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Chapter One. Using Hot Shoe Flash
Like a Pro

If You Hate the Way Photos Look with Flash, You’re Not Alone



SHUTTER SPEED: 1/15 SEC F-STOP: F/9 ISO: 100 FOCAL
LENGTH: 55MM | PHOTOGRAPHER: SCOTT KELBY

If you’ve taken a photo with your camera’s pop-up flash, you're
probably wondering how camera manufacturers list pop-up flash as a



feature and keep a straight face. It's probably because the term “pop-
up flash” is actually a marketing phrase dreamed up by a high-
powered PR agency, because its original, more descriptive, and more
accurate name is actually “the ugly-maker.” You'd usually have to go
to the Driver’s License Bureau to experience this quality of
photographic light, but luckily for us, it’s just one simple push of a
button, and—BAM—harsh, unflattering, annoying, blinding light fires
right into your subject’s face. Seriously, does it get any better than
that? Actually, it does. You just have to get your flash off your camera.
Now, the first time you actually use pop-up flash and you see the
quality of light it creates (and by “quality” | mean “a total lack
thereof”), you’ll be tempted to do just that—rip that tiny little flash right
off the top of your camera (I’'m not the only one who did that, right?). |
have to figure that camera manufacturers include a pop-up flash on
most camera models to do one thing and one thing only: spur sales of
dedicated off-camera flash units (which are actually fantastic).
Because as soon as you see the results from your pop-up flash, you
think, “There has just got to be something better than this!” or maybe
“I must be doing something wrong,” or “My camera must be broken,”
or “This camera must have been stolen from the Driver’s License
Bureau.” Anyway, this chapter is for people who figured there must be
something better, and if someone would just show them how to use it,
they could love flash again (not pop-up flash, mind you, but off-
camera flash, which is a gas, gas, gas!).



Seven Things You’ll Wish You Had Known...
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(1) Here’s how this book works: Basically, it's you and me together
at a shoot, and I'm giving you the same tips, the same advice, and
sharing the same techniques I've learned over the years from some
of the top working pros. When I'm with a friend, | skip all the technical
stuff, so for example, if you turned to me and said, “Hey Scott, | want
the light to look really soft and flattering. How far back should | put
this softbox?” | wouldn’t give you a lecture about lighting ratios or
flash modifiers. In real life, I'd just turn to you and say, “Move it in as
close as you can to your subject without it actually showing up in the
shot. The closer you get, the softer and more wrapping the light gets.”
I’d tell you short and right to the point. Like that. So that’'s what | do.

(2) There are extra tips at the bottom of a lot of pages and
sometimes they relate to the technique on that particular page, and
sometimes | just had a tip and needed to fit it somewhere, so | put it
on that page. So, you should probably at least take a quick glance
anytime you see a tip box on the bottom of a page—ya know, just in
case.
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How Content-Aware Fill Works (Softening Window Light)

(3) Sometimes you have to buy stuff. This is not a book to sell you
stuff, but before you move forward, understand that to get pro results,
sometimes you have to use some accessories that the pros use. |
don’t get a kickback or promo fee from any companies whose
products | recommend (rats!). I'm just giving you the exact same
advice I'd give a friend.

(4) 1 wound up making you some video tutorials. Some of the
post-processing stuff for some of the shots is kind of hard to explain
with just text, so | made some videos for you that show exactly what
was done. Luckily none of it is hard — you’ll be able to do every
single thing | teach you because the videos are all simple, clear and
step-by-step. | use Lightroom a lot (it's my main tool), but sometimes |
have to use Photoshop (if you're a Photoshop Elements user, you
won'’t be left behind—nearly everything | show in a video can also be
done there, too). Also, if you use Photoshop’s Camera Raw plug-in
(instead of Lightroom) that’s okay because Lightroom has Camera



Raw built right in (it has the same sliders, in the same order, that do
the same exact things). | put up a webpage with all the videos and
links to any gear | mentioned, and this was all created expressly for
this book, and exclusively for you my awesome, awesome reader and
new best friend in the whole wide world. Here’s the link:
http://kelbyone.com/books/bestof (but turn the page, you’ve still got a
few more important things to go!

Two More of Those Things

Chapter Nine
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(5) If you’re shooting with a Sony or Olympus or a Fuji digital
camera, don'’t let it throw you that a Canon or Nikon camera is
pictured. Since most people are shooting with a Canon or Nikon,
you'll see both (although | shoot primarily Canon cameras and lenses
these days), but either way—don’t sweat it—most of the techniques
in this book apply to any digital SLR camera, and even many of the
point-and-shoot digital cameras, as well.
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(6) WARNING: The intro page at the beginning of each chapter is just
designed to give you a quick mental break, and honestly, they have
little to do with the chapter. In fact, they have little to do with anything,
but writing these quirky, off-the-wall chapter intros is kind of a tradition
of mine (I do this in all my books), but if you’re one of those really
“serious” types—I'm begging you—skip them because they’ll just get
on your nerves. By the way, if you somehow are into these quirky
chapter intros, | made an entire eBook of nothing but my favorites
compiled from all my books, and it’s called Buy This Book of Chapter
Intros Even Though You Won’t Learn Anything. 100% of the profits
from the sale of the eBook goes to support the Springs of Hope
Orphanage in Kenya, which is an orphanage that was built from the
ground up with the gracious support of people who read my daily blog
and take part in my annual Worldwide Photo Walk. You can find it on
Amazon for the Kindle or Apple’s iBook Store. You'll really dig it (or
hate it with the passion of a thousand burning suns), but either way,
you're helping some orphans so you still get lots of good Karma and,
in the end, everybody makes out (stop snickering! You know what |
meant).



One Last Thing

(7) Keep this in mind: This is a “show me how to do it” book. I'm
telling you these tips just like I'd tell a shooting buddy, and that
means, oftentimes, it’s just which button to push, which setting to
change, where to put the light, without all the technical explanations. |
figure that once you start getting amazing results from your camera,
you’ll go out and buy one of those “tell me all about it” camera or
lighting books that goes into all that technical stuff and you’ll learn
terms like “chromatic aberration” and “lens diffraction” and “hyper
focal distance.” | truly hope this “best of” collection ignites your
passion for photography by helping you get the kind of results you
always hoped you’d get from your photography. Now pack up all your
gear, it's time to head out for our first shoot.



Pop-Up Flash: Use It as a Weapon

The pop-up flash built into your digital camera is designed to do one
thing: give you the flattest, harshest, most unflattering light modern-
day man has ever created. Here are some of the reasons to avoid
using that flash: (1) The face of the pop-up flash itself (where the light
comes out) is very, very tiny and the smaller the light source, the
harsher the light it produces. (2) Since the flash is positioned right
above your camera’s lens, you get the same quality and angle of light
that a miner gets from the light on the front of his helmet. (3) Using a
pop-up flash is almost a 100% guarantee that your subject will have
red eye, because the flash is mounted so close to, and directly
above, the lens. (4) Because the flash hits your subject straight on,
square in the face, they tend to look very flat and lack dimension all
around. (5) You have little control over the light, where it goes, or how
it lands. It’s like a lighting grenade. These are the reasons so many
people are disappointed with how their shots look using their
camera’s flash, and it's why using your pop-up flash should be
absolutely, positively a last resort, only done in the most desperate of
situations (okay, it can do a somewhat decent job if you’re shooting



outdoors, your subject has the sun behind them, and you need a little
light so they’re not just a silhouette). What should you use instead?
That’s on the next page.

Q Lowering the Power of Your Pop-Up Flash

Most cameras let you lower your pop-up flash’s power to
use it as a fill flash. On a Nlkon, hold down the flash mode
button, then turn the sub-command dial so you see a

negative number in the control panel on top. On a Canon,
press the ISO/flash exposure compensation button, and
turn the quick control dial until you see a negative number
in the top LCD.

The Advantages of a Dedicated Flash

If you want to get pro-quality results from using flash, you’re going to
need to get a dedicated flash unit (like the one shown above). What
makes these dedicated flashes so great is:



(a) You can aim the flash in different directions (a pop-up flash just
blasts straight ahead);

(b) You can angle the flash upward (this is huge—you’ll see why later
in this chapter);

(c) You can take this flash off your camera to create directional light;

(d) Even when mounted on your camera, because it's higher, you'll
get less red eye;

(e) You get control, a more powerful flash, and most importantly, a
better quality of light.

Best of all—today’s dedicated flashes do almost all the work for you.

0 If you Don’t Already Own a Dedicated Flash

Nikon and Canon both make really great, pro-quality
dedicated flashes (we call them “hot shoe flashes”
because they’re designed to sit in the hot shoe flash

mount on top of DSLR cameras). But, if you’re not sure
you want to plunk down a few hundred bucks for a Nikon
or Canon entry-level flash, you might want to consider a
Yongnuo YN-560 |V flash for around $71. They actually
work well and do a pretty darn good job.




The Pro Look: Get It Off-Camera and Soften It

There are really just four things you need to do to get professional-
looking images using a dedicated flash, and the two that are the most
essential are: (1) you’ve got to get that flash off the top of your
camera, so you can place it where it's much more flattering for your
subjects (which you’ll learn in a minute, and there are a number of
ways to do just that), and (2) you’ve got to find a way to soften and
diffuse the light from the flash to make it beautiful (and there are a
number of ways to do that, as well). Otherwise, these flashes create
really bright, really harsh, really unflattering light. So, just so you
know going in, these are the two hurdles we’re going to focus on,
because they pretty much are the key to great-looking flash images. If
you keep that in mind (and don’t overthink everything), the whole hot
shoe flash thing becomes pretty easy and fun. Remember: Our goal
is to get the light off the top of the camera, and then make it soft and
beautiful. That's what the rest of this chapter is about.



o The Paid-Gig Flash Insurance Policy

If you’re hired to do a paid gig, you want to make darn
sure you have a backup flash, because if, for whatever
reason, your first flash dies, at least you can grab the
backup. You also want to make sure the flash you use as

a backup is the same make and model as your main flash.
That way, if you suddenly have to switch flashes in the
middle of the shoot, you're not trying to figure out how it
works, or what the settings should be, or anything else
that might freak you out because you’re not used to
working with that model of flash.




Using Pop-Up Flash as a Trigger

If your DSLR camera has a built-in pop-up flash, you can configure
that pop-up flash so it doesn'’t light your subject, but instead sends
out a dim, mini pre-flash that fires your big dedicated flash wirelessly
(and you don’t have to worry about your flash sync cord breaking or
getting lost. In fact, you don’t have to worry about dealing with cables
at all). However, for this to work, the dedicated flash has to be able to
“see” the mini pre-flash from your pop-up flash (that’s why this type of
wireless flash triggering is called “line of sight"—if the dedicated flash
can’t see the light from the pop-up flash, it won't fire). This won'’t ever
be a problem until the one time where you really, really need it to fire,
which is why there is a second way to fire your flash wirelessly (on
the next page).



o How to Use Your Hot Shoe Flash’s Modeling Light

Most hot shoe flashes don’t have a continuous modeling
light, but can create a temporary one. For Canon flashes,
turn it on by pressing-and-holding the custom function
setting button until its icon shows on the flash’s LCD.

Then, turn the Select Dial and select the Modeling Flash
(Fn 02) function. On a Nikon flash, press the Menu button,
scroll down to Flash/Modeling, and press OK. Scroll to
Modeling and press OK again. You fire it (sending a series
of very fast flashes at your subject) by pressing the Test
Firing button.




Using a Wireless Triggering System

You can consistently fire your wireless flash using a wireless
triggering system (these work the best and, of course, they’re the
most expensive). There are two parts to this: (1) a wireless flash
transmitter (which sits in your camera’s hot shoe flash socket on top
of your camera) and (2) a wireless receiver that attaches to a small
socket on your dedicated flash itself with a very small utility cable
(only a few inches long). This used to be a very expensive
proposition, but today you can buy a decent set (both a transmitter
and a receiver) for around $75. That’s a steal. Just a few years ago, it
was more like $400. What's great about these is they’re not line of
sight. These are real radio transmitters, so you can put them
wherever you need them, even a few hundred feet away, and they’'ll
still fire every time. The downside: you change the power of the flash
by walking over to the flash and turning the power up/down (although
there are some transmitters that will let you change power from the
transceiver itself).



“Drag the Shutter” to See More Background

Like | mentioned, there are four big things the pros do to get beautiful
quality light (and professional-looking images) from their dedicated
flash units. One, you’ve already learned, is getting the flash off the
camera so you can create directional light. The second is to set up
your flash so it blends in with the available light already in the room,
so the background behind your subjects looks natural. Without using
this technique, you’ll get what everybody else gets—the background
behind your subjects turns black, they look harsh, and the shot will
look pretty awful, which is why most people hate flash shots. The
technique is called “dragging the shutter,” and what you’re doing is
slowing down your camera’s shutter speed so it allows in the existing
light, then your flash fires to light your subject. Although this sounds
complicated, it’s incredibly simple. First, set your camera to shoot in
program mode. Then, aim at your subject and hold the shutter button
down halfway, so your camera takes a meter reading of the scene.
Look in your viewfinder and see the f-stop and shutter speed your
camera chose to properly expose your subject, and remember those
two numbers. Now, switch to manual mode and dial in those same
two numbers. If the camera showed a shutter speed of 1/60 of a



second, to drag the shutter you’d need to use a slower shutter speed,
right? So try lowering the shutter speed to 1/15 of a second and take
the shot. Don’t worry—your subject won’t be blurry, because when
the flash fires it will freeze your subject. You'll be amazed at what just
lowering the shutter speed like this will do to the quality of your flash
photos.



How to Soften the Light from Your Flash

Okay, so you've used all the tricks we’ve covered so far, and your
flash photos look better, but there’s still a problem. The light is still
harsh because the flash itself is very small, and the smaller the light
source, the harsher the light. To get softer, more flattering light, you
need to make your light source larger. There are a number of different
tricks for doing this, and each pro does it differently, but they all use
tricks to soften and diffuse the light from their flash (it's the third thing
[and second most essential one] to do to get professional-looking
light from your dedicated flash). Probably the quickest and easiest
way to soften the light is to snap a diffusion dome cap over the end of
your flash (like the one shown above). Considering how small and
light it is, it does a pretty decent job. Once this cap is on, you aim
your flash head upward at a 45° angle and it takes care of the rest.
Some Nikon flashes come with a diffusion dome but for Canon or
other flashes, you can buy a diffusion dome separately, and the one |
recommend is the Sto-Fen Omni-Bounce, which does a great job and
is a favorite with pro wedding and event photographers (it sells for
around $10 at B&H Photo). Note: Adding this diffusion dome works



great indoors, but outdoors where there’s really nothing much for the
light to bounce off of, it doesn’t do much at all.

o When Not to Use a Diffusion Dome

There are times when you don’t want a diffusion dome on
your flash, and it’s not just when you want hard, edgy

light. For example, if your flash is far away from your
subject, take the dome off, because when you're back that
far, it drains your batteries much faster, and since the light
is far back, it's going to spread and soften a bit anyway.




Make It Softer Light by Bouncing It

Another popular way to soften the quality of your light is to bounce it
off a ceiling. This does three wonderful things: (1) When your small,
direct flash of light hits the large ceiling, it spreads out big time, so the
quality of the light that falls back onto your subject is much wider and
softer, taking the harshness out of your flash and giving you better
quality light. (2) Because the light is coming from above, it's no longer
that one-dimensional, straight-on flash—now it’s directional flash,
which creates nice shadows and lots of dimension for your subject’s
face, and as a bonus (3) it keeps you from having harsh shadows on
the wall behind your subject. Because the light is coming from above
(down from the ceiling), the shadows appear on the floor behind your
subject, instead. Plus, because the light is softer, the shadows are
softer, too. So, why don’t we use this technique all the time? Well, (1)
there’s not always a ceiling you can bounce off (sometimes you’re
outdoors), or (2) the ceiling is too high to bounce off of. If the ceiling is
much higher than about 10 feet, the light has too far to travel up and
back, and your subject doesn’t get properly lit. Of course there’s also
(3) the fact that light picks up the color of what it hits, so if the ceiling



is yellowish, your light becomes yellowish, and your subject will
appear yellowish! But, if it's an 8'or 9" white ceiling, you're set.

o How to Stand Back Farther than 10 Feet

If you need to stand back more than 10 feet from your
subject, you can extend the power and range of your flash

by raising your camera’s ISO setting (making it more
sensitive to light). So, if you raise it from 100 to 200 I1SO,
you effectively double the power (and range) of your flash.
Otherwise, you’ll need to remove the diffuser cap from
your flash.




Softbox-Quality Softening from Your Flash

If you want to take this whole softening thing to the next level (quality-
wise), you could buy a small softbox that mounts over your flash, but
the problem is they’re small, so the light doesn’t spread and soften all
that much. So, one really easy way to spread and soften your light is
to shoot your flash directly through a large diffusion panel. These
panels are made of white translucent stretched fabric (usually round
or square with rounded corners like the one you see above), and they
spread and diffuse the light from your flash. Since they’re just fabric,
they’re super-lightweight—they’re designed to collapse down into a
very small, flat size, so they’re easy to take with you (they come with
a small, flat carrying pouch)—and best of all, they’re a bargain! You
can get a Westcott 30" 5-in-1 Reflector (the same one | use), which
includes a 30" diffuser, for around $30 (plus, now you have a great
reflector, as well. Actually, you'll have four reflectors—more on them
later). For the best quality, softest, most flattering wraparound light,
have an assistant (or a friend, spouse, etc.) hold the panel as close to
your subject as possible without it being seen in the photo, and about
1 foot or more in front of your flash. That way, when the tiny light from
the flash hits the panel, it causes the light to spread out dramatically,
which gives you much softer, smoother, more flattering light. (Just



know that the farther away you move the flash, the lower the power of
the light will become, so if you move the flash far away, you’ll have to
increase its power.) If you don’t have an assistant or a friend nearby,
you can clamp your diffuser on a second light stand using a Manfrotto
275 Mini Clip Clamp for around $16. If you want to invest in a pro-
quality diffusion panel, check out Lastolite’s 30" TriGrip Diffuser, One
Stop (with a built-in handle) for around $65.



Rear Sync Rocks (& Why You Should Use It)

o

SO TOSHOE WaRLE

There’s a setting on your camera that will help you get better-quality
photos using flash. In fact, your flash shots will get so much better
that you’ll wonder why this feature isn’t turned on by default (but it's
not—you’ll have to go and turn it on yourself). It's called Rear Sync,
and what it basically does is changes when the flash actually fires.
Usually, your flash fires the moment you press the shutter button,
right? So it does freeze any action in the scene, but it also generally
makes everything solid black behind your subject (like you see in
most snapshots). Changing to Rear Sync makes the flash fire at the
end of the exposure (rather than the beginning), which lets the
camera expose for the natural background light in the room first, and
then at the very last second, it fires the flash to freeze your subject.
Now your background isn’t black—instead, it has color, depth, and
detail (as seen above right), and this gives you a much more
professional look all the way around. In the example above, the shot
on the left is using the normal default flash setting (notice how dark
the background is, and how washed out the flash makes him look).
For the shot on the right, | only changed one single thing—I switched



the flash to Rear Sync. Give it a try and you’ll see what | mean (just
remember to keep the camera still when shooting in Rear Sync
mode, because the shutter stays open longer—enough to expose for
the background. This can create some cool effects if your subject is
moving while your shutter is open, or it can create some irritating
effects if they’re moving and you don’t want them to).



The Fourth Secret to Pro Flash Results

The fourth of the four pro flash tricks is one you can use to make your
flash look like natural light. In fact, if you do it right, most folks won’t
be able to tell that you used a flash at all. Your goal is to create light
from your flash that matches, and blends in with, the current lighting
in the scene (the ambient light) and doesn’t overpower it. Here'’s the
trick: don’t change your f-stop or shutter speed, just lower the power
output of the flash until it matches the available light. To do that, first
get the flash off the camera for directional light, and diffuse the light,
then take a test shot. If your flash overpowers the existing light, go to
your flash unit, lower the output power by one stop, and take another
test shot. Look at the LCD on the back of your camera, and see if the
light from your flash still looks obvious. If it does, lower the power of
your flash another half-stop and shoot another test shot. Keep doing
this (lowering the power and shooting a test shot) until you have just
enough flash to light your subject, and no more. That way, it looks
real, directional, and natural, instead of looking like flash. It might take
you five or six test shots to dial in the right amount of power, but that’s
the beauty of digital cameras: it doesn’t cost anything to do test shots.



o How High to Position Your Flash

So, you’ve got your wireless flash set up, it's on a light
stand (or a friend is holding it for you), and now you're
wondering, “How high up do | put this thing and where do

| aim it?” Position the flash where the sun would be. The
sun is usually up in the sky, aiming down at us, so put
your flash up high, and angle it so it's aiming down at your
subject. If you're inside, pretend there’s no roof.




Using Gels (& Why You Need Them)

The light from your flash is always the same color—a nice, bright,
white. That's great in most circumstances, but what if you’re doing a
portrait of someone in an office, or you're shooting in a locker room or
meeting room? Well, that’s a problem, because the color of the light
from your flash won’t match the color of the lighting in the room. This
is why some flashes actually come with pre-cut gels that slide right
onto the flash to let you change the color of its light. (Note: If your
flash doesn’t come with gels, you can buy a large sheet of Rosco
CTO gel for around $6.50 from B&H Photo. You’ll have to cut it down
to fit over your flash head, but you'll have a huge supply of them. Or,
check out Rosco’s The Strobist Collection Flash Pack, which comes
with 55 pre-cut gels, for around $22.) Amateurs just overpower the
light in the room, but since you now know the pro tricks of how to
balance the light from your flash with the ambient light already
existing in the room, you’ll need to do this. Believe me, for the 20
seconds it takes to slide that gel into place, it's worth it. Use a yellow
gel for balancing your flash color with incandescent light (the
standard light found in homes), and a green gel for balancing



fluorescent lights (found in most office interiors). Just pop that tiny gel
inside your diffusion dome, or tape it to your flash with some gaffer’s

tape, and you're ready to go!

o Don’t Have a Gel? Change Your White Balance

If you're shooting outdoors, and you don’t have a gel to
put over your flash head (to make the color of the flash’s

light look more natural), try this: change your camera’s
White Balance setting to Cloudy. This gives your image an
overall warm feel, and it helps make the light from your
flash look warmer, too!




Using a Second Flash

If you want to add a second wireless flash (maybe you want to use it
as a hair light, or to light the background, or...whatever), it's easy.
When your first flash fires, it automatically triggers the second flash
so they both fire at exactly the same time. Let’s say you want to add a
flash to light your subject’s hair. First, position the flash behind your
subject, but off to the right (if you’re holding your other flash in your
left hand while you’re shooting or have it positioned to the left), as
shown here. This is a perfect time to use one of those Justin Clamps
mentioned in the tip below, so you can clamp your second wireless
flash to anything nearby, or you can position your second flash on a
light stand—just make sure you don’t see the stand, or the flash unit
itself, when you look through your camera’s viewfinder. Set your
second flash to wireless mode. Best of all, you can control the
brightness of this second flash wirelessly from on your camera using
groups (see the tip on page 23).



o Mounting Flashes Anywhere

If you're going to wind up attaching your flash to
something, pick up a Manfrotto 175F Justin Spring Clamp
with Flash Shoe (better known as simply a “Justin
Clamp?). With it, your flash slides into a little plastic hot

shoe on the top of the clamp, which is connected to a
miniature ballhead that lets you position your flash in any
direction at any angle. It also has a large clamp on one
end, so you can clamp it onto just about anything. These
sell for around $61, and once you use it, you'll never go
anywhere without it.




Shooting Sunset Portraits with Flash

First, turn off your flash, then switch your camera to shutter priority
mode (S), and dial in 1/125 of a second (a good, safe sync speed for
our flash). Now, aim up at the sky (but not directly at the sun itself),
and press-and-hold your shutter button halfway down, so your
camera takes a meter reading of the sky. While that button is still held
down, look in your viewfinder to see the f-stop your camera chose,
and remember that number (in the example above, it read /5.6, so
remember that f-stop). Now, switch your camera to manual mode, dial
in 1/125 of a second for your shutter speed, and dial in that f-stop
your camera chose in shutter priority mode (which, in this case, was
f/5.6). Next, position your subject so the sun is behind them. Your job
is to turn your subject into a silhouette against the sky. Luckily this is
pretty easy—just raise the f-stop by a stop or two (our f-stop was
/5.6, so we’ll raise it to f/8) and take a test shot. If your subject isn’t a
silhouette yet, raise it another stop, and take a test shot. Usually
that’ll do it, but you might have to go as high as /16 (or any one of
those fractional f-stops in-between). When you choose a darker f-
stop, the sky gets darker and richer. Once your subject is a silhouette,



turn your flash on, switch it to Manual mode, choose a low power
setting, and take a test shot. If the flash is too bright, try lowering the

power again, then take another test shot. If the flash isn’t bright
enough, raise the power.

o One Way to Deal With the Dark Gradient Shooting
Higher than 1/250

If you shoot at higher than 1/250 of a second and you see

that dark gradient appear on your image, remember you
can crop it away later in Photoshop. That way, you don’t
lose any power, and you don’t drain the batteries as fast
on your flash. Hey, I'm just sayin’.




Shooting Your Flash in Manual Mode

The flash manufacturers won’t be thrilled to read this, but I'm not a
big fan of TTL flash (it uses “through-the-lens” [TTL] metering to give
you a better flash exposure automatically). When it works, it works
really well. The problem is that it doesn’t always work, and you don’t
always know why. That’s why, when | work with hot shoe flash, | work
in Manual mode on the flash (where | raise and lower the power
manually, rather than having the flash make the decisions for me).
For a location shoot, | set my flash to Manual mode, then | start with
my power setting at 1/4-power and do a test shot. If the flash is too
dark, | crank it up to 1/2-power and take another test shot. If it’s too
bright, | drop it to 1/8-power and take a test shot. It normally takes me
just a minute or two to find the right amount of flash to balance with
the existing light in the location I'm shooting, so the light looks
natural. Personally, | think TTL usually makes the flash too bright and
too obvious, so if | have to override it anyway, | might as well just
control the power myself. But hey, that’'s just me—there are people
who love it. The cool thing is, you can try both methods and see



which one fits your style (subliminal message: go Manual and you'll
never go back).

o What Your Flash’s Channels are For

As long as you're by yourself, just you and your flash,
things are good. But what happens if you have a second
(or third) photographer shooting along with you?

Sometimes, the second shooter’s camera would trigger
and fire your flash (and vice versa). That's why your flash
has different channels. You set the channel in two places:
(1) on the wireless flash unit itself, and (2) on whatever
you're using to trigger your flash.




The Advantages of Using Flash in Daylight

Without Flash With Flash

A lot of people ask the question, “Why would | use a flash outdoors in
the first place?” The simple answer is that it usually looks better, but
there’s more to it than that. First, you don’t have much control over
the position of the sun, and oftentimes it’s in the worst place possible
—right overhead. By using flashes outside, you get to create
directional light, unless it's sunset, which is generally prettier light,
although you may need flash to fill in a little. Plus, you get to use the
sun as your backlight, lighting your subject’s hair and giving you a
beautiful rim light around them (just position your subject so the sun
is behind them, if at all possible). Flash offers another benefit over
using just a reflector outside, and that is your subject won’t be
squinting, like they usually do if you light them with a reflector and
send a constant beam of sunlight back at their face.



o Where you Focus Affects your Flash Exposure

Today’s small off-camera flashes adjust their power output
based on the exposure for the shot. Your flash is going to
help make the exposure based on what you focus on in
the photo. So, if you focus on your subject, it's going to try
to give you a proper exposure for your subject; if you
focus on something else, it'll try to light that area instead.
This is why, when using small off-camera flash, you need
to make sure you focus on the area you want to look best.




Get More Control Usmg a Portable Softbox

If you've got a few more bucks to spend, then you can add a small
softbox designed for off-camera flash. There are two big advantages
to using one instead of a shoot-through umbrella: (1) The light is
more contained and directional than with a shoot-through umbrella,
so it's easier to get more dramatic light, since it only goes where you
aim it. (2) They don’t seem to blow over as easy when using them
outdoors. This is bigger than it sounds, because umbrellas catch the
wind like you can’t believe, and even the slightest wind can send the
whole thing (umbrella, stand, and your flash) crashing over. Here, |
used the Lastolite Ezybox. | like that it's so small and portable—it
collapses down to a small round shape (like a reflector)—and it sets
up without having to use steel rods, so it only takes two minutes. You
can also have a friend (bridesmaid, assistant, etc.) hold the flash and
Ezybox using a special accessory, a small (24" tall), lightweight,
handheld stand with a handle on the bottom, turning your friend into
what has become known in flash circles as a VAL (the acronym for a
voice-activated light stand). Plus, | love the quality of its sofft,
directional light. | use the 24x24" size.



o Using Gels to Get That Sl Look

There’s a very cool trick you can do using just a yellow gel
that | learned from Sports lllustrated photographer Dave
Black. You have to do two things: (1) set your camera’s

white balance to Tungsten, then (2) pop a yellow gel onto
your flash. You want to shoot this near dusk. The
Tungsten white balance setting makes the sky look moody
and blue, but the yellow light (from the gel on your flash)
hits your subject with a warm light.




Typical Power Settings for Your Flash

If you're using your flash indoors, or outdoors in anything other than
bright daylight, you’ll be running your flash 99% of the time at less
than half-power. In fact, you'll probably be often running it at 25%
power (I’'m sometimes at 1/8 or 1/16 power during a typical shoot).
Why so low? Because the idea is to balance the light from your flash
with the existing light already in the room (or already available
outside), so you usually want just a little bit of flash (or your flash will
look like flash). The goal is to make your flash look like natural light,
so your power setting will probably stay real darn low.




o What your Flash’s Groups are For

If you want to control your wireless flashes independently
of each other, then you need groups. So, let’s say that you
have one flash lighting your subject and one lighting the
background. You'll want to control their power individually,

so you can turn one down without turning the other down,
as well—you’d assign one flash to Group A and one to
Group B. You can have more than one flash in each group
(all flashes in a group move up/down in power together).
You assign groups on the flash unit itself.




Making the Light Even Softer

Here, we’re using our flash with an Impact Quikbox pop-up softbox,
but we’re also holding a Westcott diffuser in front of the softbox, so
the light is actually firing through two diffusers before it reaches our
subject. The lens is a 70-200mm /2.8 and I'm zoomed in tight to
around 120mm with my f-stop at f/5.6. | wanted the background to be
just a little out of focus (to help separate her from the background),
but still wanted you to be able to see the railings behind her. We're
shooting in the shade, so | had to increase the ISO to 200 to get my
shutter speed up to 1/160 of a second to handhold. The diffuser on
the front of your softbox is designed to spread and soften the light,
but what if you take a test shot and you don't think it's quite soft
enough? Well, the first thing you’d do is move the softbox as close as
you possibly can to your subject without actually seeing it in the shot
because the closer the softbox is to them, the softer the light will be.
What if you do that and it’s still not soft enough? Well, you diffuse it
some more by adding another diffuser. It's around $20 to pick up a



handheld diffuser like this and it creates really soft light. Of course,
when you shoot through two diffusers, you’re going to have to turn
the power of your flash up a bit so the same amount of light gets all
the way through both. Here, | started with my power setting at 1/4-
power (my usual starting place), but once | added the second diffuser,
| had to increase the power to 1/2-power to get the same amount of
light. | finished it off with the standard portrait retouching stuff
(removing minor blemishes, brightening eyes, etc.). A note about the
composition: If you look directly behind our subject in the inset, you
can see a lot of bright natural light back there. When | first composed
the shot, | could see that behind her and it really drew my eye, so |
moved a step or two to the left and recomposed the shot so | wouldn’t
see those distracting bright areas. Something to keep in mind: the
background matters.



The “Instant Black Background”

We’re out on the street downtown and we’ve set up my flash lighting
with the Impact QuikBox. The settings for this particular outdoor shoot
are very different than usual because we’re trying to do something
very different: make a regular daylight background turn solid black.
I’m shooting my 70-200mm /2.8 lens (that part is pretty much the
same as always), but my f-stop is set to f/22. My ISO is set to 100
and my shutter speed is 1/250 of a second. The name and idea for
this technique comes from my buddy, UK-based photographer and
trainer Glyn Dewis. The idea is you set your camera’s settings so that
so little light comes into the camera that when you take a shot, all you
get is a solid black image. Then, when you turn on your flash at full
power, the only thing you’ll see in your image is whatever is lit with
the light from that full-power flash—that’s all that lights your subject.
There are three things we can do to limit the light that reaches our
sensor: (1) Raise the f-stop. In my case, my lens only goes to /22,
but some go to f/32. The higher the number, the darker your scene



will be. (2) Lower your ISO to its lowest setting. The lower the
number, the less your camera is sensitive to light. (3) Raise your
shutter speed to 1/250 of a second (that’s the highest normal sync
speed for most hot shoe flashes, but at that speed it lets in the least
amount of existing light. Now, you may not need to do all three of
these to create a solid black image, but you’ll know it’s right when you
take a photo and there’s no image, just solid black. That’s your cue to
turn your flash on at full power. Thanks to Glyn for this awesome
technique. | finished it off with just standard portrait retouching stuff
(removing blemishes, brightening the eyes, and so on) and, of
course, sharpening with the Unsharp Mask filter in Photoshop (I used:
Amount 120%, Radius 1, Threshold 3).



Chapter Two. The Truth About Lenses

Which Lens to Use, When, and Why



SHUTTER SPEED: 2.5SEC F-STOP: F/8 ISO: 100 FOCAL
LENGTH: 31MM | PHOTOGRAPHER: SCOTT KELBY

One of the questions | get asked most is, “Which lens should | buy
next?” Of course, | have to ask a question of my own before | can



answer that question, and that is, “How stable is your marriage?” |
ask that because if you have a really stable marriage—one that'’s
based on trust, caring, compassion, and a healthy fear of handguns—
it's entirely possible that it can endure having one of you become a
serious photographer. Otherwise, | refuse to answer the lens
question, because having a serious photographer in the family is
going to seriously test the strength of your marriage. For example,
there will come a day when you’ll be faced with the decision of
whether to get that new super-sharp, fast f/2.8 lens or to stay married.
That’s because, in most marriages, one spouse controls the funds,
and it should never be the spouse that’s into photography, because
there will come a day, mark my words, when you’ll be holding your
mortgage payment book in one hand and the B&H Photo catalog in
the other, and you're going to be faced with a moral dilemma that will
test the very mettle of your commitment to your spouse, family, and
friends. You'll start to ask yourself crazy questions like, “How would
we do living on the streets?” and “Would our friends sneak us food?”
and “l wonder if they’ll throw in a free polarizing lens?” These are not
the kinds of questions you want to be asking yourself at this stage of
your life (by the way, the more expensive the lens, the more free stuff
you should try to get thrown in). Anyway, if one day you’re faced with
one of these really tough decisions, I'll give you the same advice |
gave my own daughter, “Honey, you can always find another
husband, but a great sale on some really fast glass only comes along
once in a lifetime.” (I didn’t say those exact words, but it was definitely
implied.)



When to Use a Wide-Angle Lens
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A regular wide-angle lens (as opposed to a “super wide”) is around
24mm to 35mm, and it’s just about a must if you’re shooting
landscapes, because the wide aspect takes in more of the scene
(think of how much more wide-screen video takes in—it’s kind of like
that). Wide angle is also very popular for shooting environmental
portraits (the type of images you see in magazines when they’re
doing a feature on a celebrity, politician, or a business exec, where
the portrait takes in a lot of their surroundings). For example, if you're
shooting a fireman in the fire station, with wide angle, you include a
little, or a lot, of a fire truck in the shot, as well. They’re also great
anytime you want to create a view of something—just get in real
close and things get interesting. You can buy wide-angle zooms
(which are what | prefer) that zoom from wide-angle to normal (like a
24—-70mm), or even a super-wide zoom that goes from 12—-24mm. |
GRAB THIS LENS FIRST WHEN...I'm going to shoot landscapes
using a non-full-frame camera body.



When to Use a Fisheye Lens

These are well named, because they give you an incredibly wide,
almost circular view (and the lens itself bulges out like a fish’s eye,
but honestly | don’t know if the lens was named for how the lens
looks, or for how the photo it takes looks). This is definitely a special-
effects lens that you want to use occasionally, because the fisheye
look can get old fast if you use it too much. However, in the right
circumstance, it looks really fascinating (try holding it up high over
your head when you're in a crowd, or at dinner in a restaurant, and
shooting straight down). One thing about fisheye lenses is that they
do distort the horizon line quite a bit. For the minimum amount of
distortion, try to keep the lens level in front of you, but if you want
more creative looks, then all bets are off—just have fun with it. |
GRAB THIS LENS FIRST WHEN...I'm going to be in a crowd, when



I’m shooting up high in a sports stadium and want to take the whole
thing in, or when I’'m shooting skyscrapers and want to get them all.



When to Use Super-Fast Lenses

If you want to shoot indoors without using flash (like in a church,
museum, theater, or anywhere flash and/or tripods aren’t allowed),
then you need a really fast lens (which just means a lens whose f-
stop goes to a very low number, like /1.8 or, better yet, f/1.4. The
lower the number, the lower light you’ll be able to shoot in without
using a tripod). Here’s why this is so crucial: when you shoot in a dark
place, the only way your camera can make a photograph is to slow
down your shutter speed, so more light makes its way into your
camera. That’s not a problem if your camera is mounted on a tripod,
because it's perfectly still, however, if you’re handholding your
camera (which is going to be the case in almost every church,
museum, etc.), and your shutter speed falls below 1/60 of a second,
you're going to have photos that look okay on the back of your
camera, but when you open them later on your computer, or have
them printed, they will be incredibly blurry and basically unusable. So,
by setting your camera to /1.8 or f/1.4, you'll be able to handhold in
lots of places and have sharp, clear images where normally they’d be



blurry as heck. In this case, less (a lower number) is more. | GRAB
THIS LENS FIRST WHEN...I'm shooting a wedding.

o If You’re Really Serious about Getting Sharper
Images, Try this Trick!

