exposures, and zoom blurs.

Lensbabies for Individuality & Surprise
Favorite optics are the Sweet series (the 35, 50, and 80mm), 
the Velvets (28, 56, and 85mm), the Twist 60, the Burnside 35, 
and the Sol 45.

In a nutshell, I use Lensbabies when I want something totally 
different. It’s a welcome change after shooting thousands of flowers 
with my standard macro lenses using different techniques in camera 
and post. Lensbabies offer an element of excitement.

Investing time to understand the nuances of each optic one at a time 
has proven highly beneficial. For example, the Sweet 35, 50, 80mm, 
and the Twist 60 are all interchangeable optics which fit into a housing 
called the Composer Pro II (the Optic Swap System). The Composer 
tilts 15o pivoting around the mount. When the optic is tilted, along 
with it goes the “Sweet Spot” of focus, distorting the entire image 
as the plane of the optic departs from its parallel position to the 
sensor. I love the 35mm for its bokeh, especially with specular light 
shimmering through trees in the background; the 50mm is creamy and 
blends elements in a painterly way; and the Twist yields a gentle swirl 
effect. Macro filters and converters specifically designed by Lensbaby 
to fit these filter threads are handy when shooting flowers up close. 

All of the others listed above are stand-alone lenses which mount 
directly to the camera. The Burnside 35mm adds a swirl in around the 
perimeter as does the Twist, but has different visual characteristics and 
cannot tilt. This lens is ideal with a minimum focusing distance of 6 
inches and a sharp focus even when at it shallowest depth of field. It 
has an adjustable slider to moderate the amount of swirl or vignette 
effect. 

The Sol 45mm or 22mm (for micro 4/3rds cameras) yields fascinating 
results with its ability to tilt up to 8.5o and its “bokeh blades.” This 
lens is straightforward with a fixed aperture of f/3.5 and 45mm focal 
length. It is also extremely light at only a bit over 5 ounces. The 
blades can be moved in or out and can be rotated to infuse a wavy 
pattern throughout the image, while leaving the subject untouched. 

Finally, the Velvet series lives up to its name by lending a velvety aura or glow 
to subjects, similar to the Orton effect. The amount of effect is directly correlated 
to the aperture; at its peak wide open. The 28mm is optimal for landscapes, but 
can also focus as close as 2 inches, akin to a wide-angle macro. The 56mm and 
85mm have a more constrained focal length, each with increasingly more reach.

The myriad choices offer the floral photographer endless possibilities. Shooting 
often and becoming familiar with a single lens at a time will give one the 
experience necessary to make informed lens choices and, thus, be rewarded with 
unique and beautiful images.

Jackie Kramer is known for her rich use of 
colors and fresh style in her floral photography. 
Her images have received international awards 
and have been published in several magazines. 
Jackie is a Lensbaby Ambassador & KelbyOne 
instructor. Jackie maintains an online group called 
Phlorography with over 7,000 floral photographers 
from around the world. She leads workshops 
where learning and fun are the foundation and 
is committed to 
enriching others 
through the medium 
of photography. She 
has taught a class 
on “Artistic Floral 
Photography” at 
the Texas School 
of Professional 
Photography. Her 
floral work can 
be seen online at 
luvblooms.com.
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#1 - Subscribe to THE PHOTOGRAPHER... $18 yr

#2 - Join Texas PPA... $120 yr  (or $12 monthly)

You will continue to receive your own copy of THE PHOTOGRAPHER every other month, 
filled with beautiful illustrations and helpful articles written by some of the best photographers 
in the nation. Learn what others are doing to create outstanding images and how they market 
their photography to their clients. Stay informed about opportunities available to you for taking 

your photography to the next level. PLUS, if you decide to join TPPA within 60 days 
of your subscription, we will apply that amount toward your membership.

Become a vital part of the largest affiliate of the Professional Photographers of America by 
joining the Texas Professional Photographers Association, an organization for everyone who 
enjoys photography, regardless of their level of expertise. Take advantage of opportunities to 

learn and make lasting friendships with others who share your love for photography. 
Save money on photographic purchases with your TPPA Member Discount Cards from 
Office Depot, Precision Camera, and Arlington Camera while continuing to enjoy our 

award-winning magazine. You can also pay by the month.

                             Scan This Code NOW to Subscribe                                    or go to: ThePhotographerOnline.com

                          Scan This Code NOW to Join TPPA                                          or go to: tppa.org/Join

https://thephotographeronline.com/
https://tppa.org/Join/


Phyllis Kuykendall never intended to be a professional photographer.  She still has old family photos of herself with a camera in 
her hand at the age of ten. She grew up taking photos and continued to do so after having children of her own, photographing her 

children, family gatherings, and even did her own holiday cards – all on “Program.”
 
She spent 25 years as a legal assistant before working with her husband in their own business.  In 2007, Phyllis took on the role of 
“Mother of the Bride” for her daughter’s wedding.  Our friendship began when she selected me as the wedding photographer for 
this important event. During the engagement photos, bridal portraits, and the wedding day photography, Phyllis always expressed an 
interest in my process of creating these memorable images. After the wedding, I invited her to take some basic classes I was teaching 
and clearly remember hearing her say, “I will never be a professional photographer. I just want to learn more about my camera.”

Never say, “Never!”

After completing my classes, I encouraged her to look at Texas 
Professional Photographers Association for even more opportunities to 
learn.  She hesitated because the name of the organization included the 
word “Professional.” After assuring her that she would be welcomed with 
open arms, I explained that, if you want to learn photography, there is no 
better place to learn than from professional photographers. Phyllis took 
this advice and joined Texas PPA and, in 2008 attended her first event... 
the Texas School of Professional Photography.

This event is a week-long school held at the end of April in Addison, 
Texas.  Students come from all over the US and abroad to spend one week 
learning from some of the best photographers in the world.  What makes 
this event so unique that students spend the entire week studying with one 
instructor, giving them a deep-dive into the world of photography and a 
study that is focused on the student’s needs and goals.

by 
Steve Kozak

Phyllis enrolled in Elizabeth and Trey Homan’s class, knowing full 
well that she was in a bit over her head and that she would never have 
a photography business.  “Trey and Elizabeth shared concepts and 
techniques that I never knew existed or would have understood just 
trying to learn things on my own.”  She recalls, “I was captivated by the 
creativity and the fresh ideas Elizabeth presented in class, seeing first-hand 
the value of capturing images with directional light and creating shadows.”  

Shortly after this class, Phyllis purchased her first set of lights and began 
working with them, practicing on family and friends.  “I was eyeing 
new lenses and gear and I thought I could do a few small schools,” she 
explained. “Maybe it would help pay for my photography habit.”

With her new lights and a thirst for knowledge, Phyllis joined her local 
photography guild and started watching photographic competitions to 

learn more about lighting and how to get more out of her camera. She 
never thought she would enter image competition but loved hearing the 
judge’s comments and learning what goes into creating high quality 
images.

Like so many others, Phyllis began photographing in her make-shift 
studio… her dining room!  She quickly discovered the challenges of 
photographing young children in the studio when, in 2009, a friend asked 
her to do her daughter’s senior portraits. “We did studio images and 
images in the Fort Worth Stockyards. I quickly realized how enjoyable it 
was to work with teens and seniors who could take direction and would be 
still,” she explains.  

Just two years into her journey, Phyllis was a professional photographer.  
“I continued my commitment to learn…even if just a little at a time.  I was 
really inspired by photographic competition and entered my first image 
at the monthly competition in the guild. It won First Place.  This was 
even more special because Trey and Elizabeth were that month’s speakers 
and judges.  My first instructors at Texas School chose my image!” she 
remembers, fondly.

“Photographic Competition provides insightful feedback and an honest 
appraisal of your images from top tier photographers who are there to help 
you grow.  By taking that evaluation and applying the suggestions to my 
work, I grew as an artist.  This is why I continue to enter my images.”

Phyllis also happened to earn a top award for one of her images in her first 
time entering the TPPA Annual Photographic Competition.  “I was not 
even sure how to fill out the forms to enter,” she laughed.  

There was no denying she was headed for bigger and better things. In 
2010, she earned her CPP and passed the exam on her first try.  Still, 
Phyllis embraced image competition. “My father was an artist who worked 
with water colors.  I loved the way he could mix the colors to produce the 
variety of hues to create his paintings.  I regret that he did not live to see 
my career take off in photography because he could have provided me with 
so much insight.  I do believe I am channeling his talent and gift when I 
am working on my images.  I love doing digital paintings for competition.” 

As Phyllis continued entering images, her confidence increased and she 
ultimately earned her Master of Photography degree from PPA.
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A few years ago, I asked Phyllis to speak at one of our Texas PPA events.  
She of course told me, “I will never be a speaker.”  As you might guess, 
she discovered her love of teaching and sharing with others and in 2019 
received her Photographic Craftsman degree from PPA. “Now, I even have 
people reaching out to me to mentor them,” she says.