You can use the same technique sharpshooters (with
rifles) use to minimize any movement while firing—they

hold their breath. That’s right. When handholding, some
pro photographers only shoot after they exhale (or they
take a deep breath and hold it, then shoot). This
minimizes body movement, which minimizes camera
shake.




When to Use an “All-in-One” Zoom
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The most popular Nikon and Canon lenses are their 18—200mm
zooms, because they do it all. They go all the way from a nice wide
angle to a tight telephoto and you never have to change lenses at all.
Best of all, they’re compact, pretty lightweight, and relatively
inexpensive compared to some of the more expensive zooms with a
smaller range. These are ideal lenses for travel photography (where
you don’t want to lug a camera bag around with you all day), or for
photo walks, for city shooting, and even for landscapes you'll be
shooting on a tripod. | have one of these 18-200mm lenses and,
honestly, | love mine dearly. Now, you will see some photographers in
forums online saying that these lenses are basically beneath them,
because they’re not as sharp as they could be, or they’re not as
rugged as the more expensive lenses, etc. Don't let that throw you. |
don’t know a single photographer that actually has one of these that
doesn’t love it, mostly because when it’s on your camera, you're
never going to say, “Oh, | missed that shot because | didn’t have the
right lens,” because it does it all in one lens. As for quality, | have a
30x40" print of a photo | took with that lens while on vacation, framed,



and hanging in my home. Everybody loves it, and it looks perfectly
sharp and crisp all the way through. | GRAB THIS LENS FIRST
WHEN...I'm going on vacation.

o How to Clean a Lens

It's important to clean your lenses before shooting, and
anytime you see a little “junk” on your lens. You can use a

simple lens cleaning cloth, but it's best to first start by
blowing any junk off the face of your lens using a little
hand-squeezed blower bulb.




Using a Teleconverter to Get Even Closer
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| talked briefly about teleconverters back in part 1 of this book series,
because they’re such a handy and relatively inexpensive way to get
you in tighter to the action. What these do is zoom your whole lens in
a little closer, usually either 1.4x closer, 1.7x closer, or even 2x closer
(though | only recommend the 1.4x teleconverter, because the quality
doesn’t change noticeably like it does with a 1.7x or 2x extender). As
long as you buy a quality teleconverter (both Nikon and Canon make
very good ones), there’s only one potential downside, and that is you
lose around one stop of light for a 1.4x (more for higher ones). So, if
the lowest number your lens would go was /2.8, when you add a
teleconverter, now the lowest number is /4. | say potential downside,
because if you shoot in broad daylight, losing a stop of light isn’t a big
problem for you. But, if you shoot under stadium lighting at night, then
it's a problem, because you can'’t afford to lose that stop of light—it
might mean the difference between sharp shots and blurry
movement. | GRAB A TELECONVERTER FIRST WHEN...I'm
shooting sports or wildlife in bright daylight.



o Teleconverters Don’t Work with Every Lens

Before you buy a teleconverter, make sure it works with

your lens—not every lens will work with a teleconverter.
Look on the order page for the teleconverter and it will
usually list the lenses that it either will or won'’t work with.




Lenses with VR or IS Built In
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Lens manufacturers know that people have a hard time handholding
their cameras in low-light situations, so they started adding features
that automatically help keep the lenses from moving, so you get
sharper shots in low light. Nikon calls their brand of this “anti-
movement” technology VR, for Vibration Reduction, and Canon calls
theirs IS, for Image Stabilization. They’re both well-named, because
that's what they do—they hold your lens steady for you, so you get
sharper shots, but it really only makes a difference when you are
shooting at a slow shutter speed (you'll get no improvement when
you're shooting in broad daylight, because your shutter speed will be
so fast [which freezes any motion], that there’s no reason for VR or IS
to kick in). What VR and IS do is let you handhold in lower light
situations, so if you wind up shooting a lot in churches, museums,
theaters, and other low-light locations, you should probably keep an
eye out for VR or IS lenses (they usually cost a little more). Also, you
won’t often find this feature in already very fast lenses, like an /1.8 or
f/1.4. One more thing: if you’re shooting on a tripod, you should turn
VR or IS off (there’s a switch on the lens) to reduce any shake
caused by the VR or IS searching for movement.



o Using Active VR for Nikon Users
If you’re a Nikon shooter, your VR lens may have a setting

called Active, and that only needs to be turned on when
what you're standing on is moving (if you're shooting from
a boat, or a moving car, or a suspension bridge, etc.).




The Deal on Lens Hoods
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Besides making your lens look longer and “more professional,” a lens
hood serves two very important roles (one advertised, one not as
much). The first is that the lens hood helps keep lens flare from the
sun, or from a flash, from getting to your lens and washing out your
photos. Most good quality lenses these days come with a lens hood
that is specifically engineered to work with that particular lens. The
other, less publicized, use is to protect your lens from getting
scratched or broken while it's slung over your shoulder as you walk
around. | can’t tell you how many times I've banged my lens against a
chair, the end of a table, even a wall when coming around a corner,
but all | ever hear is the sound of plastic, and it bouncing right off. If |
didn’t have a lens hood, I'm certain | would have had a number of
scratched or broken lenses, but so far—not a one. | keep my lens
hood on all the time. Besides, they look cool (don't tell anyone | said
that). By the way, you can turn your lens hood around, facing back
toward you, when storing it in your camera bag, or when it's not in
use. | GRAB A LENS HOOD...anytime one comes with my lens, and |
keep it on always.



o Why You Might Want to Shoot Macro Indoors

A lot of nature macro photography is actually done
indoors, rather than outside (in most cases, you're going
to be so close in, you don’t have to worry much about
anyone realizing that you’re in a studio). One of the main

advantages of shooting macro indoors is that there’s no
wind—the tiniest bit of wind will make your photos soft
and out of focus. Another advantage is that you can
control the light, and the key to lighting macro shots is to
have nice even lighting across the entire image.




Why Some Lenses Have Two f-Stops (Like f/3.5-
5.6)
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When you see a zoom lens that has two different f-stops, what that
means is that at the shorter range (let’s say it's an 18—200mm lens,
so we’d be talking about when you're at 18mm), the f-stop can go as
low as /3.5, but when you zoom it out to 200mm, the fastest it can go
is 1/5.6. When you're in between the two, the f-stop will gradually
increase (so at 100mm, you might be at f/4). What this tells you is two
things: (1) If you shoot at the wide-angle end (18mm), you'll be able
to shoot in much lower light than you can zoomed in at 200mm (the
lower the f-stop of the lens, the darker light you can handhold your
camera in and still get sharp photos). This also means (2) that this is
a less-expensive lens. Really “good glass” (as it's called) has a
constant aperture (the same f-stop all the way through the zoom
range), so the lens would be at, say /2.8, whether you’re out at wide
angle or zoomed in tight (for example, Nikon’s 70-200 /2.8 VR lens
can shoot at /2.8 whether you're zoomed out at 70mm or zoomed in
tight at 200mm).



o When You Need to Focus Really Fast, Turn the
Focus Limit Switch On

Each time you use autofocus, your lens searches
everything it sees, from a few inches in front of you to
miles in the distance, and then it locks on what it thinks
you're aiming at. This takes just a second or two, but if

what you're shooting is really far away (you’re shooting
sports or a bird up in a tree), you can switch your lens
from Full focus to Limit, which tells it not to even try to
focus on anything closer than around eight feet away.
That way it focuses even faster, so you don’t miss the
shot.




What You Need to Know About Lens
Compression
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You may have heard a lot of talk, especially when it comes to
shooting portraits, about “lens compression” and how different focal
lengths offer different types of lens compression. This is basically
about one thing: the background behind your subject, and how far
away it seems to be. For example, when you’re shooting a portrait of
somebody (or something, like the archway above) at a wide angle,
like 28mm or 35mm, the background is going to look like it's way
behind them. So, if you want it to look like a huge sweeping scene
with lots of depth between your subject and the background, shoot at
a wide angle. However, if you zoom your lens to around 120mm and
shoot the same subject at around the same size (you'll probably have
to take a few steps back, since you just zoomed in), the background
will now look quite a bit closer to your subject (even though your



subject and the background are in the same place). Now, zoom in
even tighter on your subject (to around 200mm), and the background
looks like it's even closer. This is because when you zoom in tight like
this, the compression effect the lens creates makes the distance
between your subject and the background seem much shorter or
more compressed.

O Fixed-Length Prime Lenses vs. Zooms

This is going to send people who want to believe there’s a
big difference into a rage, but I've talked directly with

manufacturers who make both the prime and zoom lenses
themselves, and they’ve told me, point blank, that with
today’s higher-quality zoom lenses, there is no visible
sharpness difference between zooms and primes.




Shoot at the f-Stop You Bought the Lens For

Fast lenses are pretty darn expensive these days (take a look at fast
prime lenses, like the Sigma 85mm /1.4 for Canon, which runs
almost $1,000, or Nikon’s 85mm f/1.4, a hugely popular lens with
wedding and portrait photographers, yet it costs around $1,700). If
you bought one of those lenses (or any fast lens, like a zoom that’s
f/2.8), you didn’t buy it to shoot it at f/8 or f/11. You paid that money
for the /1.4, so when you pull out that lens, you want to be shooting it
at f/1.4. That’s the look, that’s the f-stop, and that’s the effect you paid
for when you bought that expensive lens. So, make darn sure you're
getting your money’s worth by shooting it at the f-stop you bought it
for.



o When to Use the Manual Focus Ring

Most lenses let you turn off the autofocus feature and
manually focus your lens, but a lot of today’s lenses
actually let you do both: start by letting autofocus set your
initial focus, but then override it and tweak your focus
using the manual focus ring (usually found at the far end

of the lens). There are photographers who do this every
time (start with autofocus and then tweak it), but most (like
myself) just rely on today’s excellent autofocus
capabilities to do the work for them. If you want to tweak
the focus yourself using the manual focus ring, just let
autofocus do its thing first, and lock onto your subject
before you start tweaking the manual focus ring.




How to Focus Your Lens to Infinity

If you're going to try to shoot something that’s particularly hard to
focus on (for example, let’s say you're photographing fireworks, or a
lightning storm way off in the distance [and by the way, that’s exactly
where you want to be when photographing lighting—way, way off in
the distance]), then you can set your focus to a setting called “infinity,”
where everything way off in the distance will be in focus. To use this
infinity focus, start by focusing on something visible a little way in
front of you, then switch your lens to Manual focus mode (you do this
on the lens itself—just switch from Auto focus to Manual). Now, turn
the focusing ring on the lens itself (it's usually down closer to the end
of the lens) all the way to the right (on Nikons) or all the way to the
left (on Canons), until you see the infinity symbol («) appear on the
distance scale on the top of the lens. Now you’re focused out to
infinity and things off in the distance will be in sharp focus, even if
they’re too far away to actually focus on (like the moon, or stars, or
Justin Bieber).



o Avoid Sensor Dust from Your Body & Lens Caps

When you take the cap off the body of your camera, and
the rear lens cap off the end of your lens that connects to
the camera (the mount), here’s a great tip to keep junk

(and lint, and other stuff) from getting in either cap: screw
them together. That’s right—turn the two caps so they
face each other, and twist to screw them into each other.
Now nothing gets in there.




When to Use a Macro Lens

Pull out this lens when you want to shoot something really close up.
Ever see close-up photos of bees, or flowers, or ladybugs? That’s
macro. Dedicated macro lenses just do that one thing, but they do it
really well. A couple things about macro lenses: (1) They have an
amazingly shallow depth of field—you can be shooting a flower, and
the petal in the front will be sharp and in focus, and a petal on the
other side of the flower will be so out of focus you can barely make
out what it is. That shallow depth of field is one of the things that |
love about macro lenses, but it's also a challenge when you're trying
to get more things in focus. Try keeping your lens horizontal, and not
angling it up or down, to get a little more depth. Lower your tripod to
the point where you are aiming directly at the subject without tilting
the lens. (2) Any little movement or vibration will mean an out-of-
focus photo, so definitely shoot on a tripod if at all possible. Using a
remote shutter release of some sort, so you don'’t actually have to
touch the camera (possible vibration maker), will also help (more on
these in Chapter 3).



o This is Tripod Territory

Although there are macro lenses that have built-in image
stabilization (IS) or vibration reduction (VR), if you're
serious about macro, you’'ll be serious about how sharp
your images are, which means you seriously need a
tripod. A tripod may well be the single most important

piece of your “making great macro shots” puzzle, so
although you can cut a lot of corners in other areas,
shooting on a tripod is one thing you absolutely, positively
should do. They haven’t yet come up with a built-in
stabilizer that holds a camera as steady as even the
cheapest tripod.

Which f-Stop Works Best for Macro

Is there an f-stop that works best for macro shots? Well, yeah. It's
f/22. Because the depth of field of macro lenses is so shallow
(meaning, the front of that flower you’re shooting can be perfectly in
focus and the petal just one inch behind it can be totally out of focus),
you need to get as broad a depth as possible, and that comes when
your aperture setting is at something like f/22. You could get away
with /16, or maybe even /11, but to get the maximum amount of your
subject in focus, try f/22 (or higher if your lens will allow). The higher
the number, the more of your photo will be in focus.



e\ Focus on the Eyes

In portrait photography, we always focus on the eyes to

get the sharpest image. Same thing in wildlife photos.
Same thing in macro shots of insects or butterflies, or any
little critters that wind up in your viewfinder.

Why You Should Turn Autofocus Off

One of the big challenges of macro photography is getting things
sharp and in focus. You're about to come to one of the things that can
be the most frustrating, and this is using autofocus when you're as
close in on your subject as you are with macro shooting. If | can give
you one tip that will lower your frustration level by a hundred, it’s to
turn off the autofocus on your camera’s lens and manually focus
instead. | know, you hate to give up the autofocus feature because,
honestly, on today’s cameras it’s really amazingly accurate. That is,
until you shoot macro. What will happen is your camera will try to find
a focus point, and you’ll hear the whirring of the lens as it tries to
snap onto something, anything to focus on, and while it's getting
frustrated—so are you. Just switch over to Manual focus, and you'll
both be better off.



o Don’t Touch that Shutter Button!

If you’re going through the trouble of putting your camera
on a tripod (and you absolutely should), you can still get a
“less-than-tack-sharp” photo from the vibration that
happens when you push the shutter button. That’s why,
when shooting macro, you should either use a remote

shutter release (a wired or wireless remote that lets you
take a shot without touching the shutter button on the
camera itself) or use your camera’s self-timer, which takes
the shot for you about 10 seconds after you press the
shutter button, so any vibration caused by your pressing
the shutter button will be long gone.




Chapter Three. Pro Tips for Getting
Sharp Photos

If Your Photos Aren’t Sharp, the Rest Doesn’t Matter



SHUTTER SPEED: 1/200 SEC F-STOP: F/32 ISO: 200 FOCAL
LENGTH: 70MM | PHOTOGRAPHER: SCOTT KELBY

Having photos that are sharp and in focus is so vitally important to
pro photographers that they actually have coined a term for them.



They call them “tack sharp.” When | first heard that term tossed
around years ago, | naturally assumed that it was derived from the
old phrase “sharp as a tack,” but once | began writing this book and
doing some serious research into its history, | was shocked and
surprised at what | found. First of all, it's not based on the “sharp as a
tack” phrase at all. Tack sharp is actually an acronym. TACK stands
for Technically Accurate Cibachrome Kelvin (which refers to the color
temperature of light in photographs), and SHARP stands for Shutter
Hyperfocal At Refracted Polarization. Now, these may seem like
highly technical terms at first, but once you realize that | totally made
them up, it doesn’t seem so complicated, does it? Now, you have to
admit, it sounded pretty legitimate at first. | mean, | almost had ya,
didn’t I? Come on, you know | had you, and I'll bet it was that “color
temperature of light” thing | put in parenthesis that helped sell the
idea that it was real, right? It's okay to admit you were fooled, just like
it's okay to admit that you've taken photos in the past that weren’t
tack sharp (just in case you were wondering, the term “tack sharp” is
actually formed from the Latin phrase tantus saeta equina which
means “there’s horsehair in my tantus”). Anyway, what'’s really
important at this point is whatever you do, keep your spotted
palomino away from anything with a sharp, pointy end used to attach
paper to a bulletin board. That’s all I'm saying.



Getting “Tack Sharp” Starts with a Tripod

There’s not just one trick that will give you the sharp photos the pros
get—it’s a combination of things that all come together to give you
“tack sharp” shots. (Tack sharp is the term pro photographers use to
describe the ultimate level of sharpness. Sadly, we aren’t the best at
coming up with highly imaginative names for things.) So, while there
are a number of things you’ll need to do to get tack-sharp photos, the
most important is shooting on a tripod. In fact, if there’s one single
thing that really separates the pros from the amateurs, it’s that the
pros always shoot on a tripod (even in daylight). Yes, it's more work,
but it's the key ingredient that amateurs miss. Pros will do the little
things that most amateurs aren’t willing to do; that’s part of the reason
their photos look like they do. Keeping the camera still and steady is
a tripod’s only job, but when it comes to tripods, some do a lot better
job than others. That's why you don’t want to skimp on quality. You'll
hear pros talking about this again and again, because cheap tripods
simply don’t do a great job of keeping your camera that steady. That’s
why they’re cheap.



Don’t Press the Shutter (Use a Cable Release)

Okay, so now you're lugging around a tripod, but your photos are
looking much sharper. Not tack sharp yet, but much sharper. What
will take you to the next level of sharpness? A cable release. This is
simply a cable that attaches to your digital camera (well, to most
semi-pro or high-end consumer DSLRs anyway) that has a button on
the end of it. When you press the button, it takes the photo, but
without you actually touching the shutter button on the camera itself.
Why is this such a big deal? It's because, believe it or not, when you
press the shutter button on the camera, it makes the camera move
just enough to keep your photos from being tack sharp. | know, it
sounds like a little thing, but it's bigger than it sounds. Using it is
easier than you might think, and these days most cameras support
wireless remotes, too, and they’re fairly inexpensive. Now, you're
better off getting an electronic cable release rather than one that
presses the shutter button with a plunger-style wire, because, even
though you’re not pressing the button with your big ol’ stubby
vibration-causing finger, it’s better not to touch the camera at all.



@ Forgot Your Cable Release? Use a Self Timer

If you don’t want to spring for a cable release (or wireless
remote), or if you forgot yours, the next best thing is to

use your digital camera’s built-in self timer, which takes
the shot without you touching the camera. If you hate
waiting, then see if your camera allows you to change the
amount of time it waits before it shoots.

Avoid Increasing Your ISO on a Tripod

ISO sensitivity settings
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When you’re shooting on a tripod, even in very dim or low light, don't
increase your ISO (your digital equivalent of film speed). Keep your
ISO at the lowest ISO setting your camera allows (ISO 200, 100, as
shown above, or 50, if your camera’s ISO goes that low) for the
sharpest, cleanest photos. Raising the ISO adds noise to your
photos, and you don’t want that (of course, if you're handholding and
have no choice, like when shooting a wedding in the low lighting of a
church, then increasing the I1SO is a necessity, but when shooting on
a tripod, avoid high 1ISOs like the plague—you’ll have cleaner, sharper
images every time).



@ Breaking the Rules

So what do you do if you can’t use a tripod (e.g., the place
where you’re shooting won’t allow tripods)? In this case, if
there’s plenty of light where you're shooting, you can try

using very fast shutter speeds to minimize handheld
camera shake. Set your camera to shutter priority mode
and choose a speed that matches or exceeds the focal
length of your lens (a 180mm lens means you’ll shoot at
1/200 of a second).

Tuck in Your Elbows for Sharper Shots

Another technique for getting sharper photos when handholding your
camera is to steady the camera by holding it with your elbows tucked
in toward your body. This helps anchor the camera to your body,
keeping it steadier, and giving you sharper photos. This is an easier
change to make than you’d think, and once you see the results, you'll
be glad you did it.



o What to Do if Your Image Isn’t Quite Good Enough
to Print

If you've taken a shot that you really, really love, but is not
as sharp as you'd like it to be, or you don’t have enough

resolution to print it at the size you'd like, print it to
canvas. With its thick texture and intentionally soft look, it
covers a multitude of sins, and images that would look
pretty bad as a print on paper, look absolutely wonderful
on canvas.




Turn Off Vibration Reduction (or IS)
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The big rage in digital lenses these days are the Vibration Reduction
(VR) lenses from Nikon and the Image Stabilization (IS) lenses from
Canon, which help you get sharper images while handholding your
camera in low-light situations by stabilizing the movement of your
lens when your shutter is open longer. If you’re in one of those
situations, | highly recommend these VR or IS lenses, but depending
on which one you use, there are some rules about when you should
turn them off. For example, we’ll start with Nikon. If you are shooting
on a tripod with a Nikon VR lens, to get sharper images, turn the VR
feature off (you do this right on the lens itself by turning the VR switch
to the Off position). The non-technical explanation why is that these
VR lenses look for vibration. If they don’t find any, they’ll go looking
for it, and that looking for vibration when there is absolutely none can
cause (you guessed it) some small vibration. So just follow this
simple rule: When you're shooting on a tripod, for the sharpest
images possible, turn VR or IS off. Now, there are some Nikon VR
lenses and some older Canon IS lenses that can be used on a tripod
with VR or IS turned on. So, be sure to check the documentation that
came with your lens.



o Shoot at Your Lens’ Sharpest Aperture

Another trick the pros use is, when possible, shoot at your
lens’ sharpest aperture. For most lenses, that is about two
full stops smaller than wide open (so the f-stop number

you use will go higher by two stops). Now, this isn’t true
for all lenses, and if that’s not the case with your lens,
you'll find your lens’ sharpest aperture by keeping an eye
out for which aperture your sharpest images seem to
come from.




Zoom In to Check Sharpness

Nikon Canon

Here’s a sad fact of digital photography—everything looks sharp and
in focus when you first look at the tiny LCD screen on the back of
your digital camera. When your photo is displayed at that small size,
it just about always looks sharp. However, you'll soon learn (once you
open your photo on your computer) that you absolutely can’t trust that
tiny little screen—you’ve got to zoom in and check the sharpness. On
the back of your camera there’s a zoom button that lets you zoom in
close to see if the photo is really in focus. Do this right on the spot,
right after you take the shot, so you still have a chance to retake the
photo if you zoom in and find out it’s blurry. The pros always check for
sharpness this way, because they’ve been burned one too many
times. Some of today’s digital SLR cameras even have a quick zoom
option, where you can set a particular amount you want your zoom to
zoom in to. Check your owner’s manual to see if your digital camera
has a custom quick zoom setting.

e\ Handheld Sharpness Trick

Anytime you're handholding your camera in less than
optimal light, switch to continuous shooting (burst) mode

and hold down the shutter release to take a burst of
photos instead of just one or two. Chances are at least
one of those dozen or so photos is going to be tack sharp,
and if it's an important shot, it can often save the day.




Sharpening After the Fact in Photoshop
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If you’ve followed all the tips in this chapter thus far, and you’ve got
some nice crisp photos, you can still make your photos look even that
much sharper by adding sharpening in either Adobe Photoshop (the
software darkroom tool the pros use) or Adobe Photoshop Elements
(the semi-pro version). Now, which photos need to be sharpened
using Photoshop? All of them. We sharpen every single photo we
shoot using Photoshop’s Unsharp Mask filter. Okay, it sounds like
something named “unsharp” would make your photos blurry, but it
doesn’t—the name is a holdover from traditional darkroom
techniques, so don'’t let that throw you. Using it is easy. Just open
your photo in Photoshop, then go under Photoshop’s Filter menu,
under Sharpen, and choose Unsharp Mask. When the dialog
appears, there are three sliders for applying different sharpening
parameters, but rather than going through all that technical stuff, I'm
going to give you five sets of settings that I've found work wonders.



(1) For people: Amount 150%, Radius 1, Threshold 10

(2) For cityscapes, urban photography, or travel: Amount 65%,
Radius 3, Threshold 2

(3) For general everyday use: Amount 120%, Radius 1, Threshold 3

(4) For super-sharpening (for sports photos, landscapes, stuff with
lots of details): Amount 95%, Radius 1.5, Threshold 1

(5) For images I've already made smaller and lower resolution,
so | can post them on the web: Amount 85%, Radius 1, Threshold
4



Sharpening Your Images for Print
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This should really be called “Oversharpening Your Images for Print in
Photoshop,” because that’s pretty much what you do. You lose some
of the sharpness you see onscreen during the printing process, so to
get around this, we oversharpen our images in Photoshop. Here’s
what to do: First, get the sharpening so it looks good onscreen (I use
Photoshop’s Unsharp Mask filter), then start slowly dragging the
Amount slider to the right, increasing the amount of sharpening, and
as soon as you think “Ewwww, that’s too sharp...” just stop. Don’t
backtrack the Amount slider—just stop. If you're thinking, “This looks
a bit too sharp,” your sharpening is probably right on the money. Also,
if you’re going to use this same image on the web and in print, before
you apply this sharpening for print, duplicate the Background layer
and apply your sharpening just on that layer (and rename this layer
“Sharpened for print,” so you’ll know it's oversharpened). That way,
you'll still have the original Background layer that’s not
oversharpened.



o Did You Resize That For Web? Then Resharpen!

If you sharpen an image in Photoshop (or Photoshop
Elements), and then lower the image size and resolution
SO you can post it on the web, you need to apply a little bit

of sharpening again. When you lower the image size and
resolution, it loses some of its sharpness during that
resize. In the Unsharp Mask filter, start with: Amount:
70%, Radius: 1.0, Threshold: 10.




Chapter Four. Using Your Studio Like
a Pro

Build It From Scratch, Then Take It Up a Notch.
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SHUTTER SPEED: 1/200 SEC F-STOP: F/8 ISO: 200 FOCAL
LENGTH: 116MM | PHOTOGRAPHER: SCOTT KELBY

Back in part 2 of this book series, | showed you how, using just a
simple, thin piece of plastic that fits easily in your wallet, you can



completely and fully outfit a one-light studio from scratch. Well, after |
wrote that chapter, people who read it wrote me and asked some
really thought-provoking and soul-searching questions like, “What if
we want to use two lights?” or “What if we want to add a second
light?” and even “What if we have one light, but think we might need
another?” I’'m not gonna lie to you. | was pretty freaked out. | thought
we covered so much in part 2 that there was no way anyone would
want to learn more, so when | originally wrote the outline for part 3,
not only did | not have a chapter on more studio techniques, |
specifically didn’t mention the word studio, or techniques, or use any

words with either an “s” or “t” in them, just in case. But then | realized
writing a book without an “s” or “t” in it would preclude me from using
my first name, and if that happened, | wouldn’t be able to refer to
myself in the third person (like, “Scott doesn’t want to share more
studio techniques” or “Scott made bail”). So, | really had to revisit the
whole concept with a fresh set of eyes, and once | did, | realized that
not only would | have to include a studio chapter that picked up where
part 2 left off, but | would actually have to rebuild my original studio
from scratch, because after part 2 was complete, and the chapter
was done, | built a huge bonfire and destroyed all my gear. That’s
how “done” | thought | was with studio techniques, but apparently,
that’s not the case. Scott doesn'’t like to have to rebuild everything.
Scott doesn'’t like to pull out the thin piece of plastic from his wallet.
Scott needs a second job.



Using Studio Flash (Called Strobes)

A lot of people are intimidated by studio lighting, thinking it’s
complicated or too technical for them, but in reality, most studio lights
are just bigger versions of the hot shoe flash you’re already used to
using off-camera (in fact, they are flashes, but in the industry they’re
usually called “studio strobes” or just “strobes”). The main differences
between hot shoe flashes (like a Nikon Speedlight or a Canon
Speedlite) and studio strobes are: (1) studio strobes usually plug into
the wall rather than running on batteries; (2) studio strobes are much
more powerful (they put out a lot more light) than the hot shoe
flashes; (3) they have a modeling light; (4) they’re designed to have
lighting accessories, like softboxes, attached right to the front of
them; and, (5) since they’re designed to be mounted on top of a light
stand, they have a light stand mount right on the bottom of the strobe
itself (to mount a hot shoe flash on a light stand, you usually will need
some sort of separate adapter or swivel head).



o Using Continuous Light Instead

An alternative to studio strobes is continuous lights. With
these lights, there is no “flash of light’—instead, the lights
just stay on continuously. This makes studio lighting
incredibly easy, because what you see is what you get.

They’re naturally softer than studio strobes, but still need
a softbox attached. A speed ring is built right in, though,
and they’re fairly inexpensive. There’s one downside:
since there’s no flash to freeze things, things need to be
fairly still, because the fluorescent lights aren’t as bright
as the light from a strobe.




What to Do When You Can’t Turn Your Strobe
Power Down Any Further

The bigger the softbox, the softer and more beautiful the light. But
what if you want even softer light? Well, the trick is to move that light
as close as possible to your subject (without it actually appearing in
the frame), because the closer the light, the bigger it becomes, which
makes it even softer and more beautiful. One other thing happens
when you move a light in this close: it gets much brighter. So, as you
move the light closer to your subject, you'll need to lower the power of
your strobe so it's not so bright, right? Right. Now, what happens
when you’'ve lowered the power of your strobe as low as it can go,
and it’s still too bright? When this happens, just raise your f-stop.
That’s right. If you were at /8, raise it to f/11. If you started at /11,
raise it to f/14. This cuts the amount of light falling on your subject, so
you get the best of both worlds—you’re still getting super-soft light by
moving it close to your subject, but you're not blowing them out with
too much light because it's so close. You might even need to increase



your f-stop by two stops or more, but if that’s the case, don’t sweat it
—just do it.

o Why | Prefer Softboxes to Umbrellas

With a softbox your light is pretty much contained within a
box—you aim it in a direction and it pretty much goes right
there. But with an umbrella, you have less control over
what happens once the light leaves your umbrella. | think

of it more like a lighting grenade—you throw it in the
general direction of what you're trying to light, and it'll
probably light it. So, while an umbrella does take the
harsh light from your strobe and create soft, pretty light
from it, it kind of goes everywhere. Whereas, a softbox is
more directional.




Firing Your Studio Strobe Wirelessly

Besides avoiding the potential for broken glass (well, broken
everything actually), there’s another thing using a wireless flash setup
gives you—freedom. You're no longer tied (well, actually tethered) to
your strobe. You're free to move around the studio, completely
untethered, unencumbered, unfettered (insert your own “un” word
here), without being on a leash (so to speak). Now, many current
models of studio strobes have built-in receivers and come with
triggers that let you fire the light wirelessly from your camera, but if
you have a strobe that doesn’t have this, then you’ll need two of
these wireless devices—one sits on the top of your camera (in your
camera’s hot shoe) and transmits the wireless signal to the other
wireless unit, which plugs into the sync input on your strobe. What |
love about them is you just plug them in, turn them on, and they do
their thing. There’s no real configuring or messing around for this
simple setup. Now when you press your shutter button, it instantly
fires your strobe, even if it's across the room (even way across the
room). The most popular wireless units are from a company called
PocketWizard, and their PocketWizard PlusX is a small, thin,



lightweight model of simplicity that is incredibly reliable and very well
made. They go for around $85 each (and you need two of them, so
$170 for the set. They also make more expensive units with more
features and stuff, but at this point, you don’t need ‘em). If you want a
cheaper alternative, go with the Cactus Flash Transceiver V5 Duo.
They’re a bargain at around $75 for a set of two (so, $37.50 each),
and they actually work really well. Perhaps they’re not quite as rock-
solid as the PocketWizard, and they may not have the 300+ foot
range of a PocketWizard, but they’re pretty darn reliable and about
$95 cheaper.



Softening Harsh Studio Strobes

So, if the light from your regular off-camera flash is harsh, imagine
how harsh the light will be from a brighter, more powerful flash (your
studio strobe). Right, it's harsh city. To diffuse that light and make it
softer, you have to make the light that comes from your strobe larger,
because the rule is: the larger the light source, the softer the light. So,
we have to put something big between our studio strobe and our
subject to spread and soften that light, and for that | recommend a
softbox. They’re aptly named because they soften the light from your
strobe big time, and they are very popular with professional studio
photographers (in fact, it's the softening device of choice for most top
pros). They fit right over your studio strobe (they have a hole in one
end) and your flash fires through the white diffusion material at the
large end of the softbox. This spreads the light, so when it hits your
subject, it's a bigger source of light, and that means it's a much more
flattering, softer light. But this softer light isn’t just for lighting people—
even if your subject is a product, you still want nice, soft shadows
throughout your image, and a softbox is your key to getting just that.



e\ What a Speed Ring Does (& Why You Need It)

A speed ring has four to eight holes on the edge where
you insert the ends of the thin metal poles of your softbox.
This gives your softbox its form, and you attach this whole

rig (the speed ring with your softbox attached) to your
strobe. If your softboxes don’t come with one built in,
make sure you get one designed to fit your brand of
strobe.

Where to Position Your Main Light

@

)

19 W

Some Shadows
More Shadows
Completely in Shadow

©ISTOCKPHOTO/NEUSTOCKIMAGES

Your strobe should be up high on a light stand, aiming down at an
angle (kind of like the sun aims down on us), so it creates a more
flattering look to our light. Also, keep in mind that the closer the light
is to your subject, the softer the light is. Now, there is no absolute
“right” place to position your lights, so it really comes down to your



personal preference about how you want the shadows to look on your
subject. Shadows are what create depth and dimension on a person’s
face (and having soft shadows on your subject’s face is usually very
flattering), so | usually position my main light so it's at a 45° angle to
the subject. So, for example, if your subject was standing at the
center of a clock face, and the camera is straight in front of them at
6:00, then you'd place the light at around 7:30. This creates some
nice soft shadows on the side of their face that’s farthest away from
the light (the side opposite the light). If you want more shadows on
that side of their face, you’d move the light to around 8:00. Want more
shadows? Move it to 8:30. Want that whole side of their face totally in
shadow (often seen in dramatic portraits of men)? Put the light right
beside them at 9:00. Okay, what if you actually want less shadows on
that opposite side of their face—maybe just a hint of shadows? Then,
move the light closer to the camera position—to around 7:00. If you
move the light right in front of the subject, their whole face will be lit
evenly with no shadows on their face. This is “flat lighting” and it
usually looks okay on someone with really good skin. Okay, so which
one of these positions is the “right” position? The one you choose—
it's totally up to your personal preference (my preference has me
positioning my light at between 7:30 and 8:00 most of the time).



Adding a Hair Light

Thinking of adding a second light to your studio? It should probably
be a hair light. This is just another strobe, but it's generally aimed
directly at your subject’s hair (did | even have to say that?), which
helps to separate your subject from the background and give your
portraits a more professional look all around. For lighting hair these
days, we generally use a strip bank, which helps keep the light more
directional (and lights just the hair and/or shoulders, instead of spilling
over everywhere). Mine is 12x36". Also, | usually set my strobe’s
power for the hair light so it's around one stop brighter than my front
light, so the light from my front light doesn’t overpower it. A trick for
checking the position of your hair light, to make sure none of the light
from it is spilling onto your subject’s face, is to turn off your main
strobe (your front light), so nothing but the hair light is turned on. Your
subject should be in complete silhouette, with no light on their nose,
cheeks, or face whatsoever. If you see any light now, you'll need to
reposition your hair light (maybe move it back a little bit, or to the
side), until you only see light on their head and shoulders—none on
the face. By doing a test shot with just one light on at a time, you'll



see exactly what each one is doing. If you turn them all on from the
beginning, the lighting won’t look good, but you won’t have any idea
why. So, always start with just one light (I always do any back lights
first), and then add another light, one at a time. If something doesn’t
look right when you add another light, turn the other lights off, adjust
the one that didn’t look right, then turn them on again, one at a time.
Probably the most popular accessory for hair lights is an egg crate
grid. This is a fabric grid that Velcros (or slips, depending on the
brand) over the front of your strip bank. It narrowly focuses the light
from your hair light so it doesn’t spill out the sides, and it really does a
wonderful job of focusing your light just where you want it. They come
in different sizes, and there’s one to match the exact size and shape
of your strip light.



Getting a Different Look Without Moving the
Lights

Once you've got your lights in place and you’ve got that first shot in
the bag, try this: Don’t move the lights. Don’t move your subject.
Instead, leave everything as is and move the photographer (kudos to
Jeremy Cowart for this tip). If you were standing right in front of the
subject, just move way over to one side or the other and take the shot
again. You’'ll be amazed at how moving two or three feet in either
direction can completely change the look of the lighting, even if you
haven’t touched a single light. Give this a try and you’ll wind up with
two or three lighting looks out of just one lighting setup.



o Choosing The Size For Your Softbox

There are a couple of considerations: what are you
planning to shoot, and how soft do you want your light? If
you're shooting product shots on a table, you can get
away with a smaller softbox, yet it would still be big

enough for head-and-shoulders portraits. If you're
shooting people, and doing more than just head-and-
shoulder-type stuff, then you’ll need to go with a larger
softbox. The larger the light source, the softer the light, so
if you buy a very large softbox, you’re going to get very
soft light, and you’re going to be able to light a larger area.




Want Softer, More Even Light? Feather It!

If you're already using a large softbox (one that’s around 36x48" or
larger), and you want softer, more even light than it delivers, then you
can use a technique called feathering, which puts your subject in the
softest and most even light your softbox can deliver. Feathering just
means that you turn the light away from your subject, so they are now
lit by just the edges of the light. They won’t be getting the full intensity
of the light when you feather it, so you might have to adjust your
exposure so it's not too dark (use a lower number f-stop on your lens
—like /4 or /3.5, etc.—or better yet, use your light meter and it will
tell you exactly which settings to use when feathering your light). This
light out at the edges of your softbox is very even, very soft, and very
flattering (since the light in the center of the softbox is usually brighter
and less even), so when you really need that super-soft, even light—
now you know where to get it. This technique looks great on portraits
of young children, a mother/daughter shot, or when you want a very
soft, glamorous look to your lighting.



Studio Backgrounds

One of the least expensive, and most popular, studio backgrounds is
seamless paper. This paper comes in long rolls, and the two most
popular widths are just over 4 feet wide (53") and nearly 9 feet wide
(107"). The nice things about seamless paper are: (1) It's cheap. A
53-inch-wide white roll that’s 12 yards long goes for around $25 (at
B&H Photo), and if you want the 9-foot-wide roll, it's only around $45.
(2) It's seamless. There’s no visible seam where the paper folds as it
reaches the floor (or a tabletop), so the background looks continuous.
(3) The stands to support seamless paper backgrounds are pretty
cheap, too. For example, the Savage Economy Background Stand
Support System, which supports both the 53" and 107" rolls, only
costs around $79. That ain’'t bad. And, (4) this paper comes in a wide
variety of colors, from solid white to solid black, to blue, green, and
everything in between (hey, that rhymes). If you're building your first
studio, this is a great way to start, because you can get your
background and the supports to hold it up for around $100.



Q So Which Should I Get, The 53” or The 107”
Seamless?

If you’re planning on shooting products on a table, or

strictly just head-and-shoulder shots of people, you can
get away with the 53" width. If you need to see more of
your subjects, go with the 107".

Using a Pop-Up Collapsible Background
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Another quick and flexible studio background is a pop-up collapsible
background that instantly folds up into a small, flat circle, but expands
to be a full studio background in a matter of seconds. The one | use is
a 6x7’ Westcott Masterpiece 2-in-1 Collapsible llluminator
Background with white on one side and black on the other. It sells for
around $220, and | also recommend buying the llluminator stand to
hold it up, which is another $90, but unless you can stand there and
hold it up (or have somebody else hold it up), it's worth its weight in



gold. So, with this background, anytime you want to shoot, you just
open the round plastic case it comes in, pull it out, and it pops up,
ready to go. You put it on the llluminator background stand, and
you're ready to go. Another advantage of this particular background
(over the seamless paper route) is that it's very portable, lightweight,
and you can set it up in literally seconds—by yourself. The only
downside is it doesn’t go all the way to the floor seamlessly, so it’s
fine for 3/4-body shots, but not full-body shots. One more thing:
although | use the black/white version, these collapsible backgrounds
come in all sorts of patterns, looks, sizes, and colors.

o Using Off-Camera Flash to Light Backgrounds

If you want to add a light to your background (aiming back
at your seamless paper), but you don’t want to go through
the extra expense of adding a second studio strobe, if you
have a standard off-camera flash (like a Nikon SB-910 or

a Canon 600EX-RT), you’re in luck. You can set either of
these off-camera flashes to become wireless slave
flashes, meaning that when your studio strobe fires to light
your subject, it automatically triggers your off-camera

flash to light your background.




One Background, Three Different Looks

One nice thing about buying a white seamless background is,
depending on how you light it (and what shutter speed you use), you
can get three different looks. Here’s how: (1) To have a white
background, you have to light it, so position a light (or ideally one on
each side) down low, aiming up a bit to light the background. That
gives you white. (2) To have a gray background, just turn the
background light(s) off. White paper needs light not to look gray, so
when you turn those lights off, it gives you gray—your second color
from the same white background. (3) To get a black background,
leave the lights off, and increase your shutter speed to as high as
your camera will allow (your maximum sync speed), which is probably
1/200 or 1/250 of a second. This makes your background go even
darker—to at least a very dark gray or a solid black—just by changing
the shutter speed. What you’re essentially doing, by raising the
shutter speed, is eliminating any light already in the room (called
“ambient light”).



o How Far Should Your Subject be From The

Background?

About 8—-10 feet (unless you're using the main light to light
the background). Here’s why: (1) By keeping them far
away from the background, you avoid your front light
spilling onto the background. (2) If you use a separate
background light, the two lights will be very distinct in the

final image. And, (3) You won'’t have to worry about your
subject’s shadow falling onto the background. Shooting in
a tight space? Move your main light in really close to your
subject (the main light gets brighter and the light falls off
to black much faster), and change your aperture. So, if
you were at f/8, change it to f/11 or f/14, so the front light
won’t affect your background very much, if at all.




Getting Super-Saturated Background Color

Want some really vivid, punchy colors as your background? Start on
a background of black seamless paper (I know, it sounds weird that
we start creating vivid colors with a black background, but believe it
or not, this is the easiest way), and then position a light on the
background. Now, for a background light you can use another one of
the same strobes you already have (so, basically, you’re going to
need a second strobe if you want to light the background, or there’s
the trick you can pull to use your off-camera flash as a background
light that we talked about a couple pages ago). Once you’ve got your
black seamless paper in place and a second strobe (or off-camera
flash) positioned behind your subject, aiming at the background, the
trick is to put a vivid-colored gel (a translucent piece of plastic) over
the front of your flash, and when your background flash fires, the
color it produces is rich, vivid, and surprisingly colorful. You can get
these gels (made by Lee or Rosco) from B&H Photo for around $6.50
for a 20x24" sheet (choose really vivid colors—reds, yellows, greens,
etc.).



o Lighting a White Background

To get it to look solid white, you have to light it—usually
just one or two lights will do it, and they don’t have to be
very high-powered strobes. There’s also a little trick you'll
want to use to make sure that the light does make the
background look that nice solid white, but without blowing

out the background so much that the back light starts to
wash out the edges of your subject: use a light meter. You
want the background to be around one stop brighter than
the light on your subject. So if your meter showed /11 for
your subject, you want the background to read one stop
brighter (like f/16).




Reflectors: When to Use Silver or White and
Where to Position It

The most popular reflectors are white, silver, and gold (although gold
is usually used outdoors, because it adds warm yellow light). So, that
leaves silver and white. Which do you use when? Silver reflects much
more light, so you’ll use silver when you position the reflector back
away from your subject. If you need to get a reflector right up close,
then use white, because it doesn'’t reflect nearly as much light as
silver. Now, where do you put it? It's job is to bounce some of the light
from your main light (your flash) back into the shadowy areas of your
subject, so you’ll need to position it where it can do its job. You can
place the reflector directly beside your subject (on the opposite side
from your studio flash), then move it a bit forward so it extends a little
in front of the subject to catch the light and fill in the shadows. Make
sure that: (1) it is indeed in front of them a bit, and not right beside
them, and (2) it's not positioned up higher than they are—it should be
at their height. Another popular place to position a reflector for head
shots is directly in front of your subject, usually right below your



subject’s head and shoulders, so the light bounces back to lighten the
shadows on their face—in particular, the areas under their eyes and
neck. You can have your subject hold the reflector flat in front of
them, or you can position it on a reflector stand, or even lay it on the
floor in front of them. And, one other popular position is to place it out
in front, where you’d place a second light (on the opposite side from
your studio strobe), so it bounces light back toward your subject. The
key thing to remember is: if the light isn’t hitting the reflector fairly
directly, it has nothing to bounce, so make sure that wherever you
position it, the light from your strobe is hitting it directly. A quick trick
for helping you position the angle of your reflector, so you know the
light is hitting where you want it to: hold the reflector by its side and
tilt it up and down a few times as you’re facing your subject, and you'll
see the reflected light move across their face.



Using Grid Spots

If you took your softbox off your strobe, the light from the flash bulb
would pretty much just go everywhere. That's one of the reasons we
use softboxes in the first place—to help us put the light where we
want it and greatly soften it, of course, but softboxes are, by nature,
soft. That’s where grid spots come in. These attach right over your
strobe’s reflector, and have a metal honeycomb pattern that gives you
a narrow, focused beam for very dramatic effects (the light will be
hard-edged, because there’s no softbox—it's a bare bulb with a metal
reflector and a grid spot). Right now, you see these grid spots used
big time as back-edge lights in portraits. These come in different
degrees (like a 10° grid, a 20°, and so on), and the lower the number,
the tighter the beam (I usually use a 20° or 30° grid). There’s not
much to using them. You just snap them into place and that’s it—your
beam is greatly narrowed. Put one on either side of your subject, aim
them at the sides of their face, then use a strobe up front to put some
fill light into their face, and—voila—you’ve got the look.



o Why You Need Sandbags

| don’t care how sturdy a boom stand you buy, one day
(probably soon), it's going to go crashing over. That's why

you absolutely need to have some sandbags, and to use
them religiously when you’ve got anything on a boom or if
you take anything outside on a shoot (where the wind can

blow it over).




How to Use a Light Meter

Before you get started, there are three simple things you’ll need to do
before you measure the light from your flash: (1) Enter the ISO that
your camera is set to into your light meter (so, if you’re shooting at
100 ISO, you enter 100 ISO). (2) Enter the shutter speed you’re going
to be using (in a studio, | generally use 1/125 of a second—a good,
safe shutter speed for working with studio flash. So, go ahead and
enter 1/125 of a second). And, (3) make sure the round white plastic
dome on the meter is extended (turn the wheel so it extends out).
That’s it—you’re ready to put it to use. Most people aim the light
meter at the light itself, but today’s meters are actually designed so
they work with that white plastic dome aiming back directly at your
camera’s lens. If you’re metering a person for a portrait, position the
meter directly under their chin, with the dome aiming back directly at
the camera. Now, push the measurement button on the meter, and
then fire the flash (if you're firing your flashes wirelessly, make sure
you get a light meter that has a wireless trigger built right in, so when
you push the measurement button, it fires the flash for you.
Otherwise, you’ll have to have your subject hold the meter under their



chin and push the measurement button, so you can walk back to your
camera to take a test shot, which fires the flash). When the flash fires,
it instantly tells you the exact f-stop you need to dial in on your
camera for a perfect exposure. Go over to your camera, make sure
you're in manual mode, set your f-stop to what it said (make sure
your shutter speed is still set at 1/125 of a second) and you've got it—
perfect exposure. As long as you don’t move the light or change the
power of the flash, you can continue to use those settings. If anything
does change, just take a new meter reading the same way and dial in
your f-stop just like before.



Which Mode Should You Shoot In?

When it comes to shooting with studio strobes or flashes, this is the
one time | would absolutely recommend that you shoot in manual
mode. The reason is you need to set both the f-stop and shutter
speed independently, and manual mode easily lets you do just that.
Start by setting your shutter speed at 1/125 of a second (a good, safe
speed that will sync your camera with your flash unit, no sweat). This
shutter speed, in a studio, is a “set it and forget it” setting. Now all you
have to worry about is setting your f-stop. So, set your shutter speed
to 1/125 of a second, your f-stop to f/11 (great for studio portraits
because everything will be in focus), and then take a shot and see
how it looks on your camera’s LCD monitor. If it’s too dark/too bright,
don’t change the settings. Instead, just raise/lower your flash power
until the lighting looks right to you. Of course, you could just use a
light meter to tell you exactly which f-stop to use for the power setting
you currently have on your flash (if you'd rather not mess with
changing the power of your flash).



o Why You’ll Love Rolling Light Stands

At some point, you’re going to wind up buying light stands
for your studio. Make your studio life much easier and buy
light stands with wheels. Two big reasons why: it's much

faster and easier to roll them around than pick them up
and move them, and they’re much safer. Lights are top-
heavy. When you pick one up to move it, it's easy to bang

it into something, or lose balance and topple the whole rig
over.




How to Set a Custom White Balance In-Camera

If you'd like to set a custom white balance in-camera, | would
recommend using something like an ExpoDisc, which is a white
balance tool used by a lot of pro photographers. Here’s how it works:
You start by putting the ExpoDisc over the end of your lens (it looks
like a thick lens filter) and switching your lens to Manual focus (if you
don’t, your camera might not let you actually take a shot). Then, aim it
at the light source (not at your subject—aim it directly at the main
softbox you're using) and take a shot. Now, in your camera, you're
going to assign that image you just took as your white balance
reference image. Here’s how: On Nikon DSLRs, before you take the
shot, hold the WB button, then turn the dial until your White Balance
is set to PRE, then release the WB button, and press it again until the
letters “PRE” start blinking in your LCD panel on the top of your
camera. That’s your cue to take your shot (you have 10 seconds to
take it), so aim your camera at your softbox and fire off a shot. You
should now see GOOD appear in the LCD panel. That's it—your
custom white balance is set (don’t forget to turn your lens back to



Auto focus, though). On Canon DSLRs, put the ExpoDisc over the
front of your lens, aim at your softbox, and take a shot. Now, press
the Menu button on the back of your camera, scroll down to Custom
WB, and press the Set button to bring up the next screen, then press
Set again to choose that shot you just took as the white balance
reference photo. Lastly, press the White Balance Selection button on
top of your camera, then rotate the Main dial until you see Custom
WB appear in the LCD panel (don'’t forget to turn your lens back to
Auto focus).



Rim-Light Profile Silhouettes Made Easy

This is one of those super-quick, 30-second tricks that have a big
impact. First, aim your softbox sideways and have your subject stand
directly in front of the center of it (facing your camera). Now, have
them turn sideways toward the softbox, so they’re facing it directly.
Next, have your subject take a step or two sideways, closer to you
(while you're at your camera position). Have them step sideways
toward you until they have actually moved past the edge of the
softbox (so there’s no softbox in front of them at all. It’s actually a foot
or so behind them, from your vantage point at the camera). Now take
your shot. What you’ll get is a strong rim light all the way around the
profile of your subject, and the rest will appear as a black silhouette. If
you want a little light to appear on the cheek facing the camera, have
them move just a few inches back toward the light until you see that
cheek lit just a tiny bit (this is where the modeling light comes in
handy, because you can see a preview of how the light will fall).



o Frank Doorhof’s Words of Wisdom About Using

One Light

My friend, and studio lighting wizard, Frank Doorhof has a
great saying he shares with his students. He tells them:
“When you think you need two lights, use one light. If you
think you need three lights, use one light. If you think you

need four lights, maybe then you might consider a second
light.” He makes a really great point—if you can use just
one light, chances are it’s really all you need. The more
lights you add, the more complicated things get, the
longer it takes, and the more problems and challenges
arise.




Using a Fan for Windblown Effects

Shooting portraits of women? Buy a fan. Not just a fan, a powerful,
hurricane-force commercial fan that would put most of your lighting
equipment in jeopardy if you were to ever turn it on to its highest
possible setting. Anyway, a fan with a nice kick to it (like the Lasko
3520 20" Cyclone Pivoting Floor Fan, for around $35) creates a
windblown hair effect that can add energy and excitement to your
portraits (besides making the subject’s hair look full and glamorous).
The fan should be positioned on the ground, aiming upward at your
subject, and once the fan is in place and turned on, there’s not much
else to do but shoot. If you get a huge, paying, fashion cover shot gig
and you want to really impress your new clients, buy the only fan I've
found that is made for shooting fashion—the Bowens Jet Stream 350
Wind Machine. With its 2500-rpm blast and a wireless remote, it'll be
knocking your clients off their feet (and it should—it sells for around
$1,465). B&H Photo has ‘em in stock. What the heck—buy two!.



o Reducing Glare in Glasses

If your subject wears glasses, seeing a reflection of the
softboxes in their glasses is not uncommon, but you don’t
want such a strong reflection that it interferes with or
covers their eyes. If that’s the case, just move the main
light to the side until the reflection goes away (it's easier
than you'd think, because you’ll see the modeling light

reflecting in their glasses). However, what’s important is
that the glare is gone from the angle where your camera
is set up, not from where you’re moving the light. So this
will go quicker if you have a friend or assistant move the
light while you stand at the camera and tell them, “keep
going...keep going...” until you see that the reflection is
gone.




The Advantage of Shooting Tethered

You know that tiny LCD screen on the back of your camera? Yeah,
that one. That little screen is what we use to make critical decisions
about our photography (like “is this photo really tack sharp” or “are my
subject’s eyes both open”), but that screen (usually either 2.5" or 3" in
size) is actually smaller than the screen on our smart phones. | know
—crazy, right? No wonder we misjudge sharpness and quality so
often—that screen is absolutely tiny. That's why, if I'm shooting in a
studio, | shoot tethered directly into my computer, so that way | see
each image really large (at least at 8x10" size on my laptop, or larger
on my desktop monitor) right as | take it. At this larger size, you can
really see what’s going on in your photo (and how your lighting looks),
and you can make adjustments based on a much larger-sized image,
which makes it hard to look at that tiny 2.5" or 3" LCD display
anymore. Tethering itself is actually very simple, just two steps: (1)
Connect a USB cable from your camera’s mini-USB port to your
computer’s USB port. (2) Now, you just need some tethering
software. Luckily, Adobe’s Photoshop Lightroom already has tethering
built right in. If you don’t have Lightroom and you’re a Canon shooter,
you already have the software you'll need—it’s that EOS Utility
software you got when you bought your camera (if you can’t find it,



you can download it for free from Canon’s website). If you're a Nikon
shooter on a Mac, go to www.sofortbildapp.com and download their
excellent free tethering software. If you're a Nikon shooter on
Windows, go to ControlMyNikon.com. If you’re a Sony Alpha-series
DLSR Shooter, you can use Sony’s free Sony Camera Remote
Control software.



http://www.sofortbildapp.com/
http://controlmynikon.com/

Using a Gray Card to Nail Your Color
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If you’re going to be post-processing your images using a program
like Photoshop’s Camera Raw or Photoshop Lightroom, here’s a trick
that will make the color correction process absolutely painless, and
nearly automatic. Once you get your lighting in place, have your
subject hold up a gray card target that has light gray on it (the one
shown here is a target that comes free with my book, The Adobe
Photoshop Lightroom Book for Digital Photographers), then take a
shot with it clearly in the frame. That’s it—you need just one shot with
the subject holding the card. Now, when you open your photos in
Photoshop’s Camera Raw or Lightroom’s Develop module, and get
the White Balance tool from the Toolbox (or the Basic panel), then
click it once on the light gray card, your white balance is set. You can
now apply that same white balance to all your RAW photos by
copying-and-pasting just that white balance setting to as many photos
as you want at once. A huge time saver.




o The Most Useful Inexpensive Accessories

Gaffer’s tape and about six or so A-clamps. They should
be in every studio. You can find them at your local
hardware store (or go online), and you'll find a hundred
uses for them.




Don’t Light Your Whole Subject Evenly

The first two things the human eye naturally focuses on in a photo are
the brightest part and the sharpest part of the photo. Keep this in
mind when you’re shooting in the studio or on location (even with
small off-camera flash), because if you light your entire subject
evenly, you won'’t be directing your viewers to look where you want
them to, which in most portraits is the subject’s face. For a more
professional look, you want their face to be perfectly lit, and then the
light should fade away as it moves down their body. How much it
fades away is up to you (it can fade to black if you want—your call),
but when looking at your photo, it should be clear by the lighting
where you want people viewing your image to look. One way you can
control the light is to position it so it doesn’t light all of your subject
evenly, or to use a fabric grid, so the light doesn’t spill everywhere, or
even to use something to block the light from lighting the person’s
whole body evenly. | use a black flag (a 24x36" cloth flag) and
position it under the light (usually on a boom stand), so the light is
mostly concentrated on my subject’s face. It doesn’t have to block all
of it—unless | want the person’s body to fade to black—it just has to
cut down the amount of light that falls on the rest of them.



o Using a Modeling Light

Studios are generally pretty dark during shooting, but you
can use your strobe’s built-in modeling light, which is a
fairly dim, continuous light that stays on between flashes,

to let your camera’s autofocus do its thing. Another
advantage of using a modeling light is that it gives you an
idea where your shadows are going to fall on your subject
(it's not exact, but it does give you an idea).




How to Light a Couple or Small Group

Lighting a couple or a small group is surprisingly easy, and you can
do it with just one light and a large softbox, as long as you follow one
simple rule: pull the light back fairly far from your subjects. If the light
is too close, the person closest to the light will be brighter than the
person standing next to them, and so on. Your goal is to have
consistent, balanced light throughout the group, and the trick to that is
to move your light way back. That way, the light pretty much hits the
group at the same intensity, and the light looks balanced (just
remember that moving the light farther away from your subjects
makes the light darker, so crank up the power on your strobe to make
up for that). Another helpful tip is to position the light fairly near the
camera position (not way off to the side) or you'll have shadows
casting across people in the group. You will want the light off to the
side a bit, just not way off to the side. You can even position the
softbox directly behind you as you shoot (if your head sticks up a little
in front of it, don’t sweat it), and that will do the trick, too. (Note: If
you’re thinking, “Hey, won’t moving the softbox back farther make the
subjects smaller in relation to the size of the softbox, so the light
won'’t be as soft?” you're right, which is why you want to use a very



large softbox for shooting groups. That way, when you move it far
away, it’s still big, so the light is still soft.)

o Let Your Main Light do Double Duty
If you only have one light, you can have it pull double duty

by having it light your background, as well. The trick is to
move your main light close enough to the background so

that it actually lights it for you.




Big, Beautiful, Wrapping Light

Here’s a simple one-light setup using a 54x72" shallow softbox made
by F.J. Westcott. As big as it is, it's only $350 and it creates some
gorgeous light. Have your subject face forward, then put the light
directly beside them and the light will literally wrap around them.
Here, | had her face the light to really light up her hair, but they can
face mostly toward the camera. In the studio, | usually choose /11
because, for portraits, it's an f-stop that keeps everything perfectly in
focus from front to back. But, | actually shot this at f/10 and that one f-
stop doesn’t make that big a difference. At f/11, | thought the lighting
looked a little too dark. | could have cranked up the power on the
light, but it was just easier (lazier) to lower the f-stop one stop and
then the light looked much brighter. | was using my go-to lens: the
70-200mm /2.8, and | was zoomed in to 100mm. My shutter speed
was 1/100 of a second (I probably accidentally moved the dial during
the shoot—it would normally be at 1/125 of a second). My ISO was
100. If | could tell you one hands-down, killer secret to getting really



beautiful light, it would be to buy a really, really big softbox. The
bigger the softbox, the more beautiful and wrapping the light, One
posing tip: to help the light wrap around your subject, have them
“play” a little toward the light (in other words, don’t have them position
their body so they are facing away from it—face them either straight
ahead or aimed a little bit in the direction of the light). Also remember,
whatever is closest to the softbox will be brightest (notice her arm on
the left here). Just your standard portrait retouching stuff: removing
minor blemishes, spots, or specks on her clothes, and brightening the
existing highlights in her hair using the Adjustment Brush in
Lightroom’s Develop module (or Camera Raw). If you want really soft,
creamy, luxurious, beautiful, wrapping light, get your hands on a
really huge softbox, and the rest will take care of itself. Couple the
size (bigger means softer) with getting your subject very close to the
softbox (which makes it even softer), and you've got a tough
combination to beat.



Edgy Lighting for Athletes

There are three lights here, in this easy setup. The two lights behind
him have 1x3’ strip bank softboxes (pretty inexpensive at around
$150 each), with an egg crate fabric grid Velcroed over the front to
focus the beam of light, so it's more direct and doesn’t spill over
much. Turn off all your lights and then turn on one of the strip banks
and aim it at an angle toward your subject. Since there are no lights
on in front, it should look like a bright rim light outlining his body. Turn
on the second strip bank, and it should look the same, but lighting the
other side. Try getting both sides looking even in height and power
output. Lastly, turn on the front light. Here, it's a beauty dish with a
metal grid, but a small softbox will do, too. Put it right in front of your
subject, up high and aiming back at him at a 45° angle. Want the
background solid white? Aim another light at the background with a
metal reflector on it (here, there’s one on each side, behind the
backlights) and turn the power up until the background looks solid
white. I'm using flash, so I'm in manual mode on my camera. I'm



using the 70-200mm /2.8 at 70mm, I'm at f/11, 100 ISO, and 1/125
of a second. I'm not really big on black-and-white images, but | knew |
was going to create one when | made this image, because | love how
things like muscles and tattoos look in black and white, especially
when it’s really contrasty. TIP: If you have a very muscular subject,
have them apply some body oil to help add a shine to their skin that
really looks great (have some on hand before they arrive). Applying
body oil is pretty common for body builders, especially in competition,
so they won’t be shocked if you ask. Even if | plan to create a B&W, |
always shoot in color and then use a plug-in to convert to B&W. | use
Silver Efex Pro from Google’s Nik Collection. Just open your image
into it (it works with Lightroom, Photoshop, and Elements), and click
on the preset you like. | also add a lot of sharpening in Photoshop to
give the image a really sharp, crisp look (Unsharp Mask setting:
Amount 90, Radius 1.5, Threshold 0. If it's too much, try: Amount
120, Radius 1.0, Threshold 3).



Hurley-Look Headshot Lighting

This is a three-light shoot, but it's a really easy one. There are two
lights on the subject: two 1x3’ strip banks, one on either side of him.
The third light is on a short light stand directly behind him, aiming up
at the background. I'm using flash, so I'm in manual mode on my
camera. I'm using my go-to lens (the 70—200mm f/2.8) at 130mm, at
my ideal studio f-stop (f/11), my lowest, cleanest ISO (100 1SO), and
my standard shutter speed of 1/125 of a second. Headshot
photographer Peter Hurley—who inspired this lighting look—uses
continuous lights for his front lights, rather than strobes (he uses
strobes on his background), but those are very expensive (strobes
are a cheaper alternative). He places four lights to create a window,
but here, I'm only using two lights. His trademark square-of-light look
produces a nice, flat, flattering light, but at the same time it’s bright
and punchy—a wonderful combination for headshots. But, what Peter
is famous for isn’t just his simple lighting look, it's how he works with
his subjects to get natural expressions and flattering poses. Our



lighting setup here is designed to get close to his look without
spending a lot. If you want to learn more about Peter’s lighting setup
and his tricks for getting the most out of his subjects, check out his
book, The Headshot (published by Peachpit Press, and edited and
produced by yours truly). Even though | was involved in producing the
book, | can tell you without reservation, it rocks (and | learned a lot
during the process. The guy’s a genius). For post-processing here,
it's just your standard portrait retouching stuff.



Chapter Five. Shooting Portraits Like a
Pro

Tips to Make People Look Their Very Best
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SHUTTER SPEED: 1/200 SEC F-STOP: F/8 ISO: 200 FOCAL
LENGTH: 200MM | PHOTOGRAPHER: SCOTT KELBY

Getting professional-looking shots of people is harder than you might
think, for one simple reason: the pros hire really good-looking models,



and as you know, models are models for one simple reason—they
forget to eat. I'm joking, of course. They’re models because they
photograph really, really well. So, what makes our job so hard is that
we’re not surrounded by fabulous-looking models who just happen to
be standing around not eating. Nope, we usually wind up shooting
portraits of our friends, many of whom (on a looks scale) fall
somewhere between Mr. Bean and Jabba the Hut. This is why our
job, as portrait photographers, is actually substantially more
challenging than that of a seasoned professional—we’ve got to make
magic from some seriously un-model-like people. This is precisely
why we’re often so disappointed with our portraits (when it’s really not
our fault). So, in this chapter, we’ll look at two proven strategies to get
better, more professional-looking portraits every time, including: (1)
how to make friends with better-looking people (it helps if you’re rich),
and (2) learning to control your light and pose your subjects so that
no one gets a really good look at them. The key to this is to use
dramatic light, and by “dramatic light” | mean—uvirtually none at all.
The less you light these “un-model-like” subjects, the better your final
images will be. In fact, think silhouette or long distance night
photography, where your subjects are 100 to 200 yards away—
anybody looks good from that distance (that’'s why long distance
relationships work so well). Anyway, what this chapter will give you is
a strategy for photographing people, and a list of places where good-
looking people hang out and wear jeans that cost more than the
gross national product of Luxembourg.



200mm
Don’t shoot portraits of women. Well, certainly not close-up portraits
anyway, and for one simple reason—it’s just not flattering. When you
shoot people with a 50mm lens up close, they generally look a bit
distorted and that’s the last thing you want in a portrait. That’s why
you see the pros shooting with longer lenses so often (I usually shoot
with a 70-200mm lens out around the 150mm to 200mm end of the
lens most of the time). These longer lengths create a compression
that’s very flattering in portraits, so people just plain look better (and
why wouldn’t you want your subjects to look better?). Now, can you
shoot a full-length bridal portrait from the back of the room with a
50mm lens? Sure. Can you shoot group shots with a 50mm?
Absolutely. Should you shoot a close-up head shot? Only if you don't
care about working for that client again, because they’re not going to
be happy with the results. The 50mm is great for some instances, but
when it comes to shooting portraits of women, almost any longer lens
would probably be a better choice. By the way, | didn’t need to




mention the whole “don’t shoot portraits of women with a fisheye
lens,” did 1?7 (Kidding. | hope.)
o The Best Lens For Portrait Photography

With portrait photography, there’s kind of a focal length
“sweet spot” that pros generally choose, and that’s

anywhere between 85mm and 105mm. At lengths 85mm
and over, these lenses provide a really flattering
perspective and compression that makes people look
great (by the way, you can go farther than 105mm).




Which Aperture to Use
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One thing | love about portrait photography is that a lot of the
decisions are made for you (like which lens/focal length to use), so
you can focus on the harder parts of portrait photography—ensuring
that you have great light and capturing the personality of your subject.
So, now that you know which lens to use, believe it or not (and this is
very rare), there is a special aperture (f-stop) that seems to work best
for most portrait photography. When it comes to portraits, f/11 is the
ticket because it provides great sharpness and depth on the face
(and isn’t that what portraits are all about?), which gives you a great
overall look for most portrait photography (now, | say “most” because
there are some artistic reasons why you might want to try a different
aperture if you'’re trying to get a special effect, but for the most part
you can choose aperture priority mode, set your aperture at f/11, and
then worry about the really important stuff—the lighting, capturing
your subject’s personality, how much to bill your client, etc.). Okay, as



always, there’s an exception to every rule, so see the tip below and
the next page for when /11 wouldn’t be your first choice.

o The Right Background Outdoors

The background rule for shooting portraits outdoors is to
keep the background as simple as possible, so position
your subject where the least possible amount of activity is

going on behind them. Here’s where you might want to
break the /11 rule, so you can throw the background out
of focus by using an aperture like f/2.8 or f/4 with the
portrait focal length you like best.




Getting Shallow Depth of Field with Studio
Strobes
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Generally, in the studio, everything’s in focus (our subject, the
background, you name it), because even at your strobe’s lowest
power setting, you still probably have to shoot at around f/8 to /11,
and that’s great for most of the portraits you’ll be shooting. But, what
if you’ve built a set in the background, or you’re using a scenic
backdrop, or textured background, and you want it to be blurry and
out-of-focus? You can’t switch your f-stop to /2.8 or /4, because your
shot would be way overexposed. So, what’s the trick to getting soft,
blurry backgrounds in the studio? It's using a filter that we would
normally use outdoors to shoot waterfalls and streams—a neutral
density filter (called an “ND filter”). This filter is totally see-through,
but really dark, and basically it makes what your lens sees much
darker. So dark that, to get a proper exposure, you actually have to
lower the f-stop to around f/4 or /2.8 (pretty tricky, eh?). You'll want to
use either a 3- or 4-stop filter (these are made by B+W, Hoya, and




Tiffen [shown above], among others) and they screw right onto the
end of your lens (make sure you order one that fits your particular
lens). That’s it—pop the ND filter on your lens, and you're set to shoot
at wide-open f-stops like /2.8 or f/4.

o Using Canvas or Muslin Backgrounds

Canvas or muslin backgrounds are inexpensive enough
that you should consider using one as a formal
background. They’re seamless and add texture to your

photo without distracting from the subject. I'd recommend
buying one (at least to start) that’s kind of neutral—just
make sure your background is no brighter than your
subject.




What Height to Position Your Camera and Subject

Portraits generally look best when you position your camera at the
subject’s eye level, so set your tripod up so you're shooting level with
their eyes. Now, how far back should you position your tripod from
your subject? Your focal length will dictate that for you, but if you're
about 6 t010 feet from your subject, depending on your lens, you’re in
good shape. To get the right look and perspective in full-length shots,
the trick is to shoot them from a really low perspective—either lying
down or sitting on the ground in a cross-legged position. This makes
your subject’s legs look longer, makes them look taller and thinner,
and even changes how the lighting looks on the background. If you're
shooting portraits, especially candid portraits or editorial style shots,
there’s a rule that many pros use about where to position the
subject’s eyes in the frame—position them 1/3 of the way down from
the top of the frame. This trick gives your portraits more visual
interest, and it's easy to do when composing the shot. Another tip for
great portrait shots is: try zooming in close so your subject’s face
nearly fills the entire frame. Also, try zooming in close enough so that
either the top of their hair, or even the top of their head, gets cut off



and extends outside of the frame. This is a very popular look in
professional headshots, and you see it all the time in magazines, in
ads, and on the web, so don’t be afraid to cut off their hair or the top
of their head—it can make for a more dynamic portrait.

0 The Advantage of Having Your Subject Sit

If your subject feels awkward or uncomfortable when

standing, have them sit (try a posing stool). Although
you'll have to shoot from a lower position, most people are

more comfortable sitting vs. standing.




A Better Way to Direct Your Subject’s Posing

I've spent so many years shooting portraits and telling my subjects
things like, “Move to your left a bit. No, my left. The other left. Uggh!”
This stinks because your subject feels dumb for moving the wrong
direction, you get frustrated because you just moved them the wrong
direction, and the whole thing just doesn’t have to happen if you use
this great trick | learned from my buddy Jack Reznicki: stop giving
them left/right directions. That'’s right, instead, just hold your hand up
in front of you (as shown above) and then move your hand in the
direction you want them to go, and by golly, they’ll follow right along
like a trained seal (so to speak). You can use this hand technique to
move them forward, backward, to tilt their head one way or the other
(no more “Tilt your head to the left. No, my left”), and so on. Another
tip from Jack that | use is to write your subject’'s name on a piece of
white gaffer’s tape and put it on the back of your camera. That way,
it's always right there in front of you, and you can always refer to your
subject by name



o Get Everything Set Before They Arrive

If you’re doing a studio shoot, keep your subject as
comfortable and relaxed as possible by not keeping them
waiting around—have everything set up, tested, and

ready when they get there. Otherwise, you’ll not only look
unprofessional to your subject, they’ll be uncomfortable
sitting there and not posing while you’re testing
everything.




Avoid Seeing Too Much “Whites of the Eyes”

One thing that ruins a lot of portraits where the subject isn’t looking
straight at the camera is when you see too much of the whites of the
eyes. Luckily, once you're aware of the problem, there’s a pretty easy
fix: have them look just to the left (or right) of your camera position. |
usually hold my hand all the way out to the side and tell my subject to
look right where my hand is. If they stay looking right there, you’ll see
plenty of their iris and you won’t have that creepy looking “white eye”
effect. Now, for larger, more flattering eyes: have your subject keep
her chin down just a little bit. This puts a little extra “white” under the
irises, and makes her eyes look bigger and better.



o Only Photographers Care About The

Characteristics of Catch Lights

Catch lights are white reflections of the light source that
appear in your subject’s eyes. They’re important because

they add life and sparkle to the eyes—without them the
eyes kind of look dead. However, the only people that
ever notice or care about the shape, size, or position of
catch lights (or reflections in your subject’s sunglasses)
are other photographers.




Focus on the Subject’s Eye, Then Recompose
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If you want to absolutely nail the focus when you’re shooting portraits,
then your subject’s eye needs to be in super-sharp focus. If the eye
isn’t in focus, the rest doesn’t matter. By the way, when | say “eye,” |
mean the eye closest to the camera (of course, if they’re standing
there with their shoulders and head facing directly toward the camera,
both of their eyes should be the same distance from the camera. If
not, they have an entirely different problem that’s not going to be fixed
with a camera). Anyway, here’s the technique | use: (1) Aim the focus
point on your LCD (usually a red dot or a red rectangle) directly at the
eye closest to the camera (again, if their shoulders are square,
straight toward the camera, just pick an eye), then (2) press the
shutter button halfway down to “lock the focus” on their eye. Lastly,
(3) with that shutter button still held halfway down, recompose the
shot any way you’d like. Now, when you actually press the shutter
button all the way to take the shot, your focus will be right on the
money.



g} That Works Unless You’re Shooting at F/1.4

The “lock focus and recompose” tip works for almost

every situation, with one exception: when you're shooting
a portrait with your f-stop set to f/1.4, or maybe even /1.8,
because the depth of field is so incredibly shallow that the

recomposing part can actually put the eye a little bit out of
focus. Instead, compose the shot the way you want it first,
then manually move the focus point over the person’s eye
using the multi-selector (or multi-controller) on the back of
your camera. A big thanks to Cliff Mautner for this tip.

Don’t Shoot Down on Kids

©DOLLARPHOTOCLUB/JOLOPES

If you’re unhappy with your shots of kids, it may be because you’re
shooting them like most people do—from a standing position, so
basically you're shooting down at them. The problem with this is that,
on an average day, that's how we see most children, with us in a



standing position looking down at them, and if we photograph them
from the same viewpoint, that’s how the photos are going to look—
average. The trick is to shoot from their level—get down on one knee,
or sit (or even lay) on the floor, to capture them from a viewpoint we
normally don’t see, which honestly changes everything. It's one of the
easiest things you can do that will have the greatest impact on your
images. And don’t forget the props. If they seem intimidated and shy
in front of the camera, make it fun by using the same trick you can
use with adults, give them a prop—an interesting or unusual toy or
stuffed animal—to get their mind off the camera and on the fun.

o Get Out From Behind The Camera For Kids

| learned a great trick from Jack Reznicki: when shooting
children, put the camera in position on a tripod, then use a
wireless shutter release so you can interact with the child,

and focus on getting reactions and emotions that are
usually so hard to create when your head is buried in the
back of a camera. If family members are on the set,
choose one person to be the “attention getter,” and have
them stand behind and to one side of the camera.




Taking Great Photos of Newborn Babies
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You've probably heard how hard it is to photograph babies. That may
be true, but newborn babies usually have a distinct advantage—
they’re asleep. That's right, newborns spend most of their days
sleeping, so getting great shots of them is easier than you’d think, but
you have to put them in the right setting or everyone who looks at the
photos will say something like, “Aw, too bad she was asleep.”
Generally, people like babies to be wide awake and smiling in photos,
but there’s a popular brand of newborn photography where the baby
and mom (or dad) are sharing a quiet moment, and it really sets the
stage for a touching portrait. | saw this first-hand when David Ziser
(the world-class wedding and portrait photographer) spent one
evening photographing my newborn daughter, Kira. Now, David had a
huge advantage because my daughter just happened to be the cutest
little baby in the whole wide world, but he did stack the deck in his
favor with a simple, but extremely effective, technique—he had my
wife and | both wear long-sleeved black turtleneck shirts. Then, he
photographed Kira as my wife held her in her arms (I took a turn, as
well). He shot very tight (zoomed in), so what you basically got was a

.



sweet little baby resting peacefully in her mother’s (and father’s)
arms. You can use a diffused flash, or you can use soft natural light

from a side window.

o Better Than a Self-Timer For Group Shots

If you're taking a group shot and you need to be in the
shot, use an interval timer (also called an intervalometer),
which makes your camera automatically take a series of

shots at the time interval you choose. Some Nikons have
this feature built in, but you can buy an accessory that
plugs into your camera’s remote shutter release port that
will do it for you.




For Better Light Outdoors, Shoot in Shade

r' T r—

|"ﬁu.1r:; ? .I .
;_a:;

The small photo in the top left is how the light looks on our subject
when she’s standing a few feet to the right, in direct sunlight. Note the
harsh shadows, shiny skin and hot spots, and shadows filling her eye
sockets—it’s not flattering light. In the larger shot, she moved a few
feet to her left so she’s standing under a roof awning that blocks the
harsh sun. For natural light shots, | generally want the background
out of focus (to help separate the subject from the background), so |
try to shoot at the lowest-numbered f-stop my lens will allow (f/2.8, in
this case). But, you'll also need to zoom in tight. So, | moved back
from my subject (with a 70-200mm /2.8 lens on my camera) and
zoomed in to 130mm. These two things together (f-stop and zooming
in) give us that separation and nice soft background you see in the
final image (at the bottom left). Since /2.8 lets in the most light, | was
able to use my cleanest, lowest ISO (100 ISO) and still get a shutter
speed of 1/320 of a second. So, | could handhold the shot and still
have it nice and sharp. | think a lot of photographers confuse “natural
light” with beautiful light, but they are two different things. Natural light
usually refers to light coming from the sun, which is the harshest light



source in the universe most times of the day. What makes it beautiful
is when something is spreading and diffusing (softening) that natural
light. Our job is to find that diffused, non-direct sunlight. Having the
subject stand in the shade is a quick and easy way to use natural
light, and since they’re in the shade, the light’s not harsh—it’s soft
and flattering. Ideally, you'll put your subject near the edge of the
shade. That's where the light will generally be its softest and prettiest
(under the shaded area, get as close as you can to the direct sun
without any of it actually hitting your subject). So, why didn’t | position
her to the right more to get her closer to the edge of the shade?
Because | wanted that row of columns to appear behind her. For
post-processing, there’s not much beyond the standard portrait
retouching stuff (removing minor blemishes, softening her skin a tiny
bit, brightening her eyes a tiny bit, etc.).



Diffusing a Larger Area

Here, we're in a big empty lot, and we’ve put up a large diffuser to
soften and spread the harsh “high noon” sunlight overhead. This is a
6.6x6.6’ Lastolite Large Standard Skylite Rapid Kit, which comes with
a 1.25-stop diffusion panel (it's around $370). Plus, you’ll need two
light stands to support it, and two Lastolite swivel grip heads to angle
the diffuser toward the sun. Those swivels run around $48 each. Also
note the two sandbags—one on each light stand. Those are very
important. Without them, the whole thing can crash over with a small
gust of wind. Now, if you're thinking this is getting kinda expensive
(you’re into about $500 or so at this point), just remember that this rig
is less expensive than nearly any lens you might want to buy, and will
probably have a bigger impact on how your outdoor portraits look
than any $500 lens, so it's worth considering. A handheld diffuser is
great for headshots, but if you need to cover more of your subject (or
if you have a couple or a small group), then you’d go to a bigger
diffusion panel (a.k.a. scrim) like this. With something this big, you



could easily do a 2/3-length shot or even full-length. Notice the quality
of the light here—we’re in the middle of a vacant lot, at literally high
noon, and the quality of light underneath this diffuser is just beautiful.
The diffuser and frame are very lightweight. It all fits in a small travel
case (it's made for location shoots) and takes a few minutes to put
together. This was taken with a 70-200mm /2.8 lens zoomed in to
135mm. My f-stop is /2.8 and my shutter speed is 1/1250 of a
second at 160 ISO. Once again, the post-processing was the
standard portrait retouching stuff and darkening the edges using the
Lightroom Develop module’s (or Camera Raw’s) Post Crop Vignetting
Amount slider in the Effects panel. Just drag it to —11 and you’re
done.



Shooting in Direct Sun

We’'re shooting in pretty much the harshest sunlight you can imagine
and we're standing in the middle of a street along some trolley tracks
(’'m trying to avoid seeing parked cars). | positioned my subject with
her back to the sun, which almost creates a silhouette, but we’ll
address that with our camera settings. This is a really handy
technique (learned from renowned wedding photographer Cliff
Mautner) because there’s not always shade around, and you don’t
always have a way to soften and diffuse the light. With it, you can
shoot in direct sunlight and still have soft, beautiful light on your
subject. Start by putting your subject’s back to the sun, which creates
a nice rim light coming through their hair and along the edges of their
shoulders, arms, etc. With the sun behind them, the side of their face
facing the camera is dark because it's essentially in the shade. So,
the trick is to overexpose the image by around one full f-stop, so
they’re not in the shadows anymore. If you shoot natural light portraits
in aperture priority mode, then you can use exposure compensation



to overexpose the image. If you shoot in manual mode, you’d just set
your proper exposure, then choose the next brightest full f-stop. My f-
stop here is my standard natural light f-stop of /2.8 and | zoomed in
all the way to 200mm with my 70-200mm /2.8 lens, creating the out-
of-focus background behind her. My shutter speed is 1/1000 of a
second, and I'm at 400 I1SO. My post-processing was just standard
portrait retouching stuff.

0 Get a Model Release

If you're shooting a subject for any commercial use make
sure you get a signed model release from them. This

gives you the right to use their likeness in commercial
projects or to resell their images for use in stock
photography.




Beautiful Backlit Shots

If you want to add visual interest to your outdoor shots, look for
backlight opportunities, especially when shooting people. Backlit
images bring a drama and dimension you don’t often see. First,
position your subject so the sun is directly behind them, with no light
falling on their face, so they look like a silhouette. Then, switch your
camera’s metering mode to Spot Metering, and aim your focus point
on your subject’s face. This tells the camera, “This is the most
important thing in the photo—make sure it's properly exposed.” Now,
when you take the photo, it will make your subject’s face much
brighter. The rest of the photo will get brighter, too, but in most cases
that’s okay, because what’s behind your subject is the sun (which is
usually pretty bright anyway). If you’re shooting in aperture priority
mode (which is what | shoot in outdoors in natural light) and you think
the entire photo is too bright, back it off by using exposure
compensation. On a Nikon, hold down the exposure compensation
(+/-) button on the top, and move the command dial on the back to
the right to either —0.3 or —0.7 (in the top control panel), and then take
another shot. On a Canon, turn the power switch to the top position



(above On), look at the LCD panel on top, then use the quick control
dial on the back to override the exposure either —0.3 or —0.7, and take
the shot.

o If They Look Uncomfortable, Hand Them a Prop

One thing that makes people uncomfortable in front of the
camera is that they don’t know what to do with their
hands. If that’s the case with your subject, give them

something to hold (like a prop), and their comfort level will
instantly go up, which translates to more natural-looking
photos. If you can give them a prop that they can relate to,
all the better.




Better Natural-Light Portraits with a Reflector

Sunlight isn’t always where you’d like it when you’re shooting a
portrait, so you use a reflector to bounce some of that sunlight over
onto your subject, right where you need it. Reflectors are great
because: (1) They're cheap. | use a Westcott 30" 5-in-1 circular
collapsible reflector (it has gold, silver, white, black, and a translucent
light diffuser [for shooting in harsh direct light—you put it between the
sun and your subject to soften and diffuse the light]) and they sell for
around $30. (2) They’re collapsible and fold into a small, flat circle. (3)
They’re very lightweight, so they're easy to take with you just about
anywhere. (4) They can provide fill light (like when your subjects are
backlit [their backs are to the sun], so they’re virtually a silhouette—
you can bounce some of that sunlight back onto them almost like
you're using a light), or when you just want to fill in some dark
shadows on one side of your subject’s face. The white side of the
reflector is the most subtle (and doesn’t wind up blinding your subject
or, at the very least, making them squint). The silver side is usually
used inside a studio or when you need really “punchy” reflected light
outdoors (it reflects a lot more light than the white side). The gold side



is only for outdoor portraits and works best later in the day because
the light it reflects is a very warm sunset-like gold If you're just trying
to fill in some shadows, hold it down low and bounce the sunlight
from above back onto their subject. But, if your reflector is providing
most of the light (your subject is in the shade), the person holding
your reflector will need to hold it up high and bounce the light back
onto your subject from up there, which is definitely more flattering.
Have them slowly tip it down until you see it starting to light your
subject’s face (ideally, you'd like it aiming down at your subject at a
45° angle). When it looks good, have them hold it there while you
make the shot.



Direct, Contrasty Window Light

Our subject is standing directly in front of a large glass window, so
there’s nothing there to soften or diffuse the light. The sun is pretty
high in the sky (it's around 4:00 p.m.) and the bright sunlight is
coming through the window at an angle. | had my subject stand very
close to the window because, for this look (which | would generally
use with men), | want very sharp, contrasty light (putting him right
near the window is the opposite of what | would do if | was shooting a
woman and wanted soft, diffused light). So, that’s it: direct light
streaming in from a tall window. No diffusion—no nuthin’—just direct
light. If you look directly behind our subject, you'll see my black laptop
bag taped to the wall with gaffer’s tape to cover the lighter beige wall
in the gap between the two black tubes on the wall. It's not pretty, but
it worked. Also, having your subject wear a dark-colored shirt makes
this look easier. | used a 70—200mm /2.8 lens, zoomed in to 95mm,
with my f-stop at f/4.5. There is plenty of light in the room, so to
create this dark, dramatic look, | shot in aperture priority mode, using



exposure compensation to darken the scene by 1.7 stops. Even
though you’re darkening the room around him, his face will still be
brightly lit by the direct sunlight. | don’t shoot a lot of black and white,
but | knew that | was going to convert this to black and white for the
added drama. You might be wondering how | got away with using
harsh, direct sunlight. It's because | was intentionally going for a
really contrasty look. This contrasty light (and the post-processing)
accentuates his skin texture and facial hair, and brings out detail. For
men, that usually looks terrific. In Lightroom’s Develop module (or
Camera Raw), | dragged the Contrast slider to the right quite a ways,
then used a plug-in called Silver Efex Pro, which is part of the Google
Nik Collection. Just click on the preset thumbnail that looks best, and
then click OK. (By the way, the preset that usually looks the best is
High Structure [Harsh].) The final step was to add a lot of sharpening,
using Photoshop’s Unsharp Mask filter.



Softening Window Light

Here, our subject is standing directly in front of a large window, which
should make a beautiful shot, except for one thing: window light, by
nature, is not soft and beautiful. Sometimes it is, but it depends on
the window’s location, the time of day, and the angle and position of
the sun, because it can be some of the harshest, nastiest light you've
ever seen. That's why we keep a frosted vinyl shower curtain liner
with us (literally, just $1.99 at Walmart) to tape up over a window
(using gaffer’s tape we bought from B&H Photo—it comes off
surfaces without leaving any sticky residue, or peeling off paint or
finishes, or doing any harm whatsoever. It's amazing stuff. Around $6
a roll). My shooting position is directly to her left along the wall. If you
want just really soft, wonderful, wrapping light from a window, this
trick turns that window into a giant softbox, and the diffused light that
comes through is just absolutely gorgeous. You could get a little
softer light by having her take a few steps back from the window. Just
know that will lower the amount of light, so you'd probably have to



bump up the ISO a bit more, because we’re already at our lowest
possible f-stop. | used my 70-200mm /2.8 lens, at f/2.8 to put the
background out of focus, but as you can see, it's only a little bit out of
focus. Why only a little bit? Wouldn't f/2.8 make it really out of focus?
Well, it would if | could zoom in tighter, but to get more of her in the
frame than just her head and shoulders, | had to zoom out to 70mm. |
couldn’t move farther back because the room wasn'’t that deep. By
the way, when you add this frosty diffuser in front of the window, it
softens the light big time, but it also cuts the amount of light. So, | had
to increase my ISO to 800 to get my shutter speed above my 1/60-of-
a-second-minimum handholding rule. Post-processing was the
standard retouching stuff. Also, | used Photoshop’s Content-Aware
Fill feature to get rid of the edges of two framed pictures you could
see on the wall behind her to the far right. | made a short video for
you on how Content-Aware Fill works. You can find it on the book’s
companion webpage (mentioned in the book’s introduction).



Chapter Six. Shooting Weddings Like
a Pro

How to Get Professional Results from Your Next Shoot



SHUTTER SPEED: 1/25 SEC F-STOP: F/2.8 ISO: 1000 FOCAL
LENGTH: 82MM | PHOTOGRAPHER: SCOTT KELBY

Shooting a wedding is tricky business, and if you have friends (and
they know you have a nice camera), it's only a matter of time before



you're standing in a church yelling things like, “Okay, next | need the
groom’s grandmother and grandfather.” Once you've said that line
aloud in a church, you are officially ordained as a temporary wedding
photographer. Now, just because you took the gig for free, as a favor
to that guy you know over in accounting, don'’t think for a minute that
the bride is expecting anything less than absolute pro-quality images.
Worse yet, the nicer gear you have, the better they expect those
images to be, and if, up until this day, you’ve been a sports shooter or
a landscape photographer, all that goes out the window, because
today you are a wedding photographer, which is arguably the single
hardest photography job in the known world. The reason is simple:
there is no reshoot. This particular wedding, the one you are
responsible for shooting, only happens once. There is no, “Oh, my
camera broke” or “| didn’t bring enough memory cards” or “| forgot my
charger for my flash,” because if the bride hears anything even
approaching one of those excuses, she will take her bare hands and
squeeze your neck until either your lifeless body falls to the floor like
a wet bag of cement, or a pack of AAA alkaline batteries pops out of
you like a Pez dispenser. That's because regardless of whether
you're getting paid or not, she has waited, dreamed about,
meticulously planned, agonized over, and micro-managed this special
day to death, and if you miss any one of those critical moments (the
ring, Kissing the bride, walking down the aisle as man and wife for the
first time, cutting the cake, the first dance, etc.), then it's time for you
to die. That's why this chapter is all about one thing: increasing your
life expectancy.



Create a Shot List
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Before you even leave to head to the wedding, you should put
together a shot list of photos you’ll need to take for the wedding
album, prints, etc. There are no redos at weddings, so you’d better be
sure you leave with a list in hand of which shots you need, from bride
and groom formals, to detail shots (the invitations, the rings, the
bouquet, the bride’s shoes, etc.), to reception shots like cutting the
cake, receiving lines, place cards, and more. Without a written shot
list, you're winging it, and it's almost an absolute lock that you'll miss
one or more critical shots that your clients (the bride and groom) are
going to expect to be in their album, so don’t take a chance—this little
bit of preparation can make a world of difference. Luckily, you can find
wedding photography shot lists online for free at places like
http://bit.ly/aboutshotlist (actually, there are literally hundreds of
different shot lists available for downloading—just Google “wedding
shot list” and you’ll have a wide range of choices). Find a shot list that
makes sense to you, and although you can get creative and do far
beyond what it suggests, at least you’ll have the most critical shots
covered. Also, make sure you talk to the bride and groom before you



http://bit.ly/aboutshotlist

finalize your shot list to ensure the specific shots they want are
included (they may want shots with old friends from high school or

college, or a special relative, and the only way to find out about these
is to talk with the bride and groom in advance).

0 Have Backups For Everything!

Always take backups for everything. At the very minimum

you need to have two camera bodies, backup batteries for
your flash, a backup flash unit, extra memory cards, a
backup lens, and backup batteries for both cameras.




Tricks for Low-Light Shooting in a Church, Part 1

> Select @ Exit

While you should use a tripod when shooting the formals, when
shooting the ceremony in a low-light situation, you’ll probably need to
handhold. This is a problem because handholding in low-light
situations is almost a guarantee of having blurry photos—when
there’s low lighting, your camera compensates for it by slowing down
the shutter speed to take in more light so it can make a proper
exposure. So, your exposure will still be right, but chances are your
photos will wind up being blurry because the shutter speed isn’t fast
enough. Any tiny little movement on your part equals blurry photos.
So, how do the pros get crisp low-light shots in a setting like a
church? One thing they do is increase their ISO setting, which raises
the shutter speed (you generally need a shutter speed of at least 1/60
of a second for non-blurry photos). Luckily, today’s DSLRs let you
shoot at high ISOs with little visible noise. So, how high can you go?
At least ISO 800, but you can usually get away with as high as ISO
1600 in most situations (or more, depending on your camera model).
So, now that you know what to do, here’s how to do it: Aim at the low-
light scene you want shoot, press your shutter button halfway down,
and look in your viewfinder to see what your shutter speed will be. If
it's slower than 1/60 of a second, you're going to need to crank up the



ISO until you see your shutter speed hit at least 1/60 of a second or
faster (then hold your camera very steady).

o Silencing Your Camera’s Beep

The last thing the wedding couple (or the clergy, or the
guests) wants to hear during the ceremony is the

distracting sound of your camera beeping as it locks
focus. So, before the wedding begins, go to your camera’s
menu and disable the audible beep sound.




Tricks for Low-Light Shooting in a Church, Part 2

The second trick wedding pros use to shoot in low-light situations is
to shoot with a fast lens to let in more light (by that, | mean a lens
where the largest available f-stop is something like /1.4 or /1.8, or
maybe f/2.8—lower numbers are better). Once you have one of these
lenses, shooting at these fast f-stops (let’s use /1.8, for example) lets
a lot more light in, which gives you faster shutter speeds so you don't
have to raise your ISO nearly as much (or at all). Since we know that
raising our ISO adds at least some noise to our photos, if we have a
choice, we'd rather use a fast lens than crank up our ISO. Now,
depending on how dark it is where you’re shooting, you might still
have to increase the ISO amount, even when using one of these fast
lenses at it's wide-open (lowest number) setting, but you'll have to
raise it less, which means less noise. Now, when you're shooting the
formals in the church (before or after the ceremony), here is a recipe
you can use to get a natural-looking light balance between your flash
and the available light in the church: set your ISO to 800, set your
shutter speed to 1/60 of a second, and set your f-stop to /5.6, or a
lower number if possible (like f/4, /3.5, or even f/2.8). By using a
relatively low shutter speed like 1/60 of a second, it's a slow enough
speed that your camera can properly expose the background (you
see it lit with the available light in the room), and then your flash
comes in to freeze the action. Once you’ve got those two settings in



place, all you have to do is take a test shot with your flash, and if it
overpowers the room light (the background looks black), then lower
the brightness (power) of your flash unit, so although your subject will
be mostly lit with flash, you'll still see some of the natural light in the
church. This gives a nice balance between the natural light (which
should be around 30% to 35% of the light in the photo) and your flash
(which should be 65% to 70% of the light).



Do You Really Need the /1.4 Lens?
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You need fast lenses to shoot in lower light with less noise. But, how
fast of a lens do you really need? The two most popular fast lens
sizes for wedding photographers are probably the 50mm prime and
the 85mm prime (prime means it's stuck at that one focal length).
Okay, so now do you need the f/1.4 or the f/1.8? This | can help with:
At the time this book was published, a Nikon 50mm /1.8 lens sold for
around $217 (over at B&H). However, to get just 2/3 of a stop more
light, the Nikon 50mm /1.4 sold for around $482 (more than double
the price). Besides the obvious price difference, you need to be more
accurate with your focus shooting at f/1.4 than you do shooting at
/1.8 (shooting a close object with either is going to create a very
shallow depth of field. For example, if you shoot a close-up portrait at
/1.4, the tip of your subject’s nose could be in focus, but then their
eyes would be a bit out of focus, and their hair would be way out of
focus). For that reason, I’'m personally more likely to shoot at /1.8 (it
gives me a little more latitude, and a little more area in focus). As for
quality, there’s a lot of debate as to whether anyone can really see



the quality difference between the /1.4 or the /1.8, so for most folks,
| recommend going with the less expensive /1.8 lens.

o Don’t Change Lenses, Change Cameras

Things happen very quickly at weddings. So, if you're
shooting with a zoom lens, and you suddenly need to
switch to a wide angle, don’t switch lenses—switch

camera bodies. Keep two camera bodies around your
neck (or one in your hand), and put a wide-angle lens on
one body, and a zoom lens on the other. That way,
switching lenses takes two seconds, not two minutes, and
because of that, now you “get the shot.”




Backlighting Your Bride

A popular effect with wedding photographers is to backlight the bride
—where a bright light rims the outline of the bride—and then add in
just a little bit of flash to light the front of the bride, so she’s not a
silhouette (as shown above). This takes two flash units: one in front of
the bride (in this case, | used an off-camera flash on a light stand,
positioned to the left of the camera at a 45° angle), and a second
flash on a light stand behind the bride (here, it was behind and to the
right, just out of the frame). The flash of light from the front flash
triggers the second flash behind the bride. The key is to make sure
the flash behind the bride is much brighter than the flash in front of
the bride (in the shot above, | lowered the power of the front flash as
low as | could, but kept it bright enough so it would still trigger the
flash behind her. It took a couple of test flashes to find out just how
low that front flash could go). Another nice look (which is very
dramatic) is to go ahead and let her just be lit with a flash behind her,
then turn the flash in front off, so she actually is mostly a silhouette. If
you do this, you’ll have to set your front flash so it doesn’t fire the full
flash, but only a very low light pulse—just enough to trigger the



wireless flash behind her, but so it doesn’t throw any measurable light
on the bride (Nikon’s DSLRs with pop-up flash have this feature built
in).

o Compose to Include The Church

A trick | learned from master wedding photographer David
Ziser: compose a decent number of the formal bride and

groom portraits to include the interior of the church. It's
important to brides to see the church where the ceremony
took place, and by composing it into the formals, it really
gives the shots a sense of place.




Finding That Perfect Bridal Light

At most weddings there is a spot with really spectacular light just
waiting for you to walk over and find it, but once you find it, you have
to know how to use it. That light, of course, is natural light coming in
through a window (it's hard to make a photo look bad in that light).
Look for a window that doesn’t have direct sunlight (a window facing
north usually works well to provide some soft, diffused light). So, once
you find this wonderful natural side light coming in from a window,
where do you place the bride? Ideally, about 6 to 8 feet from the
window, so the light falls evenly and softly upon her (almost sounds
like a song, doesn'tit?). This is a great spot for shooting some pre-
wedding shots of the bride alone, the bride with her mother, and the
bride with her father.,



e\ Tips For Posing The Bride

More tips from David Ziser: Have the bride stand with her
feet in a staggered V-shape, then shift her weight to her
back foot, and lower her shoulder farthest from your light
source. This creates a flattering diagonal line between her

shoulders and creates a much more dynamic look for your
pose. To keep detail in the bridal gown, you want your
flash to cross the dress, not hit it straight on. Simply
position the bride so her shoulder that is closest to the
light source is angled toward the light source.

Formals: Where to Aim
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When shooting large groups for the formal portraits, you'll want to
make sure that you use an aperture setting that keeps everyone in
focus. Try /11 for a reasonable depth of field for groups. Now, where
do you focus? If you have more than one row of people deep, the old
rule (which still stands true today) is to focus on the eyes of the



people in the front row. You have more depth behind than in front, so
make sure you focus on them, and the rest should be okay, but if that
front row is out of focus, the whole shot is a bust.

o Don’t Spend Too Much Time on the Formals

A very famous wedding photographer gave me some
great advice one day about shooting the formals (the
posed group portraits). He said, “Get the formals over
fast. You have to do them, but nobody cares about them.”

They don’t usually include a special or touching moment
and they’re rarely photos anybody talks about after the
wedding (unless, of course, you forget to do them). So,
get everybody together, knock those shots out, and move
on to the important job of capturing the moments that do
matter.




Formals: Don’t Cut Off Joints

When you’re framing your formals in your viewfinder, for a more
professional look, be careful not to cut off anyone at the joints (in
other words, don'’t let the bottom of the frame cut anyone off at the
elbow or knee. On the side of the frame, don’t cut anyone off at the
wrist or elbow either). Basically, stay away from the joints. If you have
to crop an arm or leg off, try to do it as close to the middle of the arm
or leg as possible, staying clear of the joints. 'Nuf said.



o Some Tips For Formals

Build off the bride and groom: A popular format for
creating all your formals—have the bride and groom in the
center, and have them stay put. They don’t move—
instead you have groups of other people (bridesmaids,
groomsmen, the best man, etc.) move in and out around
them. Use them as building blocks to make group shots

easier. Another tip: Your main job is to follow the bride.
Make darn sure your main focus at the pre-wedding, the
ceremony, the formals, and the reception is the bride.
Follow her just like you would follow the quarterback if you
were shooting a football game. Especially if you're going
to be selling these photos, as it will be the bride (either
directly or indirectly) who will be buying the prints. So,
make darn sure that she’s the clear star of the show.




Formals: How High to Position Your Camera

Head & Shoulders

7/8 Shot

Standing

When you’re shooting your formal shots, the height that you position
the camera is actually very important, because if it's not positioned
correctly, your subject’s body can look distorted or some parts can
look larger than normal (in general, this is just not good stuff). So,
finding the right height for professional portraits is critical. Here are a
few guidelines to help you get the pro look:

Standing, Full-Length Portrait: Position your camera (on your
tripod) at the bride’s waist height (yes, you'll have to squat down/bend
over, etc., but the final result will be worth it). Keep your lens straight
(don’t aim up toward the bride’s face).

718 Shots (from the Calf Up): Position your camera (on your tripod)
at the bride’s chest level and shoot with your lens straight from there.

Head and Shoulders Shots: Position your camera (on your tripod)
either at the bride’s eye level or slightly above.



o Background Tip

Vary your background for your formals. It may not seem
like a big deal at the time, but when you see the same
background over and over and over again in the final

wedding album, it can become really tedious. Once you've
shot a few sets on one background, if there’s another
simple background nearby, try it in order to keep the
album from looking like a cookie cutter.




Change Your Vantage Point to Add Interest

Want to create a shot everyone will remember? Shoot it from a high
vantage point (look for a second story window you can shoot down
from, or a balcony on the second floor, a bridge, etc.). If you can’t find
an existing high vantage point, then you can always create your own
by bringing (or borrowing) a ladder to shoot from (like the Conair
Travel Smart LadderKart, which doubles as a hand truck to help you
move your gear, when you're not standing on it. It holds up to 300
Ibs., and sells for around $80, but I've found other similar ladders
online, as well). Of course, be careful, because being on a ladder with
expensive camera equipment is the stuff Hollywood comedies are
made of. This high vantage point trick is ideal for shooting
bridesmaids, groomsmen, the bride and groom, and even the bride
alone (as shown here, where | shot the bride while standing on a
ladder).



o Why You Want a Second Shooter

Bring a second shooter (sometimes even a third) as an
insurance policy to make sure all the most important shots
are covered—the bigger the wedding, the more you need
one. You can’t be everywhere, and if anything goes

wrong, there’s someone else to keep shooting, or deal
with the problem. They’ll also bring a different style,
dimension, and camera angle, and can shoot from a
different location, plus there’s a good chance that if you
missed “the shot,” your second shooter will have gotten it
(or vice versa).




Shooting the Details: Which Ones to Shoot

The photojournalism style of wedding photography is very big right
now (where you tell the story of the wedding in photos as if you were
covering it for a newspaper or magazine). One of the cornerstone
elements of this technique is to make sure to photographically
capture the tiny details of the wedding, especially behind the scenes
before the wedding. Here’s a list of things you might want to capture
(shoot), which can either stand alone in the wedding album or be
used as backgrounds for other photos:

* The bride’s shoes

» The bride’s dress hanging on a hanger

* The bride’s tiara, necklace, etc.

« The wedding invitation

» The sheet music played at the wedding

» The guestbook (once a few people have signed it)
» Their champagne glasses

* Name cards at the reception

* Their wedding rings (perhaps posed on the invitation with some
rose petals casually placed nearby)



 The airline tickets for their honeymoon

» The sheet music, or CD jewel case, to the music for their first
dance

* The groom’s boutonniere
» The bride’s bouquet
* Any fine detail in her dress

Close-Up Detail Shots

PETE COLLINS

When the bouquet was delivered, | went out to the balcony so | could
use natural light, and | was careful to place the bouquet in the shade
so the natural light would be soft. | also went and borrowed the
bride’s engagement ring for the shot and placed it inside the petals of
one of the roses. I’'m using a macro lens here (and also for stuff like
close-ups of the groom'’s cuff links, the invitation with both rings sitting
on it, etc.). They have a ridiculously shallow depth of field, so any



camera movement at all and the whole shot will be out of focus—you
need to be on a tripod. I'm shooting in aperture priority mode and,
since the depth of field is so shallow, | try to shoot at f/16 or f/22 to
squeeze another 1/16" that’s in focus. On a tripod, | use my lowest
ISO (as always) and it doesn’t matter what my shutter speed is
because I'm on a tripod. The 70—200mm lens is a staple of many
wedding photographers, but you’re not going to be able to get in as
tight as you’d like because they usually have a minimum focusing
distance. So, if you start to get too close to the ring, everything goes
out of focus and you can'’t get in really close (and if you try to get as
close as you can and then crop it tight, you won'’t get that super-crisp
detail and mega-shallow depth of field that is the trademark of a
macro shot. The shot on the left in the inset is as close as | can get
with a 70—200mm before it goes out of focus). That's where a macro
lens comes in (or better yet, use my handy tip below). A macro lens
lets you zoom in and get crazy close (like you see on the right in the
inset), and create a level of detail that has real impact. Plus, look at
how amazingly shallow the depth of field is for the image on the right.
The diamond and mount are in focus, and just 1/16" behind that, it all
goes blurry and out of focus, which really makes the diamond stand
out! TIP: Don’t buy a macro lens, get a close-up lens instead.
Whether you shoot Nikon or Canon, you can use Canon’s brilliant
screw-on close-up lens, which is only about 3/4" thick, super-
lightweight, and pretty inexpensive. You just throw it in your camera
bag and screw it on to your zoom lens when you need it. Super
handy!



Reception Photos: Making Them Dance

There’s a problem with taking photos of people dancing. If you shoot
them with a flash (and most likely you will), it will freeze their
movement, so they’ll look like they’re just standing still, but in
somewhat awkward poses. It still amazes me how people doing a line
dance can be pictured as people in a police lineup—the camera just
doesn’t capture motion, unless you tell it to. There are really two
techniques: The first is in the camera. Use a slow shutter speed so
the people have a motion blur, which makes them look like (you
guessed it) they’re dancing. (If you want the main person in your shot,
like the bride, to be in focus, you can use panning, where you take
the camera and follow their movement.) If you didn’t remember to
employ this technique during your reception shoot, then you can add
this motion blur in Photoshop. The first step is to duplicate the
Background layer. Then go under the Filter menu, under Blur, and
choose Motion Blur. Set the Angle to 0°, then increase the Distance
until things look like they’re really moving. If you want to keep one
person in focus, get the Eraser tool, choose a really big, soft-edged
brush (like the soft round 200-pixel brush) and erase over the person
you're focusing on (like the bride, etc.) so that person appears in



focus, while everyone else is dancing and moving around having a
good time.

o Back Up Your Photos Onsite

A wedding happens once. You don’t get a redo. So, make
sure that backing up your photos on location is a part of

your workflow. If you fill a memory card, and pop in a new
one, the next thing you should be doing is backing up that
full card to a hard drive.




Reception Flash

Here, the room'’s lit with colored lights and constantly changing
colored LEDs on the walls. I'm using a single speedlight flash on my
camera, aimed straight upward toward the ceiling (it's too high to
bounce off—I'm only interested in the tiny bit of flash that comes out
of the front of the flash). So, some of the light from the flash goes
forward to light the bride and her father, but still blends in with the
existing room light without overpowering it. The lighting was very
colorful, so if | turned up the flash and aimed it directly at them (even
if | added a diffuser or small softbox), you’d see mostly flash, and
most of the color will have been overpowered. Notice how you can
still see a magenta light on the bride’s dress and along her arm, and
on her dad’s head. Since the flash is aiming straight up, it’s set to full
power. When using flash, my camera’s always in manual mode. My
shutter speed is set to 1/250 of a second (making the room appear
darker). My f-stop is /1.4, which let me handhold in this low-light
situation, but | had to raise my ISO to 640 (having a fast lens, like an



f/1.4, keeps your ISO from getting too high in low light). | used an
85mm lens so | could shoot at that fast aperture, and it's wide enough
to let me include some of the reception hall. Using such a low f-stop
also puts the background a bit out of focus, separating them from the
background, even though we’re not zoomed-in tight. By the way, to
give you an example of how important having a fast lens is in a low-
light situation like this, | was able to take the shot above at only 640
ISO to give me a shutter speed of 1/250 of a second, which was
enough to freeze their motion while dancing, and eliminate any
movement from me handholding the camera. The production shot of
me shooting was taken at a slower f-stop of f/2.8. To get the shutter
speed to 1/125 of a second (just fast enough for a non-blurry
handheld photo), my assistant needed to use an ISO of 16,000! It
looks really clean because he uses a camera that performs really
great at high ISOs like this (a Canon 1DX), but what | wanted to
demonstrate is that those really fast f-stops really do make a
difference.



Go Super-Wide for an Epic Feel
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It was the middle of the day and we scouted for some locations for
the bridal portrait that weren’t in direct sunlight. We found this
beautiful staircase. Since she was inside the stair area, she was
shielded from the sun. | positioned myself up high, shooting down, so
| could see the bride and the elegant-looking columns behind her, as
well. We were using available light and, in that case, | shoot in
aperture priority mode (where | choose the f-stop and the camera
automatically chooses a shutter speed it thinks will make a decent
exposure, and it’s usually right). Normally, | would use a higher-
numbered f-stop, like f/8 or f/11, but despite how it looks here, the
lighting was actually fairly low in this shade, so | lowered my f-stop to
f/2.8. The background didn’t actually go out of focus here because |
was shooting a wide-angle lens, so even though I'm at /2.8, I'm not
zoomed in tight (I'm way out wide) and everything will pretty much be
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in focus throughout. Perhaps not as sharp as at a higher f-stop, but |
was able to keep my ISO at 100 (the cleanest setting) and still get
1/125 of a second shutter speed, so the shot wouldn’t be blurry
because of movement while handholding. Going for the “epic”
wedding shot, which means the bride is swept away in the beautiful
surroundings, | chose a super-wide-angle lens—a 16-35mm /2.8
lens. The key when using a super-wide-angle lens like this is to keep
your subject from getting too close to the sides of the image because
it will normally distort them and stretch them so they look much wider.
To make it look even bigger and more epic, | climbed up two steps on
a LadderKart (see page 109). That way, | could include the railing
right in front of me and create more depth. To focus the light more
toward the center of the image, | darkened the edges all the way
around the photo just a tiny bit using the Post Crop Vignetting feature
found in the Effects panel in Lightroom’s Develop module (or Camera
Raw): just drag the Amount slider to the left a little bit and you'll see
the edges darken all the way around. It usually just needs a touch,
but it adds a lot.



The Lens Flare Look

During the reception, | positioned myself so I'm shooting directly into
the colored light that’'s aimed at the dance floor—a sure recipe for
getting lens flare (while this lens flare look drives some traditional
photographers crazy, brides love it). The light was constantly
changing color, and even moving, so | would pick an area, camp out
there, and try to catch the bride and groom in between the other
guests out dancing alongside them. You can see the lens flare
creating a ring over my shoulder (camera left) in the behind-the-
scenes shot. This technique just takes a little patience because, even
though you’re aiming directly at a light shining right in your direction, it
doesn’t always flare—you’ll get a bunch with the effect, and a bunch
without it. | locked focus on the bride and groom by holding the
shutter button halfway down, and then repositioned myself so the
light was aiming straight at me. When | saw it start to flare, | pressed



the shutter button the rest of the way down to take the shot, knowing
that it would be in focus because | had already locked the focus on
the bride/groom before aiming my lens at the light. | used an 85mm
lens, and just the existing room light at f/1.2. Even at that wide-open
of an f-stop, my ISO was still 2500. My shutter speed was probably a
bit higher than | really needed at 1/250 of a second, but they were
dancing and | wanted to make sure it would freeze their movement. |
took this shot at f/1.2 because of the low light, but a happy by-product
is that it puts the background way out of focus, which helps give the
bride/groom visual separation from the background. Just one thing to
keep in mind: when you shoot at f-stops like /1.2 and /1.4, your
focus is really critical. Lock your focus (hold the shutter button down
halfway) when you’re directly over the subject’s eye that’s closest to
you. In-camera lens flare effects tend to create a flat, hazy look, so
you might want to add some contrast back into the image by dragging
the Contrast slider to the right in the Basic panel in Lightroom’s
Develop module (or Camera Raw).



Chapter Seven. Shooting Sports Like a
Pro

How to Get Professional Results from Your Next Sports Shoot
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SHUTTER SPEED: 1/1250 SEC F- STOP F/13 ISO 3200 FOCAL
LENGTH: 15MM | PHOTOGRAPHER: SCOTT KELBY

| know that these chapter intros are just here for a mental break, and
they’re not actually supposed to provide any useful information



whatsoever, and | think I've done a fairly good job of living up to that
lofty goal so far. However, I’'m very passionate about shooting sports,
and this is the only place | have to pass on a warning that is actually
based in truth (or at least as based in truth as that movie The Perfect
Storm was). Anyway, if you are a serious fan of college or pro sports,
| want to tell you up front that you will rue the day you actually shoot
on the field, because you will never, ever, ever, in a bazillion years
even consider going back into the stands like a regular fan again. You
will be literally ruined for life. Here’s why: you get spoiled down on the
field of play. It's a different game down there. It's not like what you
see on television. You see, on TV, when you see a cornerback and a
wide receiver jawboning back and forth before the snap, you figure
they’re trash talking. Talking smack. Occasionally, they are, but you
know what they’re mostly talking about? Nine times out of 10, they’re
talking about the gear the photographers on the sidelines are using. |
was shooting an NFL game in Atlanta once, and | set up right near
the line of scrimmage, and | heard the receiver say to the cornerback,
“Dude, is he really trying to shoot this with a 200mm lens?” And the
cornerback said, “I looked during the last time out—he’s got a 1.4
tele-extender on there.” Then, the WR said, “Did he have VR turned
on?” The corner said, “Yup.” Then, the WR said, “Dude, it's a day
game. You know he’s got to be at 1/1600 of a second or higher” and
just then the quarterback called an audible and yelled “Get me close
to that guy with the 400mm /2.8—I want to see if it's the new model
with the nano coating.” This goes on all game long, game after game,
city after city. The players call it “camera smack” and just because
you don’t hear about it on TV, doesn’'t mean it's not happening.



Which Lenses to Use
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When you’re shooting sports, carrying a load of lenses and a big
camera bag will strain your back and just add to your frustration.
Instead, go light with just two lenses:

(1) A wide-angle zoom lens (something that goes at least 24mm
wide). You'll need these wide angles to capture full stadium shots,
full court shots, close-up group shots, etc.

(2) A 300mm or 400mm telephoto lens (or a 200-400mm zoom). At
the very least, you'll need a 200mm lens, but plan on doing a lot of
running because if the players aren'’t right in front of you, they’ll be
too far away to make pro-quality shots.

You won’t want to change lenses, so ideally you’ll put one lens on one
camera body, and one lens on the other. The only other thing you'll
need to carry (besides extra memory cards and a backup battery) is a
1.4x teleconverter to get you even closer to the action (these magnify
the amount of zoom, turning a 300mm telephoto into a 450mm).
Note: Some pros advise against 2x teleconverters because they feel
2x photos are not as sharp and you lose up to two f-stops of light,
making it harder to get the fast shutter speeds you need indoors. To
move all this stuff around try a Manfrotto Pro Photo Vest or a Think
Tank Photo belt system.



o Shoot From a Low Position

Pro sports photographers often shoot down on one knee
to get a lower, and better, perspective for their shots. It

gives you the feeling of being right there, and helps to
make the athletes (or their cars) look “bigger than life.” Try
it next time, just make sure you buy some gel-filled knee
pads from the local home improvement store first.




Adding a Teleconverter to Get Really Tight

If you look at some of the really amazing sports shots out there today,
many of them bring you really, really close to the action. They bring
you emotion and action that you'd miss from wide-angle TV shots, or
sitting up in the stands, or even watching on those giant stadium
monitors. While | generally shoot a 400mm lens for most sports, |
realized that | needed to get in even tighter—especially after having
my portfolio reviewed by sports photography legend Dave Black, who
encouraged me to put a 1.4x teleconverter in front of my 400mm lens
(making it over 550mm in length) to get even closer, and it made a
tremendous difference. Whatever focal length you’re shooting, a
teleconverter is a fairly inexpensive way for you to get even closer to
the action and take your sports shots to the next level. (Note: This
works best for shooting day games or in really well-lit situations,
because putting on a 1.4x tele-extender makes you lose 1 full stop of



light, so your /2.8 lens becomes an f/4 lens, etc. If you use a 2x tele-
extender, then you lose 2 stops. So, for daylight it's okay, but indoors,
unless you have a camera body that shoots in low light with really low
noise, it's kinda dicey.) By the way, Dave had a great quote about
getting in close. He said, “Go big or go home!” He’s right.

0 Don’t Have Long Glass? Rent it for the Week!

If you have a special game or assignment coming up, and
you don’t have long enough glass to shoot the game the
way you want to, then just rent it. I've used

—they have all the long glass for both
Canon and Nikon shooters (they rent camera bodies, as
well), they ship directly to you overnight, and they are
reasonably priced.



http://lensprotogo.com/

How the Pros Focus for Sports

If you want to get more shots in focus, you’ve got to switch to back
focusing (where you focus by pressing a button on the back of your
camera body with your thumb, rather than focusing by pressing your
shutter button). This makes a bigger difference than you’d think,
because by separating the focus from the shutter button, your camera
no longer focuses, then shoots—you’ve already focused on your
subject with the button on the back, so now your shutter button just
shoots. This back focusing helps to keep the autofocus from jumping
off your subject when someone walks into your frame (which is a real
struggle when shooting team sports), because if someone does walk
into your frame (like a ref), you just take your thumb off the back
focus button until they’re gone (but keeping shooting) and when
they’re out of your frame, just hit the back focus button again.
Generally, | keep my thumb on that back focus button, aim at my
subject, and then | don’t have to worry about my focus—I just
concentrate on my timing. On Canon cameras, press the Menu
button on the back of the camera, go to your Custom Function V-1
menu, and choose Metering start/Metering + AF start. On most Nikon



DSLRs, go to the Custom Setting menu and, under Autofocus,
choose AF Activation, and set it to AF-ON Only.

e\ Having Your Focus Auto-Track The Action

If you’re going to be shooting sports, switch to a focus
mode that tries to automatically track a moving object if it

moves out of the focus area. On Canon cameras, it's
called Al Servo AF, and on Nikon cameras, you'd switch
to Continuous-Servo focus mode.

Shoot Wide Open at Fast Shutter Speeds

By shooting wide open, | mean shoot as close to your wide open
aperture as possible (so if you have an /2.8 lens, shoot at /2.8 or
one stop up). This will pay off in two ways:

(1) This will blur the background, creating a more dramatic,

dynamic, and uncluttered photo of your subject. Busy backgrounds
are a problem when shooting sports, and shooting with a telephoto



lens at a wide open aperture gives you a very shallow depth of
field (your subject in the foreground is in focus, while the
background is out of focus).

(2) You’ll be able to shoot at faster shutter speeds, which will
freeze the action of the athletes, and greatly help when shooting
indoors under artificial low-light situations. To freeze the action,
ideally, you’ll need a shutter speed of around 1/1000 of a second
or faster (any slower than that and you’ll probably have at least
some blur. Although I've had some sharp sports shots as low as
1/640 of a second, they’re not all sharp, so 1/1000 of a second is
our goal). If you're shooting outside on a sunny day, this is no
problem—set your camera to aperture priority mode, use the
lowest f-stop your camera will allow, and you’ll probably have
shutter speeds of more than 1/4000 of a second. If it's a partly
cloudy day, you may drop down to 1/2000, and that’s okay.

Q Still Players Are Boring

Don’t shoot football players in the huddle or standing
around, or the runner standing with one foot on first base,

or the outfielder waiting for a pop fly. Shoot the action,
because when you look at your photos later, you’ll hate
the shots that don’t have it.




Auto ISO Lets You Always Freeze the Action

IISO sensitivity settings
¢y IS0 sensitivity

Maximum'sensitivity 32

Minimum shutter speed 1/1000

If you're shooting a sport where you need to freeze the action, then
you need to make sure you’re shooting at a shutter speed that
freezes action—around 1/1000 of a second. That's easy to do in
broad daylight shooting at a wide open aperture like f/2.8 or f/4 like
we would normally do with sports, but if it gets cloudy, or the light
changes, or it gets later in the day, you run the risk of your shutter
speed falling below 1/1000 and coming home with a bunch of blurry
sports shots. That’s why you’ll fall in love with the Auto ISO feature,
which makes sure you never fall below a certain shutter speed,
because it will automatically increase the ISO without any input from
you. What’s especially slick about this is it won’t just jump from 200
ISO to 400 ISO, it'll only move exactly as much as it needs, so it
might go from 200 ISO to 273 ISO (something you couldn’t even
choose on your camera if you wanted to, right?). On Canon cameras,
you need to set the ISO speed to A by looking at the LCD panel and
turning the main dial on top of your camera. On Nikon cameras, you
turn this on by going to the Shooting menu and choosing ISO
Sensitivity Settings. Then you enter the Minimum Shutter Speed you
want to maintain (I use 1/1000 of a second), and turn the ISO
Sensitivity Auto Control on.



o Don’t Plan on Changing Lenses

For sports photography, if you want to compete with the
big boys, don’t plan on changing lenses—plan on
changing cameras. You'll miss “the shot” if you have to

change lenses. That's why the pros have multiple camera
bodies hanging around their necks—so they can change
from a 400mm telephoto to a wide-angle lens in an
instant.




Shooting at Night or Indoors? Raise Your ISO!
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The biggest challenge of shooting sports happens when you shoot at
night, or if you shoot indoors. That’s because, without that bright
sunlight, your shutter speed will drop like a rock. There’s really only
one way around this—you’ll have to raise your ISO like crazy to get
your shutter speed back up to 1/1000 of a second to freeze sports
action. So, why do we worry so much about raising the ISO? Well, it's
because the higher you raise your ISO, the more noise (grain) you'll
see in your photos. Today’s high-end sports cameras have very low
noise, even at very high ISOs, but it’s still sometimes visible. But,
really, there’s nothing we can do about it. This is why “fast lenses”
(like an /2.8 or f/4) are so helpful—the faster the lens you have, the
less you'll have to raise your ISO (and the less noise you’ll have). So,
how much of a difference does a fast lens really make? Well, if 'm
shooting in an NFL football stadium at night with really bright stadium
lighting, and | set my f-stop to f/4, | have to set my ISO around 4,000
to get my shutter speed up to 1/1000 of a second. If | have an /2.8



lens, | can usually set it at just 1,600 ISO (much less noise). That one
stop makes that big a difference (but man do they charge you a
bundle for that one extra stop of light). So, you will see some noise,
but seeing some noise beats having a blurry photo every single time.

e\ The Advantage of Using Fast Memory Cards

Fast memory cards were made for sports shooters,
because we usually shoot in continuous shooting (burst)

mode. Faster cards write data faster, so the images in
your camera'’s buffer leave the buffer quicker (leaving
room for you to take more continuous shots).

Shooting in Burst Mode
-—

AF  DRIVE ISO

Canon Nikon

Much of the shooting you'll be doing in sports photography will
require you to take bursts of shots (four or more shots per second) in
order to make sure you get the shot while a play is in motion. So,
you'll need to set your camera to shoot multiple shots while you hold
down the shutter button (this is called burst mode on some digital
cameras). By default, most cameras shoot one frame at a time, so
you'll have to switch this burst mode on.



Canon: Press the Drive or AF+Drive button, then rotate the quick
control dial until you see an icon that looks like a stack of photos on
the top LCD panel.

Nikon: Switch the camera’s mode to continuous by first pressing the
Menu button, choosing the Custom Settings menu, and then
choosing Continuous High-Speed (to choose either 10 fps or 11 fps).
Then, press the release mode dial lock release button on the top left
of the camera and turn the release mode dial to CH.

Now, you can simply hold down the shutter button to fire multiple
shots.

o The Advantage of Shooting From The End Zone

If you shoot football, you'll see a lot of pros jockeying for
space in the end zone and the corners of the end zone so

they have a clear, unobstructed line of sight, and they’re in
position if someone breaks loose to “take it to the house.”

The only “gotcha” is that if possession changes, you have

to decide if you want to go to the opposite end zone.




Using a Remote Camera
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Having a second DSLR aimed at a different part of the field (or track,
or arena, etc.) gives you a huge advantage, because you can cover
twice the area. For example, if you're shooting baseball from a
dugout, covering the batter with your main camera, you can have a
second camera aimed at second base. When you see a play happen
at second base, you press a remote to fire your second camera. If it’s
near you, you can use a cable release (or wireless shutter release). If
it's far away, you’ll need two wireless transmitters (I use
PocketWizard Plus llls)—one connects to your remote camera, and
you hold the other. When you see the action come into the view of
your remote camera, you press-and-hold the remote button and it
fires the shots (I always set my remote camera to shoot a burst of
shots for as long as | hold the remote button down. | also pre-focus
on the spot | want [like second base itself], then switch my focus to
Manual, so it doesn’t change when | press the remote button). You
should also get: (1) a Manfrotto Super Clamp with a Manfrotto
Variable Friction Magic Arm with Camera Bracket—this lets you
mount the camera to all sorts of surfaces by just clamping it on, and



then you can position it just how you like it. And, (2) a safety cable or
two to double secure your rig, so if something comes loose, your gear
doesn’t hit the floor or fall and hit somebody.

o Stability For Shooting Sports

Sports shooters generaly use monopods instead of
tripods because they are easy to move, and many

professional sports that ban tripods allow monopods.
Carbon fiber ones are popular and can hold a lot of
weight, but are surprisingly lightweight.




The Two Most Popular Sports Shots

The “Holy Grail” for any serious sports photographer would be to
have their work published in Sports lllustrated magazine. But what
kind of images does Sports lllustrated run the most? Based on my
research, they run two types of images: (1) Action images, where the
ball (if there is one) is in the frame with the athlete. (2) Celebrations.
Occasionally, it's an editorial shot of an athlete who just suffered a
crushing defeat, but usually it's one or more players celebrating after
a big win. Also, they’re usually in tight on the players, so you can see
their facial expressions and the emotions of the game. So, how does
this help you? Well, after all these years, you can imagine that Sports
lllustrated has figured out exactly which types of sports photos people
want to see, right? Right! Now you know which two types of shots you
want to be sure to capture the next time you're shooting a game.
Remember, if the ball’s not in the shot or the players aren’t
celebrating, it doesn’t make it into the magazine.



o Don’t Always Focus on the Winner

In sports photography, it's only natural to follow the
winner. But if you only cover the winner, you might miss
some of the most dramatic shots with the most powerful
storytelling angle, which are the expressions and

reactions of the loser or the losing team. This is especially
important if you just missed the action play—quickly
switch to the reaction of the guy who missed the ball, or
didn’t block the shot, or missed the goal, etc. Sometimes
their reactions are more fascinating than those of the
person who makes the shot.




Pros Know the Sport & Shoot the Details

If you know the sport you're shooting, you’ll get better shots than the
next guy because you’ll know where the next play is likely to unfold.
Being able to anticipate when and where the big moment will unfold
can make all the difference in getting “the shot.” The key is you have
to watch the event while you're shooting. Part of that is knowing a
sporting event is more than the players. Today it's about the arena
itself; it's about the fans; it's about all the sights and sounds that
surround the event (sports news services always ask for these types
of storytelling shots). For example, when I’'m shooting football, |
always shoot a nice close-up of both teams’ helmets (there’s usually
at least one sitting prominently on an equipment case in the bench
area) or the football sitting there by itself just after the ref places it on
the field for the next down. For baseball, | shoot a lone glove sitting
on the bench, or some bats leaning against the wall in the dugout, or
even a close-up of home plate. Make sure you keep these in mind to
shoot between innings, quarters, periods, etc. So, if you're assigned
to shoot a sport you don’t know well, go watch some videos, go buy



some magazines on the topic, and study how the pros that cover that
sport are shooting it.

o Composing For Sports

When you’re shooting athletes, the most important thing
to capture, generally, is their face. It’s their facial
expressions that tell the story, but if you really want to

take it to the next level, try to include the ball in the shot,
as well. Now, when composing your sports images, be
sure to give your athlete somewhere to go. Don't
compose the shot so your athlete is running out of the
frame and looks boxed in.




Pan to Show Motion

We’'ve talked about using super-fast shutter speeds to freeze the
motion of sporting events, but there are times when it's more dramatic
to emphasize the motion and let parts of the photo become
intentionally blurry from movement. There are three keys to this
technique:

(1) Use a slow shutter speed—ideally, either 1/30 of a second or
1/60 of a second with a long lens and 1/4 of a second or less with
a wide-angle lens. So, switch to shutter priority mode and set the
shutter speed accordingly.

(2) Pan right along with your subject—following them with your
camera. It's the camera’s motion that creates the blurred
background, because you're moving (panning) with the athlete so
they remain sharp while everything around them appears blurred.

(3) Use continuous shooting (burst) mode for your best chance to
capture a sharp shot—capturing multiple shots per second really
pays off here.



One important thing to remember: Don’t stop panning when the
athlete leaves your frame—continue panning for a couple of seconds
afterwards to get a smooth release.

o Freezing Motion Trick For Motorsports

You can shoot car racing at really high shutter speeds
when the cars are coming almost straight at you. If you
can’t really see the sides of the wheels, you can't tell

they’re not spinning. Switch your camera to aperture
priority mode, then shoot wide open at the lowest
numbered f-stop your lens will allow, and focus your
camera on the driver’s helmet.




Don’t Be Afraid to Crop Your Photos

In general, | hate cropping, and if | have to crop a photo after I've
taken it, it kind of makes me feel like I've failed at my most basic job
as a photographer—deciding what to include in the photo (how the
photo is composed). So, | do it very rarely, except for sports, where |
crop all the time and feel no remorse whatsoever. | have to. All sports
photographers (especially the pros) do. It's because, for most sports,
the play often moves away from you in a split-second. Even with a
400mm lens, outfielders look tiny in your frame, so we have to crop in
tight after the fact (in Photoshop, Elements, Lightroom, etc.) to create
dynamic-looking images. It's a part of sports photography—the tight
crop, and the tighter the better! If you're reading this and thinking,
“Oh, so that’s how those sports shooters get those super-up-close
shots that look so great!” The answer is “Yes!” and now you can do it,
too! Also, the shorter the lens you have, the more you’ll be doing it.
This is another reason why having a high-megapixel camera is a big
benefit to a sports photographer—you can crop the image in tight and
still have plenty of resolution for print or for the web. One more thing:



when you're cropping your image and you think to yourself, “Man,
that’s really a tight crop!” that’s your cue to crop it even tighter!

o Why You Need to Shoot the Warm-Ups

You need to show up early for whatever sporting event
you’re shooting and experiment with your settings while

the players are warming up. Also, you need to warm up,
as well. If it's been a week or more since your last sports
shoot, you need some time to shake the rust off and get
back into the groove.




Chapter Eight. Shooting Landscapes &
Nature Like a Pro

Tips for Creating Stunning Scenic Images



SHUTTER SPEED: 1/400 SEC F-STOP: F/8 ISO: 200 FOCAL
LENGTH: 14MM | PHOTOGRAPHER: SCOTT KELBY

| think one of the most appealing things about being a landscape
photographer is not only are you coming back with amazing photos,



but you get to experience some of the best of what nature has to offer
while you're doing it. I'll never forget this one time | was shooting in
Montana'’s Glacier National Park. | got up around 4:15 a.m., so |
could head out early and be in position for a dawn shoot. When |
reached the lake overview, it was still pitch dark, and | remember
setting up my tripod and watching it blow right over in the freezing
wind that whipped off the lake. | just laughed and set it right back up,
attached my camera gear to the ballhead, and realized that I'd better
not let go of the rig or it, too, might blow over. | didn’'t want to give up
my spot, because | had a pretty good vantage point (at least it looked
like a good one in the dim moonlight). So, there | stood, out in the
freezing, bitter cold, where each gust of wind was like a thousand
knives jabbing right through me. I'm standing there shivering in the
piercing cold, and then it started to rain. Not snow. Nope, that would
have been pretty. It was rain. A driving rain that felt like a massive
army of Lilliputians were firing their tiny arrows at me, but | just stood
there in the bone-chilling cold like a wet, frozen statue, with my
cracked, frostbitten fingers barely able to grip my tripod. | silently
prayed for the sweet mercy of death to come upon me and relieve me
of this frigid hostile misery. It was just then when | looked over and
saw another photographer, who had just set up his tripod about 14
feet from me, slip on the ice that had formed on the overlook. | stood
there and watched as he and his tripod, expensive camera and all,
slid down the side of the embankment. | could hear him moaning for
help, but | just couldn’t stop smiling as | looked over and saw his
Tamrac camera bag still up on the overlook beside me. | nearly pulled
a muscle as | tossed his gear-laden bag into my rented SUV and
quickly drove away, thinking to myself, “Man, this is what it’s all
about.”



The Golden Rule of Landscape Photography

LOCATION: MONTEREY, CA

There’s a golden rule of landscape photography, and you can follow
every tip in this chapter, but without strictly following this rule, you'll
never get the results the top pros do. As a landscape photographer,
you can only shoot two times a day: (1) Dawn. You can shoot about
15 to 30 minutes before sunrise, and then from 30 minutes to an hour
(depending on how harsh the light becomes) afterward. The only
other time you can shoot is (2) dusk. You can shoot from 15 to 30
minutes before sunset, and up to 30 minutes afterward. Why only
these two times? Because that’s the rule. Okay, there’s more to it
than that. These are the only times of day when you get the soft,
warm light and soft shadows that give professional quality lighting for
landscapes. How stringent is this rule? I'll never forget the time | was
doing a Q&A session for professional photographers. The other
instructor was legendary National Geographic photographer Joe
McNally. A man in the crowd asked Joe, “Can you really only shoot at
dawn and dusk?” Joe quietly took his tripod and beat that man to
death. Okay, that’s an exaggeration, but what Joe said has always



stuck with me. He said that today’s photo editors (at the big
magazines) feel so strongly about this that they won'’t even consider
looking at any of his, or any other photographer’s, landscape work if
it's not shot at dawn or dusk. He also said that if he takes them a shot
and says, “Look, it wasn’t taken during those magic hours, but the
shot is amazing,” they'll still refuse to even look at it. The point is,
professional landscape photographers shoot at those two times of
day, and only those two times. If you want pro results, those are the
only times you'’ll be shooting, too.

Composing Great Landscapes

LOCATION: LAKE LOUISE, BANFF NATIONAL PARK, CANADA

The next time you pick up a great travel magazine that features
landscape photography or look at some of the work from the masters
in digital landscape photography, like David Muench, Moose
Peterson, Stephen Johnson, Bill Fortney, and John Shaw, take a
moment to study some of their wonderful, sweeping images. One
thing you'll find that most have in common is that these landscape
shots have three distinct things: (1) A foreground. If shooting a



sunset, the shot doesn’t start in the water—it starts on the beach. The
beach is the foreground. (2) They have a middle ground. In the case
of a sunset shot, this would be either the ocean reflecting the sun, or
in some cases it can be the sun itself. And lastly, (3) they have a
background. In the sunset case, the clouds and the sky. All three
elements are there, and you need all three to make a really
compelling landscape shot. The next time you’re out shooting, ask
yourself, “Where’s my foreground?” (because that’s the one most
amateurs seem to forget—their shots are all middle and background).
Keeping all three in mind when shooting will help you tell your story,
lead the eye, and give your landscape shots more depth.

o Another Advantage of Shooting at Dawn

Another advantage of shooting at dawn (rather than at
sunset) is that water (in ponds, lakes, bays, etc.) is more
still at dawn because there’s usually less wind in the

morning than in the late afternoon. So, if you’re looking for
that glassy mirror-like reflection in a body of water, you've
got a much better shot at getting that effect at dawn than
you do at dusk.




Where to Put the Horizon Line

LOCATION: MONUMENT VALLEY NAVAJO TRIBAL PARK, MONUMENT VALLEY, UT

When it comes to the question of “Where do | place the horizon?” the
answer is pretty easy. Don'’t take the amateur route and always place
the horizon in the dead center of the photo, or your landscape shots
will always look like snapshots. Instead, decide which thing you want
to emphasize—the sky or the ground. If you have a great-looking sky,
then put your horizon one-third of the way from the bottom of your
photo (which will give you much more emphasis on the sky). If the
ground looks interesting, then make that the star of your photo and
place the horizon one-third of the way from the top of your photo. This
puts the emphasis on the ground, and most importantly, either one of
these methods will keep your horizon out of the center, which will give
your shots more depth and interest. To help keep your horizon
straight, use the Virtual Horizon feature on your camera (if your
camera has this feature) or use a double level—a simple little gizmo
that slides into your flash hot shoe (that little bracket on the top of
your camera where you’d attach an external flash). This double level
gizmo has a mini-version of the bubble level you'd find at Home



Depot and it lets you clearly see, in an instant, if your camera is level
(and thus, your horizon line).

o Really Boring Sky? Break The Rule

If you're shooting a landscape shot with a sky where
nothing’s really happening, you can break the 1/3 from the

top horizon line rule and eliminate as much of the sky
from view as possible. Make it 7/8 ground and 1/8 sky, so
the attention is totally off the sky, and onto the more

interesting foreground.




Use the Blinkies to Keep More Detail

What if you look on your camera’s LCD monitor and you see the
blinkies appearing in an area that’s important to you (like in the
clouds, or in someone’s white shirt, or in the snow, etc.)? (Technically,
they’re not called “the blinkies,” that’s our nickname for them. They're
actually called highlight warnings or highlight alerts, and having this
turned on, and adjusting for it, is a critical part of getting properly
exposed landscape shots.) Well, this warning shows exactly which
parts of your photo have been overexposed to the point that there’s
no detail in those areas at all. You'll be amazed at how often this
happens. For example, even on an overcast day, clouds can blow out
(turn solid white with no detail) easily, so we keep our camera’s
highlight warning turned on. Then, if you look at the shot in your LCD
monitor, those blown out areas will start to blink like a slow strobe
light and you can use your digital camera’s exposure compensation
control to fix it. Basically, you're going to lower the exposure until the
blinkies go away. It usually takes a few test shots (trial and error) to
find out how much you have to back down, but normally this only
takes a few seconds. Now, these blinkies aren’t always bad—if you



shoot a shot where the sun is clearly visible, it's going to have the
blinkies (I don’t mean sunlight, | mean the red ball of the sun).
There’s not much detail on the suface of the sun, so I'd let that go.
However, if your clouds have the blinkies, that’s a different story.
Again, just use your camera’s exposure compensation control and
lower the exposure until the blinkies go away.

The Secret to Shooting Sunsets

LOCATION: KAUAI, HAWAII

Because you’re shooting into the sun, it can really throw your
camera’s built-in light meter way off, and what looked so beautiful
when you were standing there comes out...well...pretty lame. Luckily,
there’s a simple trick to getting perfect sunset shots every time. The
trick is to aim just above the setting sun itself (but make sure you
can’t see the sun itself through your viewfinder), then hold your
shutter button halfway down, which tells the camera to set the
exposure for just what it sees in the viewfinder right now. This gives
you a perfect sunset exposure, but don'’t let go of that shutter button
quite yet (keep it held down), then you can move your camera and



recompose the shot as you'd like it to look. By keeping that button
held down, you've locked in that perfect exposure, and once
everything looks good to you, just press the shutter button down the
rest of the way and take the shot. You will have nailed the exposure
and captured the scene perfectly. Also, don’t pack up your gear right
after the sun goes down, because you’ll miss what is often the most
magical light of all. Around 20 to 30 minutes after sunset, sometimes
the clouds turn bright orange, or deep red, or purple, or if you’re
lucky, a combination of all three, and some of my all-time best shots
have been taken after everyone else has gone to dinner. Wait even
longer (30 to 45 minutes or more after sunset), and the sky will often
turn a vibrant, deep blue (not black, like the night—I'm talking blue—
and it happens right before night). It only lasts for a few minutes (10
or 12 minutes usually), but what wonderful twilight photos you can get
then. Try this blue twilight-hour shooting when you have a cityscape,
or bridge, or other lit object in the background—it makes for a
wonderful scene.

For Landscapes, You Need a Clear Subject

LOCATION: YAQUINA HEAD LIGHTHOUSE, OREGON



One of the things that kills a lot of landscape shots is that there’s no
clear subject, and for a landscape shot to really work, you have to be
able to look at it and explain what you shot in one simple sentence.
It's a lighthouse. It's that seagull on the rocks. It's that old barn. It's
the palm trees on the beach. If you can’t explain your landscape shot
in a short sentence like that, you don’t know what the subject is, and
if you don’t know, people viewing your image won’t know either, and if
that happens, the photo just isn’t working. Keep this in mind when
you’'re composing your landscape shots, and ask yourself the
question, “What’s my subject?” If you can’t come up with a solid
answer immediately, it's time to recompose your shot and find a clear
subject. It makes all the difference in the world.

o Getting More Interesting Shots

You always want to shoot from angles we don’t see every
day. Like, if your subject is mountains, don’t shoot them
from the road at the bottom of the mountain. This is
exactly how we see mountains every day when we drive

by them on the interstate. Create mountain shots that
have real interest, give people a view they don’t normally
see—shoot from up high. Either drive up as high as you
can on the mountain, or hike up as high as is safe, then
set up your camera and shoot down on or across the
mountains.




A Timesaving Pano Trick
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When you come back in from a shoot, if you shot some panos, you're
going to find out one of the challenges of shooting panos: finding
them. For example, when you open your images in Adobe Photoshop
Lightroom, or Adobe Bridge, or in Photos, etc., you're looking at
thumbnails of perhaps hundreds of images from your shoot, and it's a
bit of a challenge to figure out where your panos start and end. | have
completely forgotten that | have a pano included in a particular shoot,
because they just don’t jump out at me. Luckily, there’s a simple trick
that makes finding your panos a two-second job: Before you shoot
the first frame of your pano, hold your finger up in front of your lens
and take a shot (as you see in the first frame above). Now start
shooting your pano. Once you finish shooting the last shot of your
pano, hold two fingers in front of the camera and take another shot
(as seen in the last frame). Now, when you’re looking at your photos
in a photo browser and you see one finger in your shot, you know
there’s a pano starting there. So, select all the photos that appear
between your one-finger shot and your two-finger shot—that’s your



pano. Open those in Photoshop or Lightroom and let it stitch them
together for you.

e\ Faking Panos

A great way to create a fake pano in Photoshop or
Elements: crop the photo so it becomes a pano. Just get

the Crop tool (C) and click-and-drag so it selects only the
center of your photo, cropping off the top and bottom,
leaving you with a wide panoramic crop of your original
photo. Hey, don’t knock it until you've tried it.

Where to Focus for Landscape Shots

LOCATION: ARIZONA

When you're taking a landscape shot, where do you focus your
camera'’s focal point (that red dot in the center of your viewfinder.
Well, its default spot is in the center, but you can move that spot, so if
you moved yours, get it back to the middle for this)? With landscape
shots, the rule is: you want to focus about one-third of the way into



the image. This gives you the widest possible range of focus
throughout the image. Also, another trick you can use is to shoot big,
sweeping landscape shots at f/22, which gives you the most focus
from front to back in your shot.

o Getting The Clearest Landscapes Possible

Have you ever seen a landscape photo that just has
incredible clarity throughout the image? I'm not talking
about sharpness—I'm talking clarity (like a total lack of
haze, or fog, or any other atmospheric effect). Well,
there’s a technique for getting that amazing clarity, and it’s
simple: shoot in winter. The air is the clearest during
wintertime, and it's the perfect time of year to get those
amazingly clear shots that you just can’t get any other
time of year.




The Seven Deadly Sins of Landscape
Photography

LOCATION: GLACIER NATIONAL PARK, MONTANA

| talk a lot about the things you need to do to make great landscape
photos, but here’s what to avoid when taking landscape shots. If you
can live your life avoiding these seven perilous pitfalls, your
landscape shots will be blessed with the magical kiss of first morning
light (not really, but they will certainly look a whole lot better).

(1) Choppy Water: When we’re shooting a lake or a cozy harbor,
what we’re looking for is that still, glassy water that creates a beautiful
reflection.

(2) Frozen Water in Waterfalls: You're looking for that smooth, silky
water—the silkier, the better—and that means you have to keep your
shutter open for a long time (the longer it's open, the smoother your
water will be).

(3) Bald, Cloudless Skies: Most people find clouds beautiful (I sure
do), but when it comes to landscape photography, they’re not just
there to be pretty.



(4) Harsh, Midday Sun: This light was designed to punish nature
and the efforts of anyone who holds up a camera and aims it at any
landscape.

(5) A Crooked Horizon Line: If there is one thing that drives people
crazy when they look at a photo, it's a crooked horizon line.

(6) Distracting Junk Near the Edges: This one is particularly deadly
because it's so easy to miss.

(7) No Foreground Obiject: If your shot doesn’t have a strong
foreground element, it's pretty much sunk.

And...Dead Trees and Tree Stumps...And...Okay, | said there were
just seven, but | thought I'd add a couple more in, like a flat gray sky,
out-of-focus foreground objects, or anything boring.

Getting the Star Filter Effect

LOCATION: LAKE TAHOE

There are special lens filters you can buy that can turn bright lights
captured in your dusk and nighttime images into starbrights.
However, if you don’t want to spring for a filter, you can get a similar



effect right in-camera by doing just two things: (1) Choose an f-stop
with the highest number you can, like f/22. And then, ideally, (2)
position yourself so the sun is touching something (like a rooftop, or a
mountain, or the horizon, or anything where part of the sun is visible
and part is touching that certain “something”). That's it.

o Why You Need a Wide-Angle Lens

If you’re shooting landscapes, you've probably come back
from a shoot more than once and been disappointed that
the incredible vista you saw in person didn’t transfer to
your photos. It’s really tough to create a 2D photo that has
the depth and feeling of being there. That’'s why |
recommend one of two things: (1) Don’t try to capture it

all. That’s right, use a zoom lens and deliberately capture
just a portion of the scene that suggests the whole. (2)
Buy a super-wide-angle lens. Not a fish-eye lens—a
super-wide-angle lens (like a 12mm). If you’re trying to
capture it all, a super-wide-angle (sometimes called ultra-
wide-angle) lens is often just the trick you need to take in
the big picture.




Look for Clouds to Hold the Color

LOCATION: GLACIER NATIONAL PARK, MONTANA

When it comes to shooting landscapes at sunrise or sunset, clouds
are usually your friends. Not a blanket of clouds, mind you, but
scattered clouds. The reason is you need something to hold the color
in the sky. You need something for nature’s gradients of color, that
happen right around sunset, to play off of, and that something is
clouds. If you've ever witnessed an empty, cloudless sky at sunset or
sunrise, you know how lifeless they can be, so don'’t let a weather
report that’s calling for clouds the next day scare you off from your
shoot. Sometimes, it’s those clouds that turn the ordinary into the
extraordinary.



o The Trick to Getting Richer Colors

To get richer, more vivid colors use a polarizing filter. It
screws onto the end of your lens and it basically does two
things: (1) it cuts the reflections in your photo, and (2) it
can often add more rich blues into your skies by

darkening them and generally giving you more saturated
colors throughout. Two tips: (1) polarizers have the most
effect when you’re shooting at a 90° angle from the sun,
and (2) you'll use the rotating ring on the filter to vary the
amount (and angle) of polarization.




Using a Graduated Neutral Density Filter

If the polarizing filter is the most important filter for landscape
photographers, then a graduated neutral density filter has to be the
second most important. This filter is designed to help you do
something your camera can’t usually do on its own, and that is
expose for the foreground without overexposing the sky. That's why
this filter has become so popular—it darkens the sky, but it's how it
does it that really creates a pleasing effect. This filter is graduated, so
it's darkest at the top of the sky, and then it graduates down to full
transparency (like a gradient), so the ground doesn’t get darkened at
all. The one | use is actually rectangular plastic, and | simply hold it
up in front of my lens then take the shot. | don’t use a lot of filters, in
fact just a few, but this is one that makes a really big difference, and
that’s why it’s with me on every landscape shoot.



o Get Down Low

We shoot pretty much everything from a standing position.
So, everything looks just like it would to anyone walking
by that same spot. Try something from a different
perspective—a view people wouldn’t normally see. Get
down low—really, really low. If you go down on one knee,

you see things from a young child’s perspective. Sit on the
ground, and you've got a toddler’s point of view. But if you
really want to take it to the next level, lie on the ground
and shoot, showing a perspective normally seen by
squirrels (it gives you some idea why they’re so nervous
all the time).




Keeping Your Gear Dry Outdoors

You can buy all sorts of sophisticated rain covers if you wind up
shooting in rainy weather quite a bit (take a look at Think Tank
Photo’s Hydrophobia® covers, which are awesome, but expensive),
but the problem is that if the weather unexpectedly turns bad,
chances are you might not have a rain cover with you (if you have a
small camera bag, it probably won't fit). That's why | keep a package
of OP/TECH Rainsleeves in my camera bag at all times. They’re not
fancy, but they’re small enough to always have with you in your
camera bag (and they work with lenses up to 18" long). Plus, they're
cheap as anything—you can get a pack of two for around $6. I've had
to use them before, and they do a pretty decent job for those times
you get caught by surprise.



o What to Shoot in Bad Weather

If it's an overcast or drizzly day, don’t spend it inside
because you'll miss some great shooting opportunities,
like: (1) Right after the rain, while it’s still cloudy and dark,
is the perfect time to shoot foliage, forests, mossy rivers,
and waterfalls. (2) If it's storming, there’s a good chance

that right after the rain stops, and the clouds break and
the sun peeks through, there will be a very dramatic shot.
(3) Before the storm "lets loose," you can get some really
amazing skies. And, (4) atmosphere (low-hanging clouds
or fog) can make for some really interesting landscape
photos (we’re talking soft, diffused light heaven).




Instant Duotones for Landscape Images
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If there’s one place where duotone effects look great, it's on
landscape images (they can work great for some portraits, too, but |
always felt they were born for landscapes). They’'ve always been kind
of a pain to create, which is why I've felt photographers don’t use
them more often. But, I've got a technique for people who use
Photoshop’s Camera Raw or Lightroom that is so simple, you’ll be
creating great looking duotones in literally seconds. The first step is to
convert the image to black and white. In Camera Raw, go to the
HSL/Grayscale panel and turn on the Convert to Grayscale
checkbox. In Lightroom, in the Develop module, just press the letter V
on your keyboard. Now, go to the Split Toning panel, but don’t touch
the Highlights sliders at all. Instead, go to the Shadows section and
increase the Saturation amount to 25. Next, drag the Hue slider over
to somewhere between 25 and 45 (that’s usually where | stay for my
own work, but you can choose any Hue setting you’d like—just drag
the slider to choose a different hue) and you're done. That’s it. Done.
Finis. Really.



o Don’t Set up Your Tripod. Not Yet

As a landscape shooter, you’ll always be shooting in low
light, so you'll always be shooting on a tripod. Don'’t fall
into the trap of walking up to a scene, setting up your

tripod, and shooting. Before you set up your tripod, take a
moment and simply walk around. View your subject from
different angles, and chances are (in fact, it's almost
guaranteed) that you’ll find a more interesting perspective
in just a minute or two. Don’t take the walk-up shot.




Shooting Waterfalls

Jm '\t

I’m making a long exposure here (to create that silky water), so even
though it's daytime, I'm on a tripod, using a cable release. The red
light on the back of the camera is on because this behind-the-scenes
shot was taken while the shutter was open. The final image was
taken with a 16-35mm /2.8 lens zoomed all the way out at 16mm.
My f-stop was /22 so | could keep the shutter open as long as
possible, but | added a 3-stop neutral density filter to my lens (seen
above) to keep my shutter open even longer. The sun was behind the
waterfall, so | was able to get a pretty decent, silky water effect just
setting my f-stop to f/22 without any filter at all because it made my
shutter speed 2.5 seconds long, which isn’'t bad. But, once | added
the 3-stop ND filter to my lens, it increased my shutter speed to 15
seconds, which made the water much silkier and smoother. My ISO
was 100 (I used the lowest possible ISO not only because | was on a
tripod, but because it was my least-sensitive-to-light ISO, so it also
forced the shutter to stay open longer). Now, if you need the scene



even darker, you can “stack” a second filter on top of the first one
(maybe use a 10-stop filter, and then a 2-stop on top). Need to know
how long to keep your shutter open? Use an app. | use ND Timer (by
Three60, available for I0S; shown above right). It tells you exactly
how long to leave it open (even if you stack filters), plus it has a built-
in timer. It's just 99¢. Although my camera was able to autofocus with
the 3-stop ND filter on, if you use an 8-stop or 10-stop (or stack), it's
so dark, your camera won'’t be able to autofocus. So, focus first with
autofocus turned on (before you put the filter on), then switch your
focus to manual (on the lens), and put the filter(s) on. | did four things
in Lightroom (or Camera Raw; | created a video, which you’ll find on
the book’s webpage, mentioned in the book’s intro): (1) increased the
Contrast amount, (2) added Post Crop Vignetting, (3) increased the
Clarity amount to bring out the detail, and (4) used the Adjustment
Brush to brighten some of the highlight areas in the grass and
bushes.



I’m shooting outdoors here in a zoo using a long lens (most zoos
allow you to bring in a long lens and, in many cases, even tripods).
The final image was taken with a 200—400mm f/4 lens with a 1.4 tele-
extender to get in even closer. With that, I'm zoomed in to 506mm on
a full-frame camera body. I’'m using a monopod to help steady my
lens. My f-stop is /5.6 (the lowest f-stop | can choose with a tele-
extender added to my /4 lens—with the tele-extender, you lose 1
stop of light). My shutter speed is 1/400 of a second at 1250 I1SO (|
could have lowered my ISO down to 200 or even lower and still
probably had enough shutter speed to have the shot be really sharp,
especially since my lens was held up with a monopod). When
shooting in a zoo, frame the image so you can’t actually tell it was
shot in a zoo. This is often challenging because, while you may have
an unobstructed view of the animal, the background behind them is
usually either an ugly fence or an obviously man-made enclosure, or
it just looks very different from their actual natural habitat. So, be



aware of the background as you’re composing your shot. This can get
really frustrating because, of course, the animal won'’t always be in a
location that lets you get the shot with a decent background. It
requires a lot of patience, and you might have to walk away without
getting a good shot, because the animal just stays in one location, or
is too far away, or stays in an area with an ugly background. Try
shooting from a different angle, which might improve the background.
The patience part of this is really key. Another way around this is to
zoom in tight and shoot wide open (using the lowest f-stop your lens
will allow), which puts the background out of focus, like you see
above. In post, | increased the contrast a bit in Lightroom’s Develop
module (or Camera Raw). Then, in the Effects panel, under Post
Crop Vignetting, | dragged the Amount slider to —11 to darken the
edges of the image just a tiny bit. Lastly, like every image, |
sharpened it using Photoshop’s Unsharp Mask filter.



o

Zoo Photography

Our subject is perched on a branch inside an enclosed aviary at a
zoo. I'm up high in a stand giving me a “bird’s-eye view” of the area.
The final image was taken with a 200—400mm f/4 lens at /5.6 on a
full-frame camera, but I'm zoomed in to just 280mm (the bird isn’t that
far away). If you use a cropped-sensor camera, you wouldn’t need
nearly as long a lens since that crop factor works in your favor,
bringing you at least 40% to 60% closer (depending on your make
and model, a 70—-200mm lens would get you just as close if not
closer). My shutter speed is 1/640 of a second at 1250 ISO (I could
have lowered my ISO down to 400 and still probably had enough
shutter speed to have the shot be really sharp). With any wildlife
photo, it's essential to get the eye sharp and in focus, and that was
fairly darn easy with the bird just perched there not far from me. |
prefer not to shoot up or down at a bird, if possible, so | got down as
low as | could to get the final shot above. | was only shooting up a
tiny bit (’'m standing in the shot you see above, but to get this image |



did wind up kneeling and resting my lens on the railing in front of me).
The challenge, once again, was hiding the fence that surrounded the
aviary so you couldn’t tell it was taken inside one, and by zooming in
tight and using a wide-open f-stop (like /5.6, in this case), | was able
to blur the background enough so you can’t see the fence or the
unappealing area surrounding the bird. Also, make sure you take a
look at everything in the frame before you take the shot—there were
lots of little distracting branches and twigs that were sticking into the
shot when [ first framed it up, so | tried moving a foot or so in either
direction until | could find an angle where | could get this fairly clean
view. For post, in Lightroom’s Develop module (or Camera Raw), |
dragged the Contrast slider to the right. Then, | went to the Effects
panel, under Post Crop Vignetting, and dragged the Amount slider to
—11 to darken the edges of the image just a tiny bit. Lastly, like every
image, | sharpened it using Photoshop’s Unsharp Mask filter (I used
quite a heavy amount of sharpening here: Amount 90, Radius 1.5,
Threshold 0).



Shooting Cityscapes at Dusk

I’m on a floating dock across the river from downtown Portland,
Oregon, on a sturdy tripod, and | have a cable release to minimize
any camera movement when | press the shutter button. Since I'm
shooting at dusk (and after dusk—more on that in a moment), we
need to be on a tripod because our exposure will be fairly long (well,
certainly longer than we could handhold). I'm using a 16-35mm /2.8
super-wide-angle zoom lens, zoomed all the way out at 16mm. |
chose an f-stop of /8 to put everything pretty much in focus, and my
shutter speed was 1/10 of a second (much slower than | could
handhold). To even get to 1/10 of a second, | had to raise my ISO to
1600, so there wasn’t much light out there at all. What you're seeing
above is part camera technique, part patience, and part Photoshop.
It's actually two photographs: The first is taken right after the sun
goes down, so you get that nice sunset sky. The problem is that right
after sunset, it’s still not really dark outside, so the lights of the city
aren’t on yet. You're going to need to take a second photo about 20 to



30 minutes later—way after sunset. It's pretty dark in the sky, but by
that time, the lights are mostly on and that’s what you need for the
second image—the city lights (it doesn’t matter what the sky looks
like for this second shaot, it’s literally only to capture the lights). Don’t
move your tripod or the camera at all—not even a inch—between the
“‘just after sunset” shot and the “city lights” shot. Once you have both,
then you’re going to take the “just after sunset” photo and add the city
lights from the second photo to it in Photoshop (this is a common
technique, and the only way you get that beautiful sky mixed with
beautiful city lights before they would actually be turned on). Open
both images in Photoshop, copy-and-paste the “city lights” shot onto
the “just after sunset” shot, add a black layer mask, and paint in white
over the buildings and bridge, and the city lights appear. If that
sounds confusing, just watch the video | created on how to do that
(then it'll make sense. You can find it on the book’s companion
webpage, mentioned in the book’s introduction).



Chapter Nine. Shooting Travel & City
Life Shots Like a Pro

How to Come Back with Images You’re Really Proud Of
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SHUTTER SPEED: 1/60 SEC F-STOP: F/5.6 ISO: 200 FOCAL
LENGTH: 44MM | PHOTOGRAPHER: SCOTT KELBY

When you come home from a really amazing trip, it's not enough to
chronicle your trip through photos and show factual images that detail



where you were. You want to move people. You want to create
images that are so powerful that they make the person viewing them
want to go there so badly that they’re willing to risk a series of white
collar crimes (mostly embezzling) to pay for their trip to that very
same place. Now, if you took good enough shots, it won’t be long
before your friends are overcome with emotion (jealousy) and will
have to go to the exact same location to experience that same
amazing feeling once again. Now, if either of your two friends have
DSLR cameras, it’s helpful to understand right up front that they’re
not going to that spot because they trust your judgment on travel.
They’re going there because they think they can get better photos
from that spot than you did. Then, once they come back and show off
their images, all your mutual friends will say something like, “Did you
see Rick’s photos from Machu Picchu? Wow, his were much better
than Sandy’s” and at that moment—you’ve been blinged. Actually,
this is what is known as an IB, or an “Intentional Bling,” and it gives
you some insight into just how shallow your friends really are. But as
shallow as they are, you can drain a little more water out of the pond
by pulling this quick and easy stunt: when they see a really cool travel
shot of yours, and they ask you where you took it (which means they
don’t already recognize the landmark)—Ilie. They’ll never know. For
example, if you shot the Portland Head lighthouse in Cape Elizabeth,
Maine, tell ‘em it's the Nauset lighthouse in North Eastham,
Massachusetts. By the time they catch on, they’ll already be back
home, and you can feign a mysterious illness.



In This Case, Less Gear Is More

I’'m a total gear freak, but the one time | definitely don’t want to lug
around a lot of gear is when I’'m doing travel photography. You’re
going to be lugging your gear all day long hopping on and off of all
sorts of transportation, and as the day goes on, it seems to get
heavier and bulkier, and by the end of the day, you’ve all but stopped
digging around in your camera bag. Instead, take as little with you as
possible—one or two lenses, tops (see the next page for more info).
Also, there are some incredibly lightweight travel tripods available
today. When it comes to lugging around lots of gear in an unfamiliar
city, travel photography is definitely a case of “less is more.” Do
yourself a favor and travel light—you’ll take more shots, because
you’ll change lenses and mess with your equipment less.




o How to Know What to Shoot

Before you travel to a new city, do some research to see
what other photographers have shot there and where they
shot it. A great place to do this type of research is the

websites of the big stock agencies (like Corbis or Getty
Images). If you’re looking to find the shots everybody else
misses, visit . Just search for the country or
city you're going to.



http://500px.com/

My Favorite Travel Lenses

| like to keep my camera rig really light and simple when I'm on
vacation, because after all, I'm on vacation (not on assignment). So, |
usually go with just one lens that “does it all.” With a cropped sensor
camera, | recommend an 18-200mm lens (both Nikon and Canon
make an 18-200mm f/3.5—/5.6 lens), so you can cover everything
from wide-angle to tight zoom without ever changing lenses. For a
full-frame camera, I'd check out a 28—-300mm f/3.5-5.6 (which is
pretty close to the equivalent of the 18-200mm on a cropped sensor).
This has become my “go-to” lens for travel, because once again, it
covers it all (from wide-angle to tight zoom). An affordable option in
the 28—-300mm range for full-frame cameras is Tamron’s lens.
However, if it's one of those “once-in-a-lifetime” trips to somewhere
really exotic, then you might want to consider taking a super-wide-
angle lens, too (like a 12—24mm for cropped sensor bodies or a 14—
24mm for full-frame bodies) for wide cityscapes or big sweeping
scenes at a temple. Now, some of these “super wides” can be pretty



pricey, but that’'s what lens rental houses like LensProToGo.com and
BorrowlLenses.com are all about.

o Don’t Carry a Camera Bag—Carry a Lens Bag!

If you’re only taking one extra lens (like | mentioned
above), you might want to consider taking along a lens
bag. They’re smaller, they strap across your chest (much
harder for anyone to swipe in big cities), and they’re just
big enough to hold a lens, a cleaning cloth, and a filter or
two. Check out the ones from GoBoda. Really well-
designed.



http://lensprotogo.com/
http://borrowlenses.com/

What to Do When It Has Been “Shot to Death”

If you travel to a famous city, your friends and family at home will
expect shots of that city’s most famous landmarks. So, get those out
of the way first—shoot those for the folks back home now and get
them “in the bag.” Then, you can spend the rest of your time showing
the city your way—shooting the people, the local flavor, the customs,
and taking shots that speak to you. But, what do you do when you
know it has been shot to death? The obvious thing is to shoot it from
a different angle. Since, in many cases, that angle just doesn’t exist,
try this: shoot the landmark in weather it's not normally seen in. Since
the landmark doesn’t change, shoot it when its surroundings are
changing to get that shot that you just don’t see every day. Here’s
another idea: try shooting it from a difficult place to shoot from (in
other words, shoot it from some view or vantage point that would be
too much bother for most folks to consider. Find that “pain in the butt”
viewpoint, and chances are you'll pretty much be shooting it there
alone). Now, when you’re out shooting a cathedral, or a stadium, or a
building, etc., take one extra shot—shoot the sign so you won'’t be



scrambling to find the name later. If you ever wind up selling the
photos, you will absolutely need this info.

o The Best Shot May be Just Three Feet Away

My good friend Bill Fortney said it best, “The biggest
impediment to photographers getting great shots is the
fact that they don’t move. The best shot, the best view,

and the best angle is sometimes just three feet from
where they’re standing, but they just don’t move—they
walk up, set up, and start shooting.” Besides just moving
left and right, you can present a different view by simply
changing your shooting height.




Shoot the Details Instead

Here’s a shot from Istanbul, Turkey, of the famous Sultan Ahmed
Cami Mosque, also known as the “Blue Mosque,” taken just before
sunset. The problem with capturing something so large is that you're
surrounded by distracting stuff—everything from tourists to street
lamps—which makes it really hard to capture unless you're up very
high shooting down on it. In my Shoot Like a Pro seminar tour (which
is based on this series of books), | talk about how challenging it is
shooting things like the exteriors of cathedrals, theaters, opera
houses, and the like, because they're not usually all by themselves
on a flat, unobstructed piece of land. They’re usually downtown, and
they’re usually surrounded by either construction/restoration
equipment (think construction cranes, barriers, and fences) or local
businesses with signs, power lines, and such. It makes capturing a
clean, unobstructed shot really tough. That’s why | recommend
zooming in and focusing on just one important part of the structure,
like | did in the smaller shot above. | also waited until the sun had



gone down. That shot was taken 1 hour and 11 minutes after the
larger shot, which also means | had to shoot on a tripod because the
light was so low (there was no way | could get to the 1/60 of a second
or faster shutter speed | would need to handhold this shot). By only
showing part of the structure, you're bringing the viewer something
they wouldn’t see if they were just standing there. Plus, zooming in
tight on an important detail area is a very powerful and dynamic way
to present a large structure like this. | shot with a 70-200mm /2.8
lens zoomed in to 135mm. My f-stop was /5.6 and my shutter speed
was 1/15 of a second. My ISO was 200 ISO (the lowest, cleanest ISO
for the camera body | was using). Just three main things for post-
processing: (1) The mosque is backlit, so | opened up the Shadows in
Lightroom’s Develop module (or Camera Raw) to bring out detail. (2)
To enhance the texture, | increased the Clarity, and then (3) | dragged
the Tint slider to the right toward magenta to make the sky color more
interesting.



Hiding Tourists, Cars, Buses, etc.

This shot was taken in the heart of Rome, ltaly. | was standing in a
small park across the street from Altare della Patria (Altar of the
Fatherland). No matter what time of day you’re standing in front of it,
the view will pretty much always have cars, buses, scooters, and
tourists right in front of it. Using Photoshop to clone all those cars and
buses out of the way would be a nightmare, because you'd have to
rebuild a lot of the front of the building. So, instead, try this: get down
really low. This totally changes your perspective and field of view, and
uses the foreground grass to hide distracting stuff like cars and
buses. It took me a few shots, and using Live View to check my
positioning, to get it right, but that’'s okay—the film is free, right? By
the way, you can use this same trick shooting your kid’s sporting
events to hide the outfield fence on a baseball field, or the empty
stands on a soccer field, or to hide anything in your line of sight when
standing. For travel photography, I'm generally a “one body, one lens”
guy. My go-to full-frame lens for travel now is a 28—-300mm f/3.5-6.3



(see page 153 for more on this). In the final image, I'm zoomed out
wide at 35mm, and I'm at f/6.3 at a shutter speed of 1/100 of a
second (it was kind of overcast). My ISO was at 100. For post-
processing, | added some contrast and sharpening, and used the
Shadows slider to open up the shadows in the building a bit (just drag
it to the right in either Lightroom’s Develop module or in Camera
Raw). While this makes for a good example, it doesn’t make a really
great shot, especially with that scaffolding on the left side of the
building. Want to see how to get rid of stuff like that? Watch the video
| made to show you how on the book’s companion webpage
(mentioned in the book’s introduction).



Another Trick for Hiding Tourists
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This is Sainte-Chapelle in Paris, France. It's one of the most amazing
churches I've ever seen. It has these tall, amazing, stained glass
windows on all sides, all the way around the entire church. Everything
below the stained glass is gold leaf—the whole place is just stunning.
I's also very small and always very crowded, and it was also under
restoration—you can see scaffolding along the entire left wall in the
large shot above. | can deal with that, but the tourists are a different
problem. I've shown this shot many times to people who have been to
Sainte-Chapelle and heard, “How in the world did you get this shot
without the place being packed with people?” Now, you can try to get
there before all the tourists do, but that doesn’t always work—the
earlier it opens, the better chance you’ll have that there won'’t be as
many tourists in line. However, this shot was taken just moments after
the shot with all the people. The trick here is simply to raise the
camera high enough that you’re looking just over the tops of their
heads. They're all still there, but | composed the shot aiming upward.



If I lowered my lens barrel even a half-inch, you'd see the tops of their
heads. You'd think viewers would say, “Where’s the bottom of the
church?” but not a single one has (only when [ tell them the trick do
they realize the floor is missing). For the final shot, | used a 14—24mm
f/2.8 lens and took the shot at 14mm. Even at /2.8, and at 800 ISO, |
could only get my shutter speed to 1/20 of a second. That is very
risky for handholding a shot (no tripods allowed here) and | should
have increased my ISO to get my shutter speed above 1/60 of a
second. | can only imagine | wasn’t paying enough attention (I was
seriously blown away at seeing this church). So, | attribute the fact
that | got a sharp shot at 1/20 of a second to a steady hand and a lot
of luck. This shot has a lot of post-production because (1) it's an HDR
shot, and, (2) | had to select the right half of the photo in Photoshop,
copy it onto its own layer, flip it horizontally, and then drag it over the
scaffolding to hide it. | did a video tutorial to show you how it's done
(it's on the book’s companion webpage mentioned in the book’s
introduction).



Zooming to Hide Distractions

Here, we have two guards, manning their post in Beijing’s Tiananmen
Square, with a backdrop of the main entrance of the Forbidden City
(they do a flag-raising ceremony here each day). There are a lot of
problems with this larger photo, including the fact that the guard on
the left looks somewhat distracted and the fire extinguisher isn’t
adding a lot to the shot. There are also a lot of cars and buses
between the guards and the Forbidden City entrance. All of these
things are competing for your attention when this shot is really just
about the guard on the podium. By zooming in tight, you can
eliminate a lot of distractions in your image and simplify it, which
generally makes it stronger. In this case, one of the benefits of
zooming in was that | was able to frame the subject so it looks like
he’s under the ever-watchful eye of Chairman Mao Zedong across
the street. The fact that the guard appears to be casting a suspicious
glance helps sell the story even more (though capturing his
suspicious look was just plain luck). By putting the background out of



focus, it visually separates the guard from the busy background, and
by composing the image with all that negative space to the right of
him, it draws your eye directly to him, making a more dynamic image.
For the final image, | was using a 70-200mm f/2.8 lens zoomed all
the way in to 200mm to put the background as out of focus as | could.
(Note: | had to walk a few feet backward to be able to frame the shot
with lots of negative space on the right side of him.) For the same
reason, my f-stop was f/2.8. My shutter speed, even this late in the
day, was 1/1600 of a second (thanks to using such a wide-open f-
stop like f/2.8). My ISO was set at the cleanest native ISO for that full-
frame camera body, which was 200 ISO. | did use Photoshop’s Clone
Stamp tool to remove some distracting things from the background,
including red cones and part of a truck on the edge of the frame, and
sharpened the image in Photoshop, as well.



There’s a Picture in There Somewhere

This was taken inside Jackalope, one of the awesome gift shops in
Santa Fe, New Mexico. Lots to shoot indoors and out, and the place
is very camera friendly. We've all been in situations where you see all
this cool stuff in one place, but it's so busy or crowded that it’s hard to
think there’s even a shot there. In situations like this, it helps to
remember that we don’t have to show everything we see in front of us
—we can pick and choose what winds up in the frame. By zooming in
tight, we only reveal what'’s in our frame—which, in this case, was just
this one vase—as if it were all alone. If | had moved even an inch to
the right, you would have seen the price tag of the butterfly carving
behind it. So, while I'm composing the shot, I'm moving a few inches
in either direction to see which one gives the least distracting image,
and this was my favorite of the ones | took. | used my same go-to
travel setup here (one camera body and my go-to travel lens, the 28—
300mm f/3.5-6.3). For the final image, I'm zoomed in reasonably tight
at 200mm and, at that zoom amount, my f-stop could only go as low



as f/5.6. Because we were indoors, | had to bump up the ISO to 400
to get my shutter speed to 1/60 of a second (that’s about the
minimum most folks can handhold a shot and still have it nice and
sharp. Any slower and your image would be a little blurry). So, to sum
up, I'm at f/5.6, at 1/60 of a second shutter speed, at 400 ISO. The
behind-the-scenes shot above was shot at 28mm (wide angle), so |
could get my f-stop down to /3.5, and that increased my shutter
speed to 1/640 of a second—plenty of speed to get a sharp shot. So,
while it's nice and sharp, it’s just a “meh” shot, which is why | needed
to zoom in to make something out of it. For post-processing, |
increased the Contrast amount in Lightroom’s Develop module (or
Camera Raw), and then darkened the outside edges by dragging the
Post Crop Vignetting Amount slider to the left in the Effects panel.



Working People into Your Travel Shots, Especially

If you want to improve your travel photos, here’s a simple trick: add
more people to your shots. When you really want to capture the flavor
of an area, don'’t just shoot buildings, cathedrals, and monuments—
show the people of that area. Nothing conveys the character and soul
of a city more than its people, and that's why many of the top travel
photo pros work people into their shots. If you're feeling disappointed
with your travel shots, it’s probably because you’re looking at cold
buildings and empty streets. Add people and everything changes (for
the better). Travel magazine photos have two main people themes:
old people and children. Now, when | say old people, | don’t mean
people in their late 50s. | mean really old people, and by that |
specifically mean old, wrinkly, craggy-looking women whose skin
looks like shoe leather, and old, hobbly, crusty men with canes,
wearing hats that haven’t been washed since the Korean War. As for
kids, the younger the better (but skip the babies). As long as you
shoot them on uncomplicated, simple backgrounds, kids make
incredibly compelling additions to your urban and travel pics. Also, if



you get either age group to pose for you, make sure you spend some
time talking with them before you start shooting—it can go a long way
toward loosening them up, which will give you more natural looking
poses and expressions (plus, they’ll probably let you shoot longer
after you’ve built up a little rapport).

e\ What Not to Shoot

Okay, so kids and old people are “in.” What’s out? Crowd
shots. They're just about useless (you won'’t even put ‘em

in your own travel album). Shoot an empty street first
thing in the morning, or shoot two people together, but
skip the crowds.

Getting People to Pose

LOCATION: AGRA, UTTAR PRADESH, INDIA

Candid shots of some of the locals make a nice addition to your travel
shots, but if you have too many of them, they start to look less like



travel photos and more like surveillance photos. To get those close-
up, fascinating personal shots, you’ll need to get some of the locals to
pose for you. One of the best tricks for getting people to stop what
they’re doing and pose for you is to get them to let you take the first
shot. When they see that | have a camera, | smile at them, hold up
the camera with my finger on the shutter, and nod my head as if to
say, “Is it okay if | take your picture?” Most of the time, they smile and
nod back, and pause just long enough to let me snap one photo.
Then | immediately turn the camera around and show them the photo
on the camera’s LCD monitor. Once they see that photo on your LCD,
it kind of breaks down a barrier, because everybody loves a photo
(especially if they’re the subject), and they’re usually more than
happy to pose for a few more.

O A Surefire Way to Get Them to Pose (Buy Stuff)

If you're uncomfortable with the “lift-and-nod” technique |
outlined above, here’s one that can’t miss—find
somebody selling something and buy one. If you're in a

market, and you buy something from a vendor, you can
bet that they’ll pose for a quick picture or two, because
now you're not just some tourist with a camera, you're one
of their customers. This one works like a charm.




Hire a Model (It’s Cheaper Than You’d Think)

LOCATION: EIFFEL TOWER, PARIS, FRANCE

How do the pros get those amazing shots of people in exotic locales?
One of their tricks is to hire a local model (especially if they're
shooting to sell the photos to a stock photo agency). Now, if you think
hiring a model is out of your budget, it's usually cheaper than you’d
think (well, unless you were thinking it's really, really cheap). Here’s a
real world example: | hired a professional model for a shoot in New
Mexico, and the going rate was $15 per hour, plus | had to provide
her prints from the shoot for her portfolio. Some models new to the
business will work for free in exchange for you making prints for their
portfolio (the term for this in the business is TFP, which stands for
“Time For Prints,” [they are trading their time for your prints]), so ask
your prospective model if they do TFP. If they look at you and ask,
“Does that mean Tampa Free Press?” you should probably find
another model. Two worldwide resources for finding working models
online: www.modelmayhem.com and www.onemodelplace.com.



http://www.modelmayhem.com/
http://www.onemodelplace.com/

e\ Get That Model Release!

If you’ve hired a model, make absolutely certain that you
get your model to sign a model release, which enables

you to use those shots for commercial work. You can find
some sample model releases online (I believe the PPA
[Professional Photographers of America] has
downloadable release forms available for its members),
and having one could make all the difference in the world.

Look for Bold, Vivid Colors

LOCATION: HAVANA, CUBA

One of the things to keep an eye out for when you're shooting urban
and travel shots is the bold, vivid colors of the city. You'll often find
brilliantly colored walls, doors (a bold-color wall with a contrasting
colored door), shops, signs, cars, and bikes. One of my favorite urban
shots was of a bright red Vespa scooter parked directly behind a
bright yellow Lotus sports car. It almost looked set up, and | took
dozens of shots of it because the colors were so vivid and perfectly



matched. Keep your eyes peeled for brightly painted walls (especially
if you find someone working in front of the wall, or waiting patiently for
a bus with the wall in the background, or a bright car parked in front
of a bright wall). If you’re looking for these colorful combinations while
you're out exploring, you'll be surprised at how often they’ll reveal
themselves to you. By the way, | know I'm beating a dead horse here,
but these colors will look richer and have more depth in (you guessed
it) great light, which generally occurs (you know it) around dawn and
dusk. Just remember, the next best thing to those two is open shade.

. Give Yourself a Theme

To spark your creativity and show the city in a different
light for a day, give yourself a mini-assignment. Pick a
topic and spend part of the day focusing on that subject.
Some ideas are: charming street numbers; interesting

doors and/or doorways; things that are one vivid color;
weather vanes; flowers; charming local barns; close-ups
of local architecture; coffee cups; those little food signs in
local markets; interesting columns, traffic signs or street
signs; mailboxes; or things that are a particular shape.




For Maximum Impact, Look for Simplicity

The single thing that probably kills more properly exposed city life
photographs than anything else is clutter—all the distracting
background items, foreground items, and just general stuff that gets
in the way. So, one of the big secrets to creating powerful and
dramatic urban and travel shots is to strive for simplicity. Look for
simplicity in your backgrounds, in your people shots, in your
architectural elements, in every aspect—the simpler the
surroundings, the more powerful the impact. Go out shooting with that
very goal in mind. Look for the absence of distraction. Look for the
absence of clutter and noise, watch for distracting elements that
sneak into the top and sides of your frame, and create some photos
that have great impact, not because of what they have, but because
of what they don’t have—Iots of junk.



o How to Avoid Blurry Travel Shots

| picked up this tip from my buddy, Scott Diussa: To keep
you from “missing the shot” due to slow shutter speed,
turn on your camera’s Auto ISO feature. This tells your
camera to automatically raise your ISO if it sees your

shutter speed get below a minimum shutter speed that
you choose (I choose 1/125 of a second, because almost
anybody can handhold a shot at that speed and it'll be in
focus). Set your maximum at 1,600 ISO, because a photo
with a little noise beats the heck out of one that’s even a
little bit blurry.




Shoot the Food
™ e I

In every travel magazine feature about a charming city, you'll find a
photo of its food. Trying new dishes is one of the fun things about
traveling, so why wouldn’t you include them in your photographs?
Watch the expressions of people who look at your album when they
come across a photo of a great-looking dish, and you’ll always “shoot
the food.” Your best opportunities are during the day—ask to sit near
a window (to catch some of that gorgeous natural window light) or
outside (preferably under an umbrella or awning, so you can shoot in
shade). If you've got a white tablecloth, you've got a great
background to shoot on—just remove distracting items from around
the dish as much as possible. Also, the classic food shots you see in
travel magazines generally have two things in common: (1) They use
a very shallow depth of field (where the front of the plate is in focus
and the back is somewhat out of focus). To do this, use the lowest f-
stop possible (f/4, f/2.8, or lower if you can). And, (2) shoot plates that
have great presentation (food that’s beautifully arranged on the plate,
which usually comes from higher-end restaurants).



e What Time to Shoot

The best time to shoot urban and travel shots is probably
dawn, when the light is golden and the streets are empty.
Second best is dusk (still golden light, but no empty

streets), but you can shoot in open shade during the day.

If you want that killer shot of the city skyline, wait until
about 30 minutes after sunset and shoot at twilight. You
absolutely, positively must take this type of low-light shot
with a tripod, though, because your shutter is going to
have to stay open for a full second or more.

The Trick for Shooting at Night

LOCATION: SHANGHAI, CHINA

If you’re shooting outdoors at night, don’t shoot with one of your
camera’s standard modes, like aperture priority, or any of the preset
modes, like landscape or portrait. They work pretty well during the
day, but shooting at night, and getting the night sky to be that really



dark blue or black that you’re seeing with your eyes, often isn’t going
to happen with one of those modes, because they’ll make the whole
image too bright (your camera doesn’t know it’s night, so it’s just
doing its job of trying to make a proper exposure). The real secret to
shooting at night is to shoot in manual mode. To do that, you'll need
to use the meter inside your camera’s viewfinder (this is so easy to
do, you’ll be amazed, so don't let this freak you out one little bit).
Switch to manual mode and dial in a starting shutter speed (at night,
you'll be on a tripod, so try something like 1/30 of a second to start).
Then, to start, choose an f-stop of f/8. Now, look in your camera’s
viewfinder for the meter. There’s a big line in the center of your meter,
and then little lines that go above it and below it (or to the left and
right). If you see lines above the big line, it means that if you shot
right now, your shot would be too bright (overexposed), so try moving
your sub-command dial (or quick control dial) until you see those
lines go away (which means perfect exposure). Now, that may be
technically correct, but if that night sky isn’t nice and black (or dark
blue), keep turning that dial until it underexposes.

O The Monopod Scam

While many places have a strict policy banning tripods
indoors, they don’t have a policy on monopods. So, if they

say anything to you about shooting on a monopod, you
can always say, “Hey, this isn’t a tripod.” It often stops
them dead in their tracks.




Shooting Light Trails

©ISTOCKPHOTO/CHRIS HEPBURN PHOTOGRAPHY

When | think of light trail shots, | always think of the light trails from
cars driving at night, and they’re easier to shoot than you might think.
You just need a tripod and shutter release (to keep everything from
moving while your shutter is open, and it's going to be open for a few
seconds—Ilong enough for the lights to move. By the way, the longer
your exposure, the longer those light trails will be). Once your camera
is on the tripod, and your shutter release is ready, change your
shooting mode to manual, dial in an f-stop that makes everything in
focus (like f/11), and start with a shutter speed of 15 seconds (you
may have to increase it to 20 seconds or more, but start here). Make
sure your ISO is at its cleanest setting (for most DSLRs, 100 or 200
ISO). When you see a car coming into your view, just press your
shutter release, wait 15 seconds, then take a look at the image on
your LCD to decide if you need to increase your shutter speed
(remember, longer shutter speeds mean longer light trails, so it's
worth a try). One of the most popular, and interesting, locations for



shooting light trails is a high vantage point—either on an overpass, or
a bridge, or someplace where the cars are below you.

e\ Look For High Vantage Points

The average person’s view of a city is from the city streets
(or a tour bus), so if you want more compelling photos,
look for a different vantage point—one above the city. You
can also ask for a hotel room on the highest available

floor. If you don’t have a balcony or window you can open,
you can shoot through the window if you: (1) turn off any
lights in your room—they’ll cause reflections—and (2) put
your lens or lens hood as close to the glass as possible. A
polarizing filter can cut reflections, but you may need to
shoot on a tripod.

Including the Moon and Keeping Detail

SCOTT KELBY AND ©ISTOCKPHOTO/DAVID LENTZ



This sounds like it would be easy—a nighttime scene with a crisp
detailed moon in the sky in the background, but most people wind up
with a totally overexposed bright white circle, rather than the detailed
moon shot they were hoping for. That’s because it’s just about
impossible to get both the nighttime scene (which takes a long
exposure) and a detailed shot of the moon (which takes a very short
exposure because it’'s actually quite bright) in the same shot. So,
what photographers have been doing for years is creating multiple
exposures (two images captured in the same frame). Now, there are
some digital cameras today that let you create double exposures, but
it's just as easy to take two separate photos—one of the nighttime
scene (a barn, in this case), one of the moon—and combine them
later in Photoshop. First, start with your nighttime scene. Use a wide-
angle lens (maybe an 18mm or 24mm), put your camera on a tripod
(an absolute must), set your camera to aperture priority mode,
choose f/11 as your f-stop, and your camera will choose the shutter
speed for you (which may be as little as 20 or 30 seconds or as long
as several minutes, depending on how dark the scene is), then take
the nighttime scene shot. Now switch to your longest telephoto (or
zoom) lens (ideally 200mm or more). Switch to full manual mode, and
set your aperture to f/11 and your shutter speed to 1/250 of a second.
Zoom in as tight as you can get on the moon, so there’s nothing but
black sky and moon in your shot (this is critical—no clouds, buildings,
etc.), then take the shot. Now add the moon to your nighttime scene
in Photoshop (visit kelbytraining.com/books/moon to see my step-
by-step Photoshop tutorial on how to do this).


http://kelbytraining.com/books/moon

This is another one that throws a lot of people (one of my best
friends, who didn’t get a single crisp fireworks shot on the Fourth of
July, made me include this tip just for him and the thousands of other
digital shooters that share his pain). For starters, you'll need to shoot
fireworks with your camera on a tripod, because you're going to need
a slow enough shutter speed to capture the falling light trails, which is
what you're really after. Also, this is where using a remote shutter
release really pays off, because you’ll need to see the rocket’s
trajectory to know when to push the shutter button—if you’re looking
in the viewfinder instead, it will be more of a hit or miss proposition.
Next, use a zoom lens (ideally a 200mm or more) so you can get in
tight and capture just the fireworks themselves. If you want fireworks
and the background (like fireworks over Cinderella’s Castle at Disney
World), then use a wider lens. Now, | recommend shooting in full
manual mode, because you just set two settings and you're good to
go: (1) set the shutter speed to 4 seconds, and (2) set the aperture to
f/11. Fire a test shot and look in the LCD monitor to see if you like the



results. If it overexposes, lower the shutter speed to 3 seconds, then
check the results again. TIP: If your camera has bulb mode (where
the shutter stays open as long as you hold the shutter release button
down), this works great—hold the shutter button down when the
rocket bursts, then release when the light trails start to fade. (By the
way, most Canon and Nikon digital SLRs have bulb mode.) The rest
is timing—because now you’ve got the exposure and sharpness
covered.



Chapter Ten. Shooting Other Stuff Like
a Pro

Tips for All That Other Stuff We Shoot



SHUTTER SPEED: 1/30 SEC F-STOP: F/7.1 ISO: 400 FOCAL
LENGTH: 28MM | PHOTOGRAPHER: SCOTT KELBY

What do you call things that you don’t have an exact name for? Oh,

that’s easy. That's “stuff.” For example, if you’re out with a friend



shooting, and your friend says, “Hey, take a shot of that stuff over
there,” you know exactly what they mean and you turn and nail the
shot. Now, imagine that same scenario, but you can’t use that
amazing catch-all term and, instead, you have to try to describe it.
Your friend turns to you and says, “Hey, take a shot of that over
there?” You say, “Where?” They say, “Over there! That area over to
your right.” You say, “l don’t see it.” Your friend says, “Oh my gosh, it’s
right over there.” You have no idea what they’re talking about so, of
course, you miss the once-in-a-lifetime shot of a killer whale jumping
fully and completely up out of the water, chasing a fully grown male
seal who somehow manages to avoid the razor-sharp teeth of the
graceful mammal, and you're just standing there as the whale
watches hopelessly as his catch of the day escapes into the icy
waters below your inflatable Zodiac chase boat. If your friend had just
said, “Take a shot of that stuff,” you'd be walking up to the podium
right about now to accept your World Press Photo award (Best of
Show) for the image you titled, “The One That Got Away,” and just as
the flashes of the press on hand are firing, and you’re lifting the heavy
crystal award over your head and waving to your breathtakingly
handsome husband and two perfect kids (one boy, one girl), and
you’re daydreaming about the new full-frame body you're going to
buy with your $10,000 Best of Show check, your cell phone rings. It's
National Geographic, and you're about to explode with excitement
until you hear that it’s actually one of their lawyers, and they want to
talk to you about some screen captures you have on your tablet. See,
that’s the kind of “stuff” I'm talking ‘bout!



On an average day, if you were to walk by some wildflowers in a field,
or along a path in a garden, you’d be looking down at these flowers
growing out of the ground, right? That’s why, if you shoot flowers from
a standing position, looking down at them like we always do, your
flower shots will look very, well...average. If you want to create flower
shots with some serious visual interest, you have to shoot them from
an angle we don'’t see every day. That usually means not shooting
down on them, and instead getting down low and shooting them from
their level. This is another one of those things the pros routinely do
and most amateurs miss. The shots above show the difference: on
the left, the typical “shooting down on flowers” shot; on the right, the
same flower in the same light using the same focal length lens shot
30 seconds later, but | shot it from the side (down on one knee)
instead of shooting down on it. You can see the difference shooting a
non-typical angle makes. By the way, while you’re down there, try
getting really low (down below the flowers) and shoot up at them for a
fascinating angle you rarely see!



o Tips For Shooting Flowers

Where do you get great flowers? Just go to a florist and
buy them. You can pick exactly which flowers you want,
and chances are the flowers you’re getting are in great

shape and fresh. Best backgrounds? The most dramatic

is a black background. Buy a yard of either black velvet or
velour for behind your flowers. White is also popular. Buy
a few sheets of white mounting board, then position one
behind the flowers and use another to reflect natural light
(from a window with indirect sunlight) back onto the white
background, so it doesn’t look gray.




Don’t Wait for Rain—Fake it!

This one may sound cheesy at first, but you’ll be shocked at how well
this works. Instead of waiting for a rainy day to shoot, take a little
spray bottle with you, fill it with water, and spray the flowers with
water yourself. | found a nice little spray bottle in Walgreens’ beauty
section (I know what you’re thinking, “Walgreens has a beauty
section?” Believe it or not, they do) for a couple of bucks, and it works
wonders. Just a couple of quick spritzes with the spray bottle and
you've got some lovely drops of water on your petals, and no one will
ever know you didn’t wait patiently for Mother Nature to intervene.
Get a small enough bottle and you can carry it in your camera bag
(empty, of course). By the way, I've used this spray bottle technique
to shoot some yellow roses | bought for my wife, and by using a
macro lens, you’d swear | was shooting on the White House lawn
after a spring shower. Try this once—you’ll become a believer.



o Which Lenses to Use for Shooting Flowers

A macro lens lets you get a 1:1 view of your subject and
reveal flowers in a way that only macros can. A macro
lens has a very shallow depth of field—so much so that
when photographing a rose, the petals in the front can be
in focus and the petals at the back of the rose can be out

of focus. A close-up lens will turn your telephoto zoom
lens into a macro lens for 1/4 of the price, and 1/10 the
weight and size. And, finally, zoom lenses work great for
shooting flowers for two reasons: (1) you can often zoom
in tight enough to have the flower nearly fill the frame, and
(2) it's easy to put the background out of focus, so the
focus is just on the flower.




Shooting HDR: The Gear

] | A

| was going to call this “The Essential Gear,” but thanks to some
pretty significant improvements in the software we use to create our
HDR images, they’re only essential if you're going to become a
serious HDR shooter. You no longer absolutely need this gear to
successfully shoot an HDR image, especially if you're just giving it a
drive around the block to see if you like it. Now, if you try a few HDR
shots, and you fall hopelessly and deeply in love with HDR (hey, this
has happened to some of my friends—people who otherwise led
normal, everyday lives until that point), then you should definitely
invest in at least two pieces of gear that will give you better-quality
HDR images. They are: (1) a decent tripod, unless you only plan on
shooting HDR shots in really bright sunlight (which won’t actually be
the case, because some of the coolest HDR stuff is shot indoors),
and (2) a cable release, so you don’t wind up adding any extra
vibration that might mess up your image. Now, there’s a reasonable
chance you already have both of these (especially if you've read any
of the previous books in this series), and if you do, you should



definitely be using both of these when you shoot your first HDR shot,
because they will give you sharper images, and with HDR that
sharpness is key. Also, since you might be considering just dipping
your toe into the HDR pool of love, | want to let you know what the
basic workflow will be, because it's a two-part process: the first part is
shooting a particular way (hopefully using the gear just mentioned),
because you know, up front, you want to create an HDR image, and
the other part is combining these images into a single image and then
adjusting that image so it looks good to you (more on all this on the
following pages).



R: The Basic Idea

e

Shooting HD
i

First, a couple things: (1) shooting and toning HDR is actually fairly
easy and probably way easier than you’d think, and (2) within the
HDR community of photographers, no two seem to ever agree on
anything, during any phase of this process, when it comes to making
an HDR image. That being said, the first part of this process is
shooting. You’re going to set your camera up to shoot a series of
shots of the same thing—without moving at all—and what you
basically need is one regular shot, one shot that is underexposed
(darker) by 2 stops of light, and one that is overexposed (brighter) by
2 stops of light—three images total of the exact same scene (some
photographers shoot seven bracketed photos, or even 11, but for our
purposes here, we're just going to use those three, which are enough
to create a good-looking HDR image). If you use a Canon camera,
and switch your camera to Av mode, set your f-stop to something like
f/8, turn on Exposure Bracketing, and take three shots in a row, you'll
have exactly what you need (one regular shot, one 2 stops darker,
and one 2 stops brighter). That's the way Canon cameras and some
Nikons bracket—2 stops at a time. Some Nikons, however, only do 1



stop at a time, so you’ll have to take five bracketed shots, even
though you’ll only use the first shot (normal), the second shot (2 stops
darker), and the fifth shot (2 stops brighter). One other thing
photographers don’t agree on is exactly which f-stop to use, but
everybody pretty much agrees you need to use an f-stop that keeps a
lot of your image in focus. Personally, | generally shoot my HDR shots
at f/11 and most of the pros | know use f/8, but if you go on the web
and search for this, you’ll find people touting everything from /1.8 to
f/32. So, who is right? That’'s easy. Me! (Kidding. Totally a joke.)
People make great cases for all different f-stops for the particular
subject they’re shooting, but if you’re new to this, why not try f/11 for
starters? If you're shooting indoors, though, try f/8 as f/11 may
overexpose your images. On the next page, we’ll look at how to turn
this bracketing on.



Settlng Up Your Camera to Shoot Bracketlng

Exposure comp./AEB setting

Darker Brighter
8.7.5.54.3.21.01.234.56.78

-] (T T R

@) i (N~

AEB automatically shoots
with different exposures

First, | recommend setting your camera to aperture priority mode.
Okay, onto the bracketing: Exposure bracketing was actually
designed to help us out in sticky lighting situations by taking more
than one exposure of the same image. So, if you were off with your
exposure by a stop or two (either you were too dark or too light), you
could use one of those other images with the darker or lighter
exposure—opretty clever when you think about it. Anyway, we use this
feature to automatically take the exposures we need for HDR photos,
because we actually need to combine a really dark photo, a regular
photo, and a really bright photo into just one photo that will capture a
larger range of light than our camera can capture in one single frame.
Today, most DSLR cameras have built-in exposure bracketing, so just
check your camera’s manual for how to do this. Once you've turned
on exposure bracketing, don’t shoot them one at a time. Instead,
switch your camera to automatically shoot a burst of all three (or all
five) when you press-and-hold the shutter button down just once, by
setting your camera to burst mode (again, check your manual). Now,
once you've turned bracketing on, you just press-and-hold the shutter



button until you hear that all three (or five, or more) bracketed shots
have been taken. Besides just being plain easier to do it this way,
you'll get less camera vibration and the shots will fire faster in burst
mode than they would having to manually press the shutter button
three or five times in a row. Plus, using this method, you won’t forget
how many frames you’ve taken and won’t have to ask yourself, “Did |
just shoot four or five?” (Hey, it happens.) Now, if you’'re shooting
HDR at twilight/night, oftentimes the exposures are going to get
longer. By using a cable release (with your camera on a tripod), you
can take advantage of its lock switch (just press the cable release
button and lock it into place). While it's easy to press-and-hold the
shutter button for three or five shots during the day, you may
introduce shake for the night shots.



What They’re Not Telling You About HDR

a

If you’ve done any research on shooting and processing HDR
images, you probably know that you have to shoot bracketed photos,
and then you need some program to combine those bracketed photos
into one single image (like Photomatix Pro, or Photoshop’s built-in
HDR Pro, or whatever). But, a lot of folks are disappointed once
they’ve combined their bracketed frames into one HDR image,
because they say, “My shots really don’t look like the ones | see on
the web and in books. What am | doing wrong?” It's not that they’re
doing something wrong, it’s just that there’s something the pros do
that few are willing to talk about. They take their compiled HDR
images into Photoshop and do quite a lot of post-processing there,
tweaking everything from the color to the sharpness, adding Clarity,
and even running plug-ins like the Google Nik Collection’s Color Efex
Pro (in particular their Tonal Contrast and Glamour Glow presets,
which are very popular for finishing off HDR images). They probably
spend more time in Photoshop than they do in the HDR software
itself. So, if you’re wondering why your images don’t look like theirs,
it's because they’re doing one more big step to finish off their photos.
Just so you know.



0 Photoshop for HDR

We produced a book written by my buddy (and co-worker)
RC Concepcion called (wait for it...wait for it...) The HDR
Book: Unlocking the Pros’ Hottest Post-Processing

Techniques, and it focuses on exactly how to post-process
your HDR images in Photoshop. The book is a huge hit,
and you can pick it up wherever really cool books are
sold. You'll love it.




Making Your Own Product Table

If you're looking for a great surface to shoot your product shots on,
look no further than your local hardware store for a large panel of
white formica. This stuff works great for a number of reasons: (1)
When you put a product on white formica, its surface is already a little
reflective, so it automatically gives your product a little bit of a natural
reflection (not a sharp mirror reflection like acrylic, but kind of a subtle
satin-like reflection). (2) It's very easy to keep clean—you can just
wipe it lightly with a damp cloth—so you don’t have to replace it often,
like you do with white seamless paper, and (3) because it bends
pretty easily, you can lie one end flat on a table, and then attach the
other end to a couple of inexpensive light stands with some A-
clamps, and this gives you a smooth, seamless curve behind your
product, which makes it perfect for product photography. A full 8x4’
sheet costs about $45-50 at my local hardware store, and believe it,
it's worth every penny.



o Using Continuous Light

For product photography, | usually use continuous lights.
These aren’t flashes, these are lights that stay on all the
time, and they give bright daylight-balanced light, but
because they use fluorescent bulbs, they don’t get hot, so
you can even use them to light food. These work
incredibly well because you can see exactly what you're

going to get—there’s no shooting a few shots, then
tweaking the lights, and shooting again. Outside of the
fact that they stay on all the time, they’re just like strobes,
and have all the similar accessories, like softboxes
(including strip banks), and fabric grids, etc., but since
they’re always on, you don'’t have to worry about a
wireless trigger or flash cables.




The Advantage of Using Strip Banks

Ever see a product shot of a wine bottle, or a piece of electronics,
and reflected in the product you see a tall, thin, soft, rectangular
reflection? Maybe even two of them? These wonderful highlight
reflections are most likely from one of the mainstays of a lot of pro
product shooters—a strip bank (also sometimes called a strip light).
These are actually just tall, thin, rectangular softboxes (picture a
softbox that’s just 18" wide, but around 36" long), and they are very
popular in product photography because of those wonderful tall
reflections they create in products that reflect. (It's tough shooting
products that are reflective, because you can see a reflection of
everything in the product itself—even sometimes the photographer—
so be careful when you're shooting reflective products.) You can buy
strip banks for strobes, or even for the Westcott Spiderlite TD6 that |
use for product photography, and the nice thing about them is that
you can use them tall (vertically), or turn them on their side and use
them horizontally for a really wide, wrapping light.



o Some Product Photography Tips

Use a tripod. Product shots are one of those things that if
they’re not absolutely tack sharp, they just don’t work, and
that's why the pros use a tripod every time. Hide
distracting stuff. Look at most professional product shots,
and you’ll find that they go to great lengths to hide
anything that would distract you from the presentation of

the product, even if it's a part of the product itself. Perfect
example? Headphones. You know there’s a cord on them,
but in ads you rarely, if ever, see the cord—you just see
the headphones. And, before you shoot anything, clean it
first. This is one of those things that, if you don’t do it, it
will take you ten times longer to fix it in Photoshop than
the 15 seconds it would have taken you to do it right in the
studio.




Using Foam Core

O

While you'll find portrait photographers using white reflectors a lot in
the studio (usually to reflect or bounce light from the main light into
the side of the face that’s in the shadows), when it comes to product
photography, more often than not, you'll find the pros using a large
sheet of foam core instead. Foam core tends to have a little more
sheen to it than most reflectors and reflects more light. Plus, because
you can cut a sheet of foam core (found at most craft stores or office
supply stores) down to pretty much any size you need, you can make
these small enough to sit right on your product table and get right up
close to your product (but just out of your viewfinder’s frame).




o Create Real Reflections And Dramatic
Backgrounds

You'll often see a reflection appear below a product, and
while you can add these reflections after the fact in
Photoshop, it’s easier to just have real reflections. The
easy way to get those reflections is to shoot your product
on some plexiglass (either clear or white frosted). Just put
a rectangular sheet of plexi right over your background
(you can pick up these small sheets of plexiglass at your
local Home Depot or Lowe’s for around $15) and it does
the rest. If you want to go for a dramatic look for your
product shots, try this: go to your local home supply mega
hardware store and buy a single tile of black granite. This
stuff is incredibly reflective and just sitting your product on
it makes it scream, “Shoot me!”




Compare Your LCD to Your Computer Monitor

Once you’ve downloaded the images from your memory card onto
your computer and opened them in the software you use to view and
organize your photos (I use Lightroom, a software application from
Adobe designed just for photographers. You can download a free 30-
day trial at adobe.com/lightroom), grab your camera and start
comparing how the photos look on your camera’s LCD monitor
compared to seeing them on your computer screen. Is it a pretty
close match? Is your camera’s LCD darker or lighter than what you
see onscreen? This will give you a quick idea of how close your
digital camera’s LCD is to your computer screen, where you'll
ultimately be editing your photos. This can be a big help when you're
out shooting. If you learn that your LCD makes everything look cooler
(bluer) than it is on your computer screen, then you know you don’t
have to add a warming filter to your lens to warm up your photos—
they’re already warm enough. If the LCD is brighter than your
computer screen, most cameras let you lower the brightness of the
LCD, so it more closely matches your computer. You'll be amazed at
how knowing how “true” your LCD actually is can help you and your
photography.



http://adobe.com/lightroom

o Organize Your Photos With Lightroom

Although | use Photoshop for all the serious retouching
and high-end tweaking of my photos, | use Lightroom for
managing and organizing my thousands of digital photos,

processing my RAW photos, creating onscreen slide
shows, printing out multi-photo layouts, and even creating
custom photo books. If you get serious about this whole
digital photography thing (and if you bought this book,
you're getting serious), | recommend you check it out.




How Many More Megapixels Do You Need?

4 megapixel = 8x10" 5 megapixel = 11x14"
6 megapixel = 13x19" 8 megapixel = 16x20"

ll
!.

10-12 megapixel = 24x36" 36 megapixel = 30x40" and up

There’s a ton of confusion (also known as marketing hype) around
megapixels, and many people believe that megapixels have to do
with image quality—the higher the number of megapixels, the better
the quality, right? Unfortunately, that’s not true. So, if you were using
that as an excuse to buy a new camera, that’s not going to float with
me (although your spouse may buy that line). Here’s what
megapixels really mean: how large can | print my final photograph?
That’s it. If you’re not going to print anything larger than 8x10", then a
5-megapixel camera is absolutely all you need. In fact, it’s really more
than you need, but | don’t think you can even find a DSLR that’s only
5 megapixels anymore (heck, our smart phone cameras are more
than 5 megapixels these days). Anyway, if you want to routinely print
13x19" color prints, then you only need a 6-megapixel camera, so if
yours is more megapixels (and you know, and | know, it is), then
you're already set (I know, this is hard to swallow after years of
thinking you needed more megapixels). So, what are today’s 36-
megapixel and up cameras for? Suckers. (Okay, not really, but you
knew | was going to say that.) Actually, those high-megapixel



cameras are for pros who need to print giant-sized images (think
30x40" and larger). If that’s not you, then a 6-megapixel camera is all
most people will really ever need, so put away your checkbook. Hey,
don’t blame me. I'm trying to save you some money, so you can buy
some decent lenses and a fancy tripod.

Getting Lab-Quality Prints
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At some point, after putting all these techniques to use, you're going
to want prints, and today many pro photographers create their own
prints. These days I'm using Canon printers and | love ‘em. They give
me lab-quality prints right on my own desk (well, technically, | keep
them on a different desk altogether, but you know what | mean). The
output from these printers is just remarkable (the vibrancy, sharpness,
and just overall quality is pretty amazing), and Canon not only sells
the printer and ink, they also sell really nice papers that are a perfect
match for the printer, so it’s all pretty convenient. They make printers
that will print everything from a 4x6" borderless color print up to big



poster-sized prints (the one | use prints up to 44" wide and as long as
you want, using a big roll of paper), so choose the size that suits you
best (though, | will tell you, 13x19" prints are really popular with
serious photographers). Believe it or not, you can get into one of
these lab-quality desktop printers (like the one shown above, the
Canon PIXMA MG5620 Wireless Inkjet Printer) for only around $90
(don’t get too excited—you’ll make up for it buying ink and photo-

quality paper).
What Determines Which Paper You Use?

FREMILIM LUS | TER VELVET FINE ART

So, how do you know which paper to use? Believe it or not, there’s an
easy way—the paper you choose to print on is determined by one
thing: the subject matter of your photo.

For example, if you’re printing things of a softer nature, like flowers,
birds, landscapes, waterfalls, or any type of image where you want a
softer feel, try a textured paper like Epson’s Velvet Fine Art Paper



(provided you are printing to an Epson printer), which works
wonderfully well for these types of images. This is your choice any
time you want that “artsy” feel to your photography, and it also works
well when your photo isn’t tack sharp. Try it for black-and-white
photography, too (especially on Epson’s R3000), when you want
extra texture and depth.

For serious portrait work, architecture, city life, travel, and finely
detailed landscape shots, try Epson’s Ultra Premium Photo Paper
Luster. Anything with lots of detail looks great on this paper, and it
really makes your colors vivid. So, when the shot has lots of detail
and sharpness, lots of color, and you need it to “pop,” this is the ticket
for sharp, crisp prints.

Epson’s Exhibition Fiber Paper is a great choice for landscape or
cityscape black-and-white photos on the R3000 or the 3880 (this
paper was designed expressly for printers that use Epson’s
Ultrachrome K3 inks), and it's one of the few fiber papers that print
both color and black-and-white prints equally, as well. When you see
one of your landscape shots printed on this paper, you’ll momentarily
black out. | am not kidding.



Getting Your Monitor to Match Your Printer

Color management (the art of getting your color inkjet prints to match
what you see on your monitor) has gotten dramatically easier in
recent years, but the key to getting a color management system to
work is getting your monitor color calibrated. A few years ago, this
was a costly and time-consuming process usually only undertaken by
paid consultants, but now anybody can do it because (1) it’s very
affordable now, and (2) it pretty much does all the calibrating work
automatically while you just sit there and munch on a donut (you don’t
have to eat a donut, but it doesn’t hurt). | use Datacolor’s
SpyderSELITE hardware color calibrator, because it's absolutely
simple to use, it's affordable, and a lot of the pros | know have moved
over to it. It sells for around $279, and that’s pretty much all that
stands in the way of having your monitor match your prints. Well, that
and downloading the free color profiles for the paper you’re printing
on (see tip below).



o Download The Color Profiles For Your Paper

If you buy any of the major name-brand professional inkjet
papers, definitely go to your paper manufacturer’s
website, go to their downloads page for your particular
inkjet printer, and download their free color profiles for the
exact paper you'll be printing to. Once you install these,

when you go to Photoshop (or Lightroom, or Elements) to
print your photo, you can choose the exact printer and
paper combination you'll be printing to. This gives you the
best possible results (and color fidelity) for your particular
paper and printer. The pros do this every time and it
makes a huge difference in the quality of their prints.




Desaturated Bleach Bypass Look
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This can be done in either Camera Raw (part of Photoshop and
Photoshop Elements) or Lightroom’s Develop module (it's the same
sliders, in the same order, that do the exact same things). You only
need to move three sliders to get this look: (1) We desaturate the
entire image by dragging the Vibrance slider to the left. | don’t have
an amount | drag it to every time, it just depends on the image. So,
just look at the screen while you drag and, when it looks good to you,
stop dragging. (2) Increase the amount of Clarity. Technically, this
adds midtone contrast, but what you'll see is that it brings out texture
and detail and makes things shinier (like the highlights on her skin,
here). You do have to be careful, though, about adding clarity to
women'’s skin because it can make them look bruised and rough. If
that happens, just use the Adjustment Brush instead: set all the other
sliders to zero and raise the Clarity amount, then just paint over
everything but her skin. Problem solved. (3) Drag the Contrast slider
to the right to add more contrast and give it more of that bleach
bypass look (it helps darken the sky up a little bit, too!). If you like
using plugs-in (I sure do), then here are two that have excellent built-



in, one-click, bleach bypass effects, and that work with Photoshop,
Lightroom, or Elements: (1) Macphun’s Tonality Pro
(www.macphun.com) comes with a couple Bleach presets (Warm,
Drama, and Cool) that work really nicely. (2) The Google Nik
Collection’s Color Efex Pro plug-in (www.google.com/nikcollection/)
has a Bleach Bypass filter that also nails this look in just one click.

Grungy, Aged Look

©ISTOCK/DAVID M. SCHRADER

This can be done in either Photoshop or Photoshop Elements. You're
going to combine two images into one: (1) To create this look, you'll
need a paper texture. If you have some really old paper, you could
scan it, but | just went to iStock.com, found this royalty-free image,
and used it as my paper texture. (2) Now, in Photoshop (or
Elements), use the Move tool (V) to drag-and-drop this old paper
image on top of your main image, and then press Command-T (PC:
Ctrl-T) to bring up Free Transform. Click-and-drag the corner points
outward until your paper texture completely covers your image, then


http://www.macphun.com/
http://www.google.com/nikcollection/
http://istock.com/

press Return (PC: Enter). (3) Press Command-U (PC: Ctrl-U) to bring
up Hue/Saturation, and drag the Saturation slider to the left a bit to
desaturate the paper image, so it's not quite as colorful and looks a
bit washed out. Lastly, in the Layers panel, change the layer’s blend
mode from Normal to Multiply, and this blends the paper image in with
your main image. Now, lower the Opacity of this layer to around 80%.
Here are a couple ways you can change or vary the look: (1) Use a
different paper texture. If you want a bunch of free paper textures—
they are already out there—just do an Internet search for “paper
textures,” and you’ll find links to hundreds of free, ready-to-go papers.
A lot of them would work perfectly for this type of effect. Or, try this
site, which offers 149 free paper textures: www.demilked.com/free-
paper-textures-backgrounds/. (2) Try different blend modes. Although
we used the Multiply blend mode to get this look, each blend mode
gives a different look and, depending on the image, you might find a
blend mode that works better for your image than Multiply. Here’s a
tip to quickly toggle through all the layer blend modes, so you can
easily see each one (then you can just choose the one that looks best
for your image): it's the keyboard shortcut of Shift-+ (plus sign). Once
you've clicked on the pop-up menu, press it each time you want to
toggle through a different blend mode.



http://www.demilked.com/free-paper-textures-backgrounds/

Chapter Eleven. Pro Tips for Getting
Better Photos

Tricks of the Trade for Making All Your Shots Look Better
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There are some tricks of the trade that just don’t fit under any of the
existing chapters, because they’re not really just about getting better-
looking portraits or more luscious-looking landscapes—they’re about
being a better photographer and getting better shots. And getting
better shots is what it's all about, right? This is something we're all
very passionate about, and if we get to the point where we’re actually
starting to sell our work (maybe as fine art prints, or through
assignment work with a magazine), and are turning our passion into
profits, then we’re really living the dream—doing something we truly
love for a living. Speaking of dreams, | haven’t made a big deal about
this on my daily blog (http://scottkelby.com) or in any of my live
classes yet, because | don’t want it to come off like bragging, but |
recently signed a year-long contract with National Geographic that I'm
pretty psyched about. In the terms of this agreement, | get 12 monthly
issues for only $15, which is 74% off the newsstand price, so as you
might imagine, I'm very excited. Anyway, in this chapter, we're going
to focus on lots of those little tricks of the trade that you can apply to
a wide range of photography to make everything you shoot look that
much better. Now, one last thing: You might have heard | run with a
dangerous crowd. We ain’t too pretty, we ain’t too proud. We might be
laughing a bit too loud, but that never hurt no one. (I just wanted to
see if you're still reading this after that whole National Geographic
scam | pulled on you above. Come on, you have to admit, | had you
going there for just a second or two, didn’t I?)


http://scottkelby.com/

Which Brand of Camera Should You Buy?

A lot of folks struggle with this one, especially when they’re moving
from a point-and-shoot camera to a DSLR. Which brand should you
buy? Canon? Sony? Nikon? Pentax? Olympus? This choice is made
tougher by the fact that they all make great DSLRs. All of them.
However, | have two great ways to make sure you choose the right
one (and although they may sound a bit silly, they work better for
matching you to your camera than an online dating service does for
finding your soul mate). Method #1: Choose the camera brand your
photography buddy uses. That’s right—if they use Canon gear, you
should use Canon gear, too, because it will make your life infinitely
easier, less stressful, and you'll learn your camera faster. Here’s why:
(a) now you have someone to call when you can’t figure something
out; (b) they can show you how to use your camera long after you've
left the camera store and chances are they’ve already run into, and
solved, all the roadblocks you're about to run into; and lastly, (c) you
can swap (borrow) lenses, filters, flashes, batteries, the whole nine
yards. When you’re out on a shoot with friends, there’s nothing worse
than asking, “Anybody got a spare battery?” and everybody does, but
not for your brand. Trust me, buy what your friends use. It just makes



life easier. Method #2: Go to a real camera store and hold each of the
brands you're considering in your hands. Fire a few shots on each,
navigate through the menus, change the f-stop, change the shutter
speed, and load a memory card. One of those is just going to feel
“right” in your hands (just like each guitar has its own feel, or each
golf club—one will just feel right). That’s the one.



Keep from Accidentally Erasing Memory Cards
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This is a small tip, but one that can save your hide when you’re out
shooting in the field. If you keep your spare memory cards in a card
holder (and for the sake of your cards, | hope you do), there’s a
simple routine the pros use to keep track of which cards are full and
which cards are empty and available for quick use. They turn the full
cards backward in the case (with the labels facing inward), so they
can instantly tell which cards are available for use (the ones with the
labels visible) and which ones are full. The next time you’re shooting
in a fast-paced environment (like a wedding shoot or a sporting
event), you'll be glad you adopted this system. Also, if your camera
uses SD memory cards, there’s a small switch on the cards
themselves that keeps them from being erased, or reformatted,
or...well...anything. So, if you know you've got a card of shots that you
want to protect, just pop the card out, slide the switch to Lock, and
you're set.



o How to Rescue a Damaged Memory Card

Memory cards go bad. It happens. So, if the unthinkable
happens (you put your memory card into your card reader,
and it appears to be blank when you know it’s not), there
are downloadable software recovery programs (some
free) that do a pretty amazing job, so all is usually not lost.
However, if this happens, stop what you're doing, and
start your recovery process immediately for the best
chance of getting your images back (don'’t put the card
back in the camera and keep shooting. Don’t reformat the
card. Don’t do anything—just launch your recovery
software right away). I've used SanDisk RescuePro
software (there’s a free demo), and it has worked well
(even on non-SanDisk cards), but my favorite is Klix, and
maybe only because it's rescued the images on every
card that’s ever died on me.




Pro Tips to Avoid White Balance Problems
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White balance problems often happen when you shoot indoors under
fluorescent, incandescent, or just “them regular ol’ light bulbs.” Of
course, you don’t generally find out about them until you open the
photos later on your computer and all the shots have either a
yellowish, or greenish, or blueish color cast. By default, your camera
is set to Auto White Balance, which works pretty well outdoors, but
generally doesn’t work worth a darn indoors. The pros use three
methods to avoid white balance problems when they shoot: (1) They
go into the camera and choose a preset white balance setting that
matches the lighting they’re shooting in (it's easier than you think—
just go to your camera’s white balance section, and choose either
Incandescent [for regular indoor lighting] or Fluorescent [for typical
office lighting]). You can choose preset white balance settings for
outdoor shots as well, and you’ll get more realistic colors there, too.
(2) They create a custom white balance. Luckily, your camera will do
most of the work for you if you just put a neutral gray card (you can
find these at any camera store or B&H Photo) about 8 to 10 inches in
front of your lens, and zoom in/out so the card fills your frame. Then,
go to your camera’s custom white balance menu and set it up to



measure what it sees to create a custom white balance (it's easier
than it sounds—just take a peek in your camera’s manual). And, (3)
they shoot in RAW format, so they don’t worry about white balance,
because they can choose the white balance after the fact, either in
Adobe Photoshop’s Camera Raw or in their RAW processing
software (if they don’t use Photoshop’s RAW processor). This is just
one advantage of shooting in RAW.



Which Format to Shoot In (RAW, JPEG, or TIFF)
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Most digital cameras these days (and all DSLRs) offer at least these
three main file formats: RAW, JPEG, and TIFF. Here’s when to use
each: JPEG: Shoot in JPEG if you're really good at nailing your
exposure every time. If you’re dead on (or really close) on your
exposure and white balance, and don’t think you’ll need to tweak it
much later (or at all) in Photoshop, then JPEG is for you. The file
sizes are dramatically smaller, so you'll fit more on your memory card,
and they’ll take up less space on your computer. RAW: Shoot in RAW
mode if you don'’t nail the exposure and white balance most of the
time, and think you might need to tweak your images later in
Photoshop or Photoshop Lightroom. In RAW mode, you can control
every aspect of the processing of your images, so if the image is
underexposed, overexposed, or has a color problem—you can fix it
easily. RAW offers the highest-quality original image, too, and offers
maximum flexibility. TIFF: Shoot in TIFF if you’re loose with money.



This is a great format for people who have money to burn, people
who shoot to huge 128-GB memory cards and have plenty of ‘em
handy. TIFFs are also perfect for anyone who has lots of spare hard
drive space and lots of spare time, because TIFF files are huge to
deal with. Outside of that, | can’t think of any really compelling (or
remotely reasonable) reason to shoot in TIFF format.

0 Which JPEG Size to Shoot In

| recommend shooting at the largest size and highest
quality setting that your camera will allow, so if you're
shooting in JPEG format, make sure you choose JPEG

Fine and a size of Large, so you get the best quality JPEG
image possible. If you choose a lower size, or JPEG Norm
(normal), you’re literally throwing away quality. The only
trade-off is that JPEG Fine photos are just a little larger in
file size.




Why JPEGs Look Better Than RAW Images
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| know what you’re thinking, “I've always heard it’s better to shoot in
RAW! It may be, but | thought you should know why, right out of the
camera, JPEG images look better than RAW images. It's because
when you shoot in JPEG mode, your camera applies sharpening,
contrast, color saturation, and all sorts of little tweaks to create a fully
processed, good-looking final image. However, when you switch your
camera to shoot in RAW mode, you're telling the camera, “Turn off
the sharpening, turn off the contrast, turn off the color saturation, and
turn off all those tweaks you do to make the image look really good,
and instead just give me the raw, untouched photo and I'll add all
those things myself in Photoshop or Lightroom (or whatever software
you choose).” So, while RAW files have more data, which is better,
the look of the RAW file is not better (it's not as sharp, or vibrant, or
contrasty), so it's up to you to add all those things in post-processing.
Now, if you’re pretty good in Photoshop, Lightroom, etc., the good
news is you can probably do a better job tweaking your photo than
your camera does when it creates a JPEG, so the final result is
photos processed just the way you like them (with the amount of




sharpening you want added, the amount of color vibrance you want,
etc.). If you just read this and thought, “Man, | don’t even use
Photoshop...” or “| don'’t really understand Photoshop,” then you'll
probably get better-looking images by shooting in JPEG and letting
the camera do the work. | know this goes against everything you've
read in online forums full of strangers who sound very convincing, but
I'll also bet nobody told you that shooting in RAW strips away all the
sharpening, vibrance, and contrast either. Hey, at least now ya know.



WHIMS Will Keep You Out of Trouble
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Let’s say you’re going out shooting landscapes one morning. Do you
know what your camera’s settings are? They’re whatever they were
the last time you went shooting. So, if your last shoot was at night,
chances are your ISO is set very high, and your white balance is set
to whatever you used last. I've gotten burned by this so many times
that | had to come up with an acronym to help me remember to check
the critical settings on my camera, so | don’t mess up an entire shoot
(I spent a whole morning in Monument Valley, Utah, shooting at 1600
ISO because | had been shooting a local band the night before). The
acronym is WHIMS, which stands for:

W: White balance check
H: Highlight warning turned on

I: ISO check (make sure you’re using the right ISO for your
surroundings)

M: Mode check (make sure you’re in aperture priority, program, or
manual mode)



S: Size (check to make sure your image size and quality are set
correctly)

Before you take your first shot that day, take 30 seconds and check
your WHIMS, and you won’t wind up shooting important shots with
your camera set to JPEG small (like | did when shooting one day in
Taos, New Mexico).



How to Lock Focus

This is another one of those things that has snuck by a lot of people,
and that is how to lock your focus. For example, let’s say you're lying
down, shooting a landscape through some tall grass, and you want
the blades of grass in front of you to remain in focus, but when you lift
the camera up to get the rest of the scene, the camera refocuses on
the background. You can force the camera to keep its focus locked
onto those blades of grass by simply holding the shutter button down
halfway. While that shutter button is held down, your focus is locked,
SO now you can recompose the image without your camera trying to
refocus on something else. | use this a lot on photos of people who
may not be in the center of the frame (it keeps me from having to
move the autofocus dot—I just point at the person, hold the shutter
button halfway down to lock the focus, then recompose the shot the
way | want it. When it looks good, | just press the shutter button down
the rest of the way to take the shot).



o Secure Your Lens Hood

Lens hoods come with most quality lenses and are
designed to reduce or eliminate lens flare when shooting
outdoors in daylight. But, the pros keep theirs on even
indoors (basically, all the time) to protect the lens. It can
save your lens if you drop it or knock it into someone or

something. Now, the lens hood is also known to fall off
your camera, but to avoid this, just buy a cheap roll of
gaffer’s tape, tear off a few small strips, and apply them
directly to the hood itself. When you’re out shooting, tear
off two pieces and use them to secure your lens hood to
the lens. Since I've been doing this, it hasn’t fallen off
once.




Moving Your Point of Focus

You know how you look through your viewfinder and, in the center of
your viewfinder, there’s a red circle or a red rectangle? That’s your
camera’s autofocus (AF) point, and what that point hits winds up
being what'’s in focus. Well, something a lot of people don'’t realize is
that most cameras let you move that focus point up or down, left or
right. That way, if you’ve composed a shot where your subject is
standing over to the left side of your frame, you can move the AF
point over, right on them, so they wind up being perfectly in focus. On
Canon cameras, you move your AF point by using the tiny multi-
controller joystick on the dial on the back of the camera. On Nikon
cameras, you move the AF point by using the multi-selector on the
back of the camera.



o When It’s Okay to Erase Your Memory Card

There’s a rule a lot of photographers (well, paranoid
photographers anyway, like me) follow, and that is: we
don’t erase our memory cards until we absolutely know
that we have two copies of our photos elsewhere. For
example, when you download your photos to your
computer, that’s only one copy, and you shouldn’t format
your memory card with just this one copy (because when
your hard drive crashes one day [notice that | said “when’]
all those photos are gone forever). Now, once you back
up those photos from your computer to a second drive (a
backup hard drive), then you’ll have two copies—one set
on your computer and one set on your backup drive—and
then it's safe to format (erase) your memory card and
keep shooting with that card.




Using the LCD on Your Camera
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There’s a cool feature in some DSLRs that lets you use the LCD
monitor on the back of the camera as a viewfinder, so you can
compose and shoot your image using just it (just like a point-and-
shoot). Now, it may not sound that appealing, but check this out: on
some cameras, when you're viewing the scene on your LCD, you can
actually toggle through the different white balance settings and see
right then and there how each white balance setting is going to look
for that particular scene. This makes dialing in a great looking white
balance absolutely simple—just scroll through the list, and when you
see one that looks good, stop. Try it once, and you'll use it again and
again (especially easy when you’re on a tripod). Another reason to
use the LCD monitor on the back of your camera, is to see if you “got
the shot.” And by “got the shot,” | mean you can tell if your subject
blinked when the photo was taken, if your flash actually fired, that sort
of thing, but there’s a big potential “gotcha” that gets a lot of
photographers. It happens because the LCD monitor is so small, it



can also fool you. Everything looks in focus on a tiny 3" monitor (think
of it this way: even the screen on your cell phone is bigger than this!).
When you open that photo later on your computer, you might find out
that the key shot from your shoot is out of focus (or your camera
focused on the wrong object, so the background is in sharp focus, but
your subject is blurry). This actually happens quite often because (all
together now) everything looks in focus on an LCD monitor. So, you
absolutely must zoom in and check your focus regularly during your
shoot. If not, you're setting yourself up for a nasty surprise when you
download the photos later. Another way the LCD monitor will make
you a better photographer is through instant creative feedback. If you
take your shot, look at the LCD, and what you see disappoints you,
then it challenges you to come up with something better. It makes you
work the shot, try new angles, get more creative, and experiment until
you finally see on the monitor what you set out to capture in the first
place.



Removing Spots and Specks After the Fact
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If you have a dust spot, smudge, or speck on either your lens or your
camera’s sensor, you're going to see that spot (or smudge or speck)
again and again once you open your photos in Photoshop (or
Lightroom, or Elements, etc.). If you want a quick way to get rid of
that junk, try Photoshop’s (or Elements’) Spot Healing Brush tool. All
you do is choose it from the Toolbox, then click it once over any spot
or speck, and it's gone. That’s all there is to it. Now, if you have
Photoshop, you can fix a bunch of spots all at once (because, after
all, if you have a spot on your lens, every shot from your shoot will
have that same spot in that exact same location, right?). So, here’s
what you do: STEP ONE: Select all the photos that are in the same
orientation (for example, select all your horizontal shots) and open
them in Adobe Camera Raw. STEP TWO: Get Camera Raw’s Spot
Removal tool (from the toolbar up top) and click it once right over the
spot. This removes that spot from your current photo. STEP THREE:
Press the Select All button (on the top left) to select all your other
photos, then click the Synchronize button. STEP FOUR: When the
dialog appears, from the Synchronize pop-up menu up top, choose
Spot Removal, and then click OK. This removes that spot from all



your other selected photos automatically. Click Done to save your
retouch. STEP FIVE: Open all the photos you took with a tall
orientation and do the same thing. Now, all your spots are gone from
all your photos in less than two minutes. If you shot 300 or 400
photos—that’s sayin’ something!



Want to Be Taken Seriously? Start Editing
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If you want to be taken seriously as a photographer and you want
people to start to view you as a pro-quality photographer, then take a
tip from the working pros, which is: only show your very best work.
Period. One thing that makes a pro a pro is they’re really good photo
editors—they’re really good at picking, and only showing, their very
best stuff. You don’t see their so-so shots or the shots that would
have been great, if only.... You also don’t see them showing seven or
eight similar shots of the same subject. Only show your best of the
best. That means if you went on a trip and you took 970 shots, you
don’t come home and show a slide show of 226 images. If you want
people to think you’re good, show your best 30. If you want people to
think you’re great, show just your best 10. Think about it: If you took
970 shots, maybe 400 are decent. Out of those decent shots, maybe
80 are pretty good. Out of those 80, maybe 30 are really good. Out of
those 30, maybe 10 are outstanding. Now, just show those 10—and
blow people away. (Just ask yourself what you would rather see—80
pretty good shots, or 10 outstanding shots.)



o How to be a Great Photo Editor of Your Own Work

Your shots have to stand on their own, without you telling

a story about why you like the shot. If you have to explain
to someone why you chose it or why you think it's special,
it doesn’t belong in your portfolio.




Spot Metering
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Most folks keep their camera’s metering set at the default, which is
evaluative metering (on Canons) or matrix metering (on Nikons) and
that just means it kind of looks at the entire frame and it tries to create
an exposure that works for the entire image. These modes, on
today’s cameras, do a pretty amazing job most of the time. However,
there’s another type of metering—spot metering—you’ll want to know
about for those sticky exposures, like in the image above left, where
I’'m trying to capture both the light inside the little entryway and
outside the building at the same time. In the default evaluative (or
matrix) metering mode, it's going to make that entryway very dark.
So, just switch to spot metering mode. This essentially tells the
camera, “the part of the photo | want to look good is just this little tiny
area right in the center of the frame.” Then, you aim the center of the
frame directly at that area, hold the shutter button down halfway to
lock in that exposure reading, then reframe your photo to look how



you want it (without releasing that shutter button), and take the photo.
In the example above right, | just switched from matrix metering to
spot, then aimed at the table inside that doorway. That'’s all it took
(just remember to switch back to matrix, or evaluative, metering when
you're done, because you generally only want to use spot metering in
tricky exposure situations).

O Apply for Permits to Shoot With Your Tripod

Many indoor locations (like museums, public buildings,

etc.) don’t allow shooting on tripods. But, sometimes, you
can apply for a free permit to shoot on one. Just ask in
advance.




You Need to Copyright Your Photos
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With so many of us posting our images on the web, you've got to
protect yourself (and your images) by legally copyrighting your work.
Luckily, the process (at least in the U.S.) is all now web-based, so it’s
never been faster, easier, or more affordable than it is today. What
copyrighting does is to legally define who owns the photo, and even
though, technically, there is some very limited amount of protection
afforded simply by the fact that you took the shot, if someone takes
your photo off the web and uses it in their brochure, or website, or
print ad, etc., without actually having registered your work as
copyrighted with the U.S. Copyright office, your chances of winning a
judgment in court against the “photo thief’ are virtually nil. Because
this process has become so quick, easy, and inexpensive, there’s no
reason not to add this process as part of your photo workflow. To
register your work online in the U.S., start by going to
www.copyright.gov/eco/index.html (it only costs $35, and you can
register literally thousands of photos at a time for that same fee).



http://www.copyright.gov/eco/index.html

o Don’t Get Burned by Shooting Without a Memory

Card

Manufacturers set cameras up so you can take shots
without actually having a memory card in the camera. You
see a picture appear on the LCD on the back of the

camera, just like always, except those photos vanish into
thin air after, because they’re not saved to a memory card.
So the first thing | do with any new camera is turn the
memory card lock on, so it won’t even take a shot without
a memory card in the camera.




Shoot Multiple Shots in Low-Light Situations
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If you're in a situation where you’re having to shoot in low light
without a tripod (if your shutter speed gets under 1/60 of second,
there’s a pretty good chance your photo will be somewhat blurry if
you're handholding), and you don’t want to raise your ISO because
your photo will get too noisy, here’s a trick you can try that will usually
get a sharp photo: shoot multiple shots in Burst or High-Speed
Continuous mode. Chances are, if you take three or four shots in a
quick burst, at least one of those shots will be in focus. I've done this
numerous times and I’'m always amazed at the results. You'll see a
blurry one, blurry one, then all of a sudden there’s a nice crisp shot
(as shown here with the five-star image labeled yellow), and then
right back to blurry. So, next time you’re in one of those situations,
crank off a few right in a row, and keep your fingers crossed that at
least one of those will be in focus (hey, it's better than the alternative).



o What Looks Good in Black & White

Some subjects just look great when you convert them
from color to black and white, so when you’re out
shooting, keep an eye out for anything with lots of texture,
like peeling paint on the side of an old building, rusty old

machinery, anything with an interesting shape or lots of

contrast, objects with a lot of metal, old barns, old cars,

old abandoned factories, and also consider cloudy days
with dark menacing skies a perfect subject for black and
white.




The “Gotcha” of Using Picture Styles
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Picture styles, those in-camera color and contrast effects that let you,
for example, have more vivid colors for landscapes, or a more neutral
look for portraits, or a really vivid look for shooting in cities, etc., have
a hidden “gotcha’—they don’t get applied to your image if you shoot
in RAW format. They only actually affect the image at all if you shoot
in JPEG mode. What stinks about this is that, when you’re shooting
RAW, the preview you see on the LCD on the back of your camera is
actually a JPEG preview, so you see the picture style being applied,
even though when you open your RAW image in Photoshop or
Lightroom, that picture style is long gone. Of course, if you have
Photoshop, Photoshop Elements, or Lightroom, you can use the
camera profiles in Camera Raw’s or Lightroom’s Camera Calibration
panel to apply these same picture styles to your RAW file.



o Is It Better to Underexpose or Overexpose?

First off, let me say this: your goal (my goal, our common
goal) is to get the proper exposure. That’s our goal.
Always. But if that’s not possible, if given a choice
between overexposing (a photo that’s a bit too light) and
underexposing (a photo that’s a bit too dark), go with
overexposing—you’ll have less noise. That's because
noise is most prevalent in the shadows, and if you have to
lighten an underexposed photo, you're lightening
(increasing) the noise in the photo. That’'s why it’'s better to
shoot lighter (overexposed), because darkening a photo
doesn’t increase noise the way lightening it does.




Rotate Tall or Rotate Image or Both?
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When it comes to rotate settings in your camera, there are actually
two different ones that do two entirely different things, and knowing
which is which can save you a lot of frustration. Rotate Tall (on
Nikons, under the Playback menu) means that when you shoot
vertical (tall), the camera will rotate the image on the LCD on the
back of your camera (that way, you don’t have to turn your camera
sideways to see tall images). The other rotate setting is called Rotate
Image (under the Setup menu), which means it embeds the
orientation of the image right into the file, so when you open the
image in Lightroom, or Bridge, or Photo Mechanic, etc., it
automatically rotates the thumbnails of tall images so they don’t come
in sideways and have to all be manually rotated by you. On Canon
cameras, go under the Setup 1 tab, and choose Auto Rotate. If you
choose On with an icon of a camera and computer monitor beside it,
it rotates the photo both on the LCD on the back of your camera and
your thumbnails when you import the photos onto your computer. If,
instead, you choose On with just the computer monitor beside it, then
it only rotates the image on your computer (your camera will still show



it on its side). If you choose Off, it means there’s no rotation at all—
everything stays on its side, on your LCD and on your computer.

o Zooming in Close? Fast Shutter Speed Helps

Using a long zoom lens, like a 200mm lens? To help get
sharp photos, know that the closer you zoom in, the more

any lens movement is exaggerated. Sunny day? Your fast
shutter speed will neutralize the movement. But, in the
shade, you'll fall below 1/250 of a second, so you'll need
to be on a tripod or raise your ISO to raise your shutter
speed to at least 1/250.




Reducing Noise in Low-Light Shots
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If you shoot in low-light situations or at night, it's almost a lock that
you're going to have some noise in your image (little red, green, and
blue dots—kinda like film grain, but not nearly as endearing). Anyway,
we used to have to buy plug-ins to get rid of noise, but in Photoshop’s
Camera Raw or Lightroom, the noise reduction built right in is so
good, we can pretty much skip using noise reduction plug-ins
altogether. If you shoot in RAW, it works really brilliantly, because
unlike most plug-ins, it removes the noise while the image is still a 16-
bit RAW image. If you shot in JPEG mode (so it’s already 8-bit), you
can open that JPEG in Camera Raw or Lightroom and still use its
Noise Reduction, but it's not quite as robust (because now you're
kind of using it as a plug-in). To find this noise reduction, open your
image in Camera Raw, then click on the Detail icon. In Lightroom, go
to the Detail panel in the Develop module. There are five sliders in
this section, but we're only going to focus on the two most important
ones: Luminance and Color (you can leave the others set at their
defaults). The Luminance slider is kind of the overall noise reduction
amount slider—the more noise you see, the farther you'll need to



drag it to the right, but be careful, if you drag it too far, your image will
start to look soft and lose contrast. Without going into too much detail
(this isn’t a Photoshop book, after all), if you increase either the
Luminance or the Color sliders and things start to look too soft, or you
lose detail, or the colors look desaturated, that’'s what the other three
sliders are for—to help bring some of those back (the names of those
sliders help you figure out which one is which).



What People Looking at Your Photos See First

Knowing what your viewer’s eye is going to see first in your photo can
really help a lot in planning it out. Basically, the human eye is drawn
to the brightest thing in the image, so if your subject is in the
foreground, but behind him is a window with bright sunlight, their eye
is going to go there first (not generally what you want). So, knowing
that, you can recompose or relight the photo to make sure the
brightest thing in the photo is precisely where you want your viewers
to look. After the brightest thing, next they look for the sharpest, most
in-focus thing, so if there’s a very shallow depth of field, they lock
right onto whatever’s in focus (hopefully, your subject). Knowing
these two things (where people looking at your photos are going to
look first, and then where they’ll look next) can really help you in
creating photos where your viewer’s eye goes right where you want it,
by making sure that brighter and sharper areas don’t appear
somewhere else in your photos.



o Avoid Signs Because They Draw Your Eye

If you’re like me, and you're worried about things
distracting your viewer from the story or subject you want
them to see in your photo, keep a sharp eye out for any
printed signs or text that might appear in your photos.
We’re all mentally programmed to read signs, and unless
the sign is the subject of your image, your viewers will

automatically start reading the sign, instead of looking at
your subject. | learned this tip a few years ago from Jay
Maisel, and I've seen it play out time and time again,
whenever | showed an image with a sign somewhere in it.
So, in short, try to compose your shots so signs or text
don’t appear in them unless you want them to be the first
thing your viewer sees (and reads!).




Chapter Twelve. From Camera Phone
to DSLR

Tips to Get the Pro-Quality Images You Bought a DSLR For



SHUTTER SPEED: 1/8000 SEC F-STOP: F/8 ISO: 200 FOCAL
LENGTH: 24MM | PHOTOGRAPHER: SCOTT KELBY

Each of the other chapters in this book teaches you techniques that
are pretty specific to a particular type of photography (like portraits, or



shooting in the studio, etc.), but | also wanted to include some tips to
help you get better shots if you're just coming from taking photos with
your camera phone to now shooting with your first DSLR. At the end
of the day, that’s all we really want, right? We just want to take better
photos. It's why we all work so hard to learn how to use our cameras
—not so we can play around in the menus all day, it's because we
know that once we really know the camera inside and out, then we
can focus on getting the shots (and not the technology behind it all).
Now, | know what you’re probably thinking, “Scott, this all makes
perfect sense, except for one thing: I'm reading this in one of the
chapter introductions, and traditionally this is a part of the book that’s
not widely known for contributing to the chapter that lies ahead. What
gives?” Well, here’s the thing: my statement above would all make
perfect sense if the chapter that follows was actually about making
your photos look better, but sadly, it's not. What follows is actually a
22-page excerpt from my doctoral dissertation on neo-classical
psychology patterns, which includes a non-apologetic look at man’s
inability to reconcile events from his pre-post-natal experiences and
how those events have affected his non-verbal communication skills
in the post-modern workplace. The reason I'm sharing this excerpt
with you here is because | feel it deserves a wider audience than just
my professor, who incidentally did not agree with several of the
conclusions put forth in my well-documented, thoroughly researched,
and flawlessly executed paper, which is why he will be referred to
throughout the upcoming chapter as simply “Professor Big Poopie
Head.” Now, if you're thinking, “Dr. Kelby, | didn’'t know you had
earned a doctorate,” just remember this one underlying rule: I'm lying.



The Right Way to Hold a DSLR

This is more important than it sounds, because it's something you
didn’t have to worry that much about with your camera phone.
Holding it super steady as you shoot is critical with a DSLR for you to
get sharp photos (more on why later in this chapter, but for now we’ve
got to learn how to hold it so it stays really steady). Your right hand
holds the right side of the camera (which puts your hand in perfect
position to press the shutter button), and your left hand goes under
the lens, cradling it in your hand, like you see in the photo above on
the right. Okay, there’s one more part: Take another look at the photo
on the right above. See how she’s holding her elbows straight down
and they’re tucked into her body? That’s to help (you guessed it)
keep the camera steady. Start shooting like this from the very
beginning, and it will become second nature fast. You'll never have to
even think about it again (and your shots will be sharper for it,
especially in low-light situations like indoors or at night).



How to Focus

To set your focus on your camera phone, you'd just tap the screen
over the person or object you wanted in focus, right? Well, it’s kinda
the same on your DSLR, but we're not “tapping the screen,” we're
moving a focus point over the person/object you want in focus (and if
you're taking a shot of a person, we want that focus point to be on
their eye closest to the camera, if possible). You see this focus point
when you look through your viewfinder—it’'s usually a red dot, or a
red rectangle, or a black rectangle (it just depends on which brand of
DSLR you have) in the center of the viewfinder. You can either: (1)
position your camera, so the focus point in the center is over the
object you want in focus, or (2) use a little round (or plus-shaped)
toggle/dial on the back of your camera to move that focus point right
over what you want in focus (in case what you want in focus isn’t in
the center of your image). Once you get it over what you want in
focus, hold the shutter button halfway down to lock the focus on your
subject (when you do that, you'll often hear a beep, depending on
your brand of camera, and whether you have this feature turned on to
let you know you're in focus). You'll also generally see a solid “dot”



appear in your viewfinder as a visual way to know your shot is in
focus (in case you have the beep turned off, like when you’re
shooting at a wedding). Now that your focus is locked on, with the
shutter button still halfway down, you can move the camera to
recompose the shot the way you’d like it, and when you’re ready to
take the shot, press the shutter button down all the way. This may
sound complicated, but it's really easy. It’s just: (1) put the focus dot
on the subject you want in focus, (2) hold the shutter button down
halfway to lock focus, and (3) compose the shot the way you want it
and take the shot.



Start with This Shooting Mode (It Feels Familiar)

With your camera phone, you don’t think about shooting modes, you
just launch the Camera app and start shooting. With DSLRs, you
have a number of different shooting modes that all do different things
for different types of situations. So, which should you start with? |
recommend starting with program mode (if your DSLR has a mode
knob on the top, you'd turn that knob to the letter “P.” If you set your
mode through a menu on the camera [again, it all depends on the
make and model of DSLR you use), choose Program). What does
this mode do? It kind of mimics what your camera phone does—you
can just turn it on, start shooting, and the camera will do all the math
for you to create a proper exposure, and it's usually pretty good at it
(kinda like your phone is, though the DSLR will usually get you better
results in the same situations). What | don’t recommend is auto
mode, which sounds like it does the same thing as program mode,
except for it has one huge drawback: it keeps popping up your
DSLR’s pop-up flash (providing, of course, your DSLR has one—the
higher-end pro cameras don’t usually have one). Why is this a bad
thing? It's because your pop-up flash is awful. Terrible. It's what you
use to “get even” with people who have “done you wrong,” so we try
to avoid using it if at all possible (it's definitely a tool of last resort),
and in auto mode it keeps popping up and turning on all the time.



Heck, if you're out shooting under the blazing sun in the desert, it'll
pop-up. So, program mode has all the good stuff of auto mode (it
makes all the exposure decisions for you), without the bad stuff (the
flash doesn’t pop up at all unless you push the little button to pop it
up, but don’t do that because your shot will look awful around 96%
percent of the time). So, in short, | recommend starting with program
mode. You can branch out to other stuff later (and you will want to),
but it's a good safe starting place.



How to See Your Pictures

Like your camera phone, right after you take a picture, that picture
appears onscreen for a few seconds, then it goes away. You get to
choose how long it stays onscreen in the preferences for your
camera, but of course, just like your phone, the longer it stays
onscreen, the more battery power it uses. Just so ya know. Anyway,
to see the images you’ve taken after that brief display period goes
away, just press the Play button on the back of your camera and the
last shot you took appears (again, for a few seconds, but as long as
you're doing something with the photos—scrolling through them,
zooming in/out, etc.—it will stay “on”). To scroll through them, it's of
course different on every camera (ugh), but generally there’s a dial or
a wheel on the back of your camera that you use to move forward
and back through your images. To zoom in on an image (ideal for
checking to see if the image you just took is sharp), look on the back
of your camera for a button that has a little magnifying glass icon on it
with a plus sign (circled here above). Press that to zoom in. Press it
again to zoom in tighter. Then, press the button with the magnifying



glass with a minus sign icon to zoom back out. To delete an image,
click the Trash icon button.



Changing Lenses (and Other Lens Stuff)

One of the biggest advantages of DSLRs (and I'm pretty sure you
know this, and it's probably one of the main reasons you bought a
DSLR in the first place) is that you can change lenses, swapping
infout for long zoom lenses or super-wide-angle lenses or a macro
(close-up) lens, and so on. Changing lenses is easy: you just press
the button beside the lens on the front of the camera and twist the
lens until it releases (which way to twist depends on the brand of
DSLR you purchased—Canons and Sonys twist to the right and
Nikons twist to the left. If you're not sure, check your camera’s
manual). When you’re changing lenses, you want to be very careful
to not let junk get into your camera body, so try to avoid changing
lenses in dusty, dirty, or windy situations. If junk gets on your
camera’s sensor, junk gets on every picture (ack!). To minimize the
chance of something getting into your camera body, and onto your
sensor, try to change lenses quickly. You don’t have to race through
it, but don’t dilly-dally either (I've been dying to use that phrase). One
more thing: you also want to be very careful not to scratch the glass
at the end of your lens because that scratch will appear on all your
photos. So, before you toss that lens into your backpack or purse



(like you used to toss your phone), make sure you put the lens cap
back on the lens and make sure it's secure.

How Big a Memory Card Do You Need?
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This is easy. How often do you want to change memory cards? If you
don’t mind changing often, get some 8-GB cards. If you don’t like
messing with memory cards (you never had to mess with them on
your phone, right?), then get a larger card and you’ll have to change
them much less often. My recommendation? Get at least a 32-GB
card. Now, if you're thinking that sounds expensive, they’re actually
really affordable these days. For example, | use Lexar memory cards
and at B&H Photo, you can get a Lexar 32-GB SD memory card for
around $16. If you want a really fancy super-fast high-end pro-quality
card (handy if you plan on shooting sports), you can spend around
$32. Heck, you can get a Lexar Platinum Il 300x (speed) 64-GB card
for around $26, and one of their “fancy dancy” ones for $4 more.
Heck, at that price, | should probably recommend the 64-GB. Yeah,
let’s go with this: spring for the 64 GB and just keep on shootin’! If
you need a backup card (in case you fill that 64-GB bad boy), maybe
pick up a 32-GB then. That’s nearly 100-GB of storage. Not too
shabby!



Getting Sharp Pictures Using Auto ISO
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One thing you never had to worry about with your camera phone was
shooting in low light, like indoors, or outside downtown, or in a
restaurant. That's because your camera phone uses something
behind-the-scenes called Auto ISO. This means it automatically
increases the light sensitivity of your sensor when you get in low-light
situations, so your shutter speed is fast enough that you don'’t get
blurry photos in low-light situations, even if you're not holding the
camera incredibly still. Instead, you get really, super noisy, grainy
photos, but at least they’re in focus. With your DSLR, we generally
have to keep an eye on the shutter speed ourselves, making sure our
shutter speed doesn't fall below 1/125 of a second (most folks can
hold their camera pretty steady at 1/125, and some to 1/60 no
problem, but let’s use 1/125 of a second as our baseline “low as we
want to go” number, just for safety’s sake). If this all sounds like a
pain in the “b-double-oh, tee, y,” then turn on Auto ISO, and your
camera will take care of watching your shutter speed, just like your
camera phone did. You turn this on in your camera’s menus (of
course, once again, which menu this is found under depends on your
camera’s make and model), usually under ISO Sensitivity (or
somewhere near it). When you turn on Auto ISO it lets you choose a



“‘minimum shutter speed” it will never let your camera fall below, so as
long as you hold your camera reasonably still, your low-light shots will
be in focus. Set that minimum shutter speed to 1/125 of a second,
shoot in program mode, and you're off and running in low light, with
less noise than your camera phone.



How to Take a Selfie

Before the camera phone was born, the term “selfie” didn’t exist with
a DSLR, and when you hold one in your hand, you'll see why—there
is no flipping to the rear camera to do a selfie. So, the way we do
selfies with a DSLR is to go all “old school” on it. That means, putting
your DSLR on something stable (a table, a low wall, or ideally, a
tripod), and then turning on the camera’s Self Timer mode, which by
default gives you 10 seconds to run around to the front of the camera
and get in the frame. Usually, a little red or white light will start to blink
slowly as soon as you press the shutter button (letting you know it is
counting down), and then a second or two before it fires, it starts
blinking really fast (that’s your cue to smile), and then it takes the
shot. Now you can see why we didn’t take a whole lotta selfies before
camera phones came out. This Self Timer mode is found in different
places, depending on your camera’s make and model. Some have it
on a dial, some a push button, some in the menus—you’ll just have to
take a look in your camera’s manual to find where the function is on
your particular model. Now, all that being said, it is possible to take a
selfie with your DSLR by holding it as far as you can from your body,



twisting your wrist so the camera is facing you, and firing. But, you’re
kinda doing it blind as far as composition goes, so you might get half
your head, or just part of your ear, but with practice you can get your
full ear (sorry, | couldn’t help myself).

Where to Store Your DSLR

Your cell phone is rugged. Amazingly so. Think about how many
times you've dropped your phone, and you just pick it up and keep
going about your day. Your DSLR isn’t like that. Well, if you bought a
high-end pro model, they are pretty sturdy, but for the most part, they
require a bit more care, especially when it comes to your lenses,
which is why you're going to need some sort of camera bag to store
your body and lenses. There are hundreds of different bags to
choose from, and I'd start with a small, simple inexpensive bag. As
your lens collection grows, and you get a little farther in your journey,
you'll know what you’ll need when you go to buy a really nice bag.



Which Apps to Use to Edit Your Images
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You're probably used to editing your camera phone photos on your
phone, but now you’re going to be mostly editing on your computer
(although, you'll still be able to edit on your phone if you like, but
you'll have to get your image over to the phone first, and quite
honestly, for most situations, emailing yourself the image is probably
easiest. There may be better ways, but for something that’s quick,
familiar, and works, emailing’s probably best). But this isn’t about
apps on your phone, it's about the application on your computer for
editing photos, and | highly recommend Adobe Lightroom. | don’t
recommend starting with Photoshop—it’s fairly complicated (that’s
being kind), with a fairly steep learning curve, whereas Lightroom was
made from the ground up for photographers, and it's much easier to
learn. It's reasonably priced at $149, if you want to buy the
application, or you can subscribe to Adobe’s Creative Cloud
Photography plan, which includes the latest versions of both
Lightroom and the full version of Photoshop (but still, start with
Lightroom first, learn it, then learning Photoshop will be much easier
because they share some common things). Anyway, Lightroom pretty
much rules the photography industry today, and everybody from



beginners to pros are using it. So, if | were to tell a friend what to get
as far as a computer photo editing application, | would absolutely tell
them “Get Lightroom—you’ll love it!” (Full disclosure: | have written
books on Lightroom, I've got online classes, I've written countless
articles, | publish Lightroom magazine, and on and on, but even if |
didn’t, my advice would still be the same: get Lightroom, you'll love it.)



How to Make Panoramas (Panos)
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A lot of camera phones (like the iPhone for example) have a pano
feature built in, and they work brilliantly. You can shoot panos with
your DSLR, too, and create really high-resolution panos that even
print beautifully. You just gotta work a bit for it. And, have Lightroom.
Or Photoshop (but Lightroom’s pano feature is faster and easier). The
first difference is that you don’t take one continuous photo like you do
with your camera phone. You take a series of photos, one after
another, with a little overlap between them. So, you might have four
or five shots, or maybe even 10 or 12 in a row across a very wide
scene. That’s the first part—shoot the frames. Take the shots, one
after another, and try to overlap each one by a bit, so what you see
on the far right of your first photo, appears on the far left of your
second photo. The second part is to take those into Lightroom. Once
you're in Lightroom, select all the images in that pano, then go up
under the Photo menu, under Photo Merge, and choose Panorama.
The next thing you'll see is a preview dialog with your stitched
panorama, and it does a really brilliant job (make sure you turn on the
Auto Crop checkbox if it's not already turned on)!



How to Shoot HDR Images
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There are some phones now (like the iPhone, for example) that have
a built-in HDR feature for capturing scenes where there’s a huge
range of difference between the bright and dark areas of an image,
like when you’re shooting a shot indoors and need to see out the
window, as well (HDR stands for “High Dynamic Range,” by the way).
Anyway, you can create awesome HDRs, you just have to work a bit
harder in your camera, and then in Lightroom, but the results are
worth it. You start by turning on Exposure Bracketing in your camera.
This tells your camera to take multiple shots when you press the
shutter button just once, but these other shots will be darker and
lighter than the normal exposure. How much darker or lighter? You
choose that in your camera and, as luck would have it, every camera
make and model is different (even from the same manufacturer), so
as much as | hate to say it, you have to find out how to turn on
Exposure Bracketing (say it with me...) in your manual. You will only
need two shots to make an HDR image in Lightroom (that’s not a typo
—ijust two shots): one that is two stops darker than normal; one that
is two stops brighter. Your camera may let you do “two-stop



bracketing,” in which case your camera will take three shots total (but,
you only need the darkest one and the brightest one). Your camera
may only let you do “one-stop bracketing,” in which case you’ll have
to shoot five shots and use just the darkest one and brightest one.
Import those into Lightroom, select just those two images, then go
under the Photo menu, under Photo Merge, and choose HDR. In a
few seconds the HDR preview dialog will appear, showing you your
two images merged into one, but the real fun begins when you click
Merge and it opens in regular ol’ Lightroom. Go to the Develop
module, drag the Clarity slider to the right a bit, along with Shadows
and Contrast, and you’ll be super-digging it!



Getting a Soft, Blurry Background

To get that soft, blurry, out-of-focus background behind your subject,
you do two things: (1) Use the lowest f-stop your lens will allow, so
something like /5.6 or f/4, or if you're lucky (and wealthy), f/2.8 or
lower. Then, (2) zoom in tight on your subject. Press the shutter
button. Done. That'’s it. Those two things together will do the trick.
Now, if you're asking, “How do | change my f-stop?” Try this: switch
your camera to aperture priority mode (it's the letter “A” on your mode
dial on the top of your camera, providing of course, you have a mode
dial, but you probably do). Then, move the dial on your camera that
changes the f-stop until you see /2.8 in your viewfinder. That’ll do the
trick.



Working With Your Pop-Up Flash

First, just know up front that taking a portrait of someone with your
pop-up flash is cruel. It's the most unflattering thing you can do to
them, and it doesn’t make you look good either. It's a harsh, nasty,
angry light quality, and | would avoid using it at all costs. However, if
you have no choice, | would recommend using something, anything,
to soften it, or at the very least, most DSLRs have a control that lets
you turn down the power of the pop-up flash, so it doesn’t look like a
lighting grenade just went off in front of your subject. So, where is this
magic button? Well, as luck would have it, once again, it's in a
different place on every make and model of camera, so it’s back to
the stinkin’ camera manual to find out, but at least you know it can be
done. Now, if you’re really interested in flash, you can jump over to
the Hot Shoe Flash chapter here in the book and it has all the stuff
you need, including accessories, to get you awesome looking flash
results. (Spoiler: | try to talk you out of using your pop-up flash there,
too!)



Using the Viewfinder (Don’t Point & Shoot)

One thing you don’t want to do, after you've invested all this time and
money on buying and learning a DSLR, is use it like it's a camera
phone by holding it out in front of you, shooting in Live View mode
(like you do with your camera phone). You're going to get a /ot of
blurry shots, and it will wind up keeping you from getting the kind of
pro-quality shots you bought a DSLR for in the first place. You've
really got to use the camera’s viewfinder (yes, you have to look
through that little hole at the top of your camera). First off, there’s a lot
of important information that appears within the viewfinder, and even
if you don’t know what any of it means right now, you will shortly.
Secondly, it's very hard to keep a heavy camera still when held out in
front of you like that. You need it resting against your forehead to help
with steadiness while you shoot (see page 210 for more on how to
hold it). Yes, it makes that big a difference. Not to mention the
visibility problems when it’s bright outside, or that the auto focus is
pretty slow in Live View mode, or that it eats up way more battery life,
or that the camera was designed to put all the functions where they’re
easy to access while you're shooting with it up to your eye. | could go



on, and there are instances when you will want to shoot with Live
View, but when you're just making the jump to DSLR (like we’re
talking about here), | would highly recommend that you start by
getting used to the viewfinder. | promise you'll be glad you did.

Take Advantage of Scene Modes

If you’re humming along shooting in program mode and life is good,
but then you come to a particular situation where you think, “Can’t
this camera do a bit better?” then it’s time to branch out a bit to scene
modes. When you choose one of these (usually from the mode dial at
the top of your camera), it puts in place all the settings that would
make it ideal to shoot what you’re about to shoot. For example, if
you're shooting sports, and you switch to the sports scene mode (the
icon is usually of a man running), your camera puts in settings for you
that would work well for shooting sports. Shooting flowers? Turn your
mode to the icon that looks like a flower, and you’ll get better results.
Same with portraits. Same with landscapes. You're one click away
from having your DSLR put better settings in place for you, so make
sure you at least give it a try.



How to Shoot Video
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Does your DSLR shoot video? You bet. In fact, it would be hard to
find one that doesn't. It's easy to start recording: Just turn the switch
on the back of your camera (or up on your mode dial) and your
monitor switches to Live View mode, so you can see what you'’re
filming. Press the record button and it starts. Press it again to stop.
Now, that sounds pretty simple, so is it as easy as shooting video on
your camera phone? Oh, h@#I, no! It's kind of a pain in the butt
because most DSLRs’ video features don’t have auto focus. What?! |
know. | thought the same thing when | first heard that years ago, and
in all these years, still very few DSLRs have built-in auto focus that’s
anything like what we're used to on our camera phones or
camcorders. So, who is this DSLR video for? Filmmakers. I'm not
joking. The quality of the video, if you have the right lenses, and the
right video camera techniques, is absolutely insane. But, it’s still not
something that folks who are used to camcorder video or camera
phone video are using a whole lot, and when they do, they just shoot
a clip here and a clip there. So, what do | recommend? Honestly,
keep shooting your video on your camera phone or camcorder—they



do all the stuff you want them to do without all the hassles of DSLR
video and video editing. | know this isn’t what you were hoping to
hear, but my job is to tell you the same thing | would tell a friend if
they asked, and frankly there’s no way | would tell a friend (who is not
already seriously into video) to mess with DSLR video, unless (and
this is a big unless) the particular model they bought has a built-in
auto-focus when shooting video. Don’t shoot the messenger.

How to Set Your Exposure

Remember earlier, how | told you how to set your focus, by moving
the red dot or rectangle (focus point) over the part of the image you
want the camera to focus on? Do the same thing for exposure.
Whatever that dot is over, that's what the camera thinks is the most
important part of the image, so it exposes to make that part look
great. If it's wrong, you can always move that spot over something
else in the image and try again. Is there more to exposure than this?
Yup. But, this is a good start.



RAW or JPEG?
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That’s easy. JPEG! (Unless you’re already pretty decent at post-
processing your images in something like Lightroom, Photoshop, or
another desktop application that edits RAW photos.) Look, you’re
going to read all over the web that shooting in RAW captures a wider
dynamic range, and it's more forgiving if you're way off on white
balance or your exposure. What you don’t normally read on the web
is that JPEG images look much better than RAW images straight out
of the camera. That’s because JPEG images have sharpening added,
contrast added, noise reduction added, and a whole bunch of other
stuff applied to the photo in the camera itself. It basically tries to
create a finished image. When you switch your camera to shoot in
RAW mode, you're telling it to turn off the sharpening, turn off the
contrast, turn off all that stuff, and just give me the raw, flat,
untouched photo, and I'll add all that stuff in my post-processing.
That’s why: (1) RAW photos look so flat and not as contrasty, colorful,
or sharp as what you saw on the LCD on the back of your camera
(even when you shoot in RAW, it still displays the JPEG image), and
(2) it's why the #1 most-asked question | get is, “How do | make my
RAW images look more like the JPEG?” This is why | recommend, for



starters, you shoot in JPEG. Now, there will probably come a day
when you'll want to switch to RAW, and that’s okay, but you'll know
when you're ready, because you’ll have gotten pretty good at editing
your JPEG images. Then, it’s time to switch and you won’t look back.
But, for now, let’s keep it in JPEG, so you can post your images
online without a whole bunch of fussing in post production.



Start Outside

Want to get really comfortable learning the ins and outs of your
camera, and getting familiar with all the dials and controls and stuff
without getting frustrated? Then, for the first couple of weeks, just
shoot outside on nice sunny days (or at least on days where there'’s a
lot of light outside, because even very cloudy days can be pretty
bright when it comes to cameras). Why outside? Because you'll be
thrilled with the results. Shooting outdoors is a breeze, and you’ll get
good quality photos all day long. Step indoors, or in low light, orin a
cathedral, or a gymnasium, before you know what you’re doing, and
you’ll get very frustrated with your camera, and the results. Start
outside for the first few weeks, and you'll love that DSLR like a puppy,
and it will work really well all day, every day. Once you’ve got the
hang of it, and where all the key buttons and dials are and what they
do, then you can move indoors and start worrying about things like
ISO and shutter speed, and holding your camera steadier than the
Rock of Gibraltar. | know what you're thinking, “But my camera phone
worked fine indoors. It was grainy. It was noisy, but it worked.” This is



different. Start outside. You’ll thank me one day (unless that day it’'s
raining).



Chapter Thirteen. Ten Things | Wish
Someone Had Told Me

When I First Started Out in Photography
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So, why don’t pro photographers tell you about these things when
you're “on the way up?” It’s actually very simple, but you need to



know the back story to understand how, historically, this has all
worked. For as long as | can remember, there has been a “Secret
Society of Photographers Who Have Taken a Blood Oath to Never
Share Their Hard-Earned Secrets with Outsiders” (known as the
SSOPWHTABOTNSTH-ESWO, for short), and this cartel of working
pros (supposedly funded by an “unofficial” government agency, or
Pentax) controls the flow of information, much like the ICANN
controls the distribution of top-level web domains. Anyway, the sacred
brothers (as they’re called) of the SSOPWHTABOTNSTH-ESWO
controlled the flow of photographic techniques for many years by only
sharing them with other sacred brothers during a ritualistic “sharing of
the mastery” ceremony held once a year in a hidden cave (which
some claim is in Dunwoody, Georgia, just outside Atlanta). Anyway,
what finally broke this chain of religious-like secrecy was actually a
clerical error—a typo, if you will. When they were updating their
official letterhead and business cards back in 2006, an intern working
on the design apparently typed in their name as
“‘SSOPWHTABOTTHESWO,” accidentally leaving off two critical
letters, “NS,” which was the “Never Share” part of their name. As
things tend to go in secret societies like this, the members felt this
was actually an edict from the governing body (the Parliamentary
Order of Professionals, a group which regular members are forbidden
to ever refer to by their acronym), and so members began to share
these once secret techniques openly and freely, and that’'s how we
got to where we are today. Or, it could be that those pros are just
afraid that if other people learn this stuff they’ll wind up losing
wedding jobs to them. It's hard to say.



#1: Buying a More Expensive Camera Doesn’t
Necessarily Mean Better Photos

If you bought a new DSLR camera in the past year or two, even an
entry-level model, it already takes better quality photos right out of the
box than the high-end pro models did just a few years ago. The
quality of the sensors in today’s entry-level digital cameras is truly
amazing and, whether it's a Nikon, Canon, Sony, Pentax, etc., they all
make great quality photos. For example, if you went out at dawn to a
beautiful landscape location, set up a tripod, and took 10 shots with
an entry-level camera, like the Canon Rebel SL1 (I found a body
online for $549), then took the same shots, in the same location, with
the high-end Canon 5DS (around $3,900), printed