“Looking back, Texas PPA provided me with a pathway to success that I 
would have never imagined.  I’m so grateful that TPPA is there looking 
out for photographers, to pat you on the back and to encourage you along 
the way.  I have this community of support that I would have never met 
if it were not for Texas PPA. I love that there are so many friendly people 
who are so willing to help.”  

When asked about her advice to others, Phyllis said, “I try to attend every 
event that Texas PPA offers.  Of course, you have to budget for your 
continuing education and put a little away every month,  but this is where 
you go to stay current and to get refreshed. If you are new to Texas PPA, 
go to the events and don’t hide in the background. Talk to everyone and 
introduce yourself to those you recognize from social media. They will be 
flattered.  Walk up to groups and make yourself known.”

The Mother of the Bride who never thought she would be a professional 
photographer, who only wanted to support her photography habit, 
who would never enter image competition, and who would never be 
comfortable speaking in front of a group... has come full circle.  

Phyllis Kuykendall credits Texas PPA for providing access to opportunities 
for success. Through various Texas PPA speakers and events, she applied 
the knowledge she gained and she saw her sales double every year during 
her first five years in business.  She gained confidence through success in 
photographic competition.  She built a network of friends and colleagues 
which fosters a successful mindset and an atmosphere of encouragement.  
She took the opportunities to give back and discovered her love of 
teaching.  

This is what Texas PPA has been doing for photographers for over 120 
years.  The limits to what you can accomplish are boundless. Perhaps it is 
time to decide whether or not you want to pursue your own dreams. What 
can Texas PPA do for you?

Founded in 1898, Texas PPA (Texas Professional Photographers 
Association) has served as the voice of professional photographers 

and photographic enthusiasts and has set the standards for photographic 
education for generations.

Our mission at Texas PPA is to provide all photographers with an 
opportunity for success regardless of their professional aspirations, 
creative desires, or personal interest in the craft of photography. The fact 
is, there are as many ways that one can experience a lifetime love for 
photography as there are photographers with cameras.

TPPA is a Non-Profit Association - We serve professional 
photographers and photographic enthusiasts from across the US and 
beyond. Consider this: We are member run and member led! This is 
exciting because our entire leadership team are also members. They are 
elected by members to oversee the activities of the association and to 
serve the entire membership.

Everything we do at TPPA is done to provide our members an 
outstanding experience and to help them become better photographers, 
better small businesses and better connected.

Texas PPA is a Leader in Education - We go above and beyond to 
provide innovative and inspiring opportunities for photographers to 
improve their photographic skills. We welcome working pros, serious 
enthusiasts, students enrolled in the study of photography and casual 
amateurs. From intensive classes at our Texas School of Professional 
Photography to our open arms concept with the iHeart Photography 
Conference & Expo to our year-round programs that make up our TPPA 
Events, TPPA has something for photographers of all skill levels.

Texas PPA is Fun - One thing is for sure, TPPA events are fun. From 
the camaraderie created on our photo outings to the legendary parties 
at Texas School, TPPA members have a great time. It is building 
friendships, breakthrough conversations that take place in small groups 
and building those important connections with vendor partners that are 

What Is Texas PPA?

at the heart of a TPPA Event. Ask any member who has been to a TPPA 
event and they will tell you that those are the reasons why they continue 
year after year.

Texas PPA is Affiliated - The Texas Professional Photographers 
Association is the largest state affiliate of the Professional Photographers 
of America with over 1200 of top photographers in Texas plus over 45 
other states around the country. Our affiliation with PPA helps us bring 
in speakers from all over the US and opportunities for us to provide 
our members with PPA Merits that are earned toward the various PPA 
degrees.

Texas PPA is Value - With so much live and hands-on education and 
strategic networking opportunities along with a subscription to The 
Photographer magazine, you might think that is more than enough for 
your $120 a year membership. But at TPPA, we go above and beyond to 
create added value to your membership. 

For 2022, we offer the Arlington Camera and Precision Camera Store 
Discount Cards which save our members 20% on camera bags, tripods 
and filters. We also introduced our partnership with PhotoBiz to 
provide members with a 50% savings on a new website. We continued 
our partnership with Office Depot and Office Max which generated 
wonderful savings for TPPA Members. The savings you get from any of 
these programs are enough to more than pay of a year’s membership!

Join TPPA today and... 
     1) Get connected to a network of over 1200 photographers who are  
          ready to help you
     2) Get instant access to member resources including training and      
          tools to grow your craft
     3) Study with some of the top photographic instructors in the country  
          and start seeing immediate results

I look forward to sending you a TPPA Membership packet and seeing 
you at a TPPA Event very soon.

Steve Kozak
TPPA Executive Director
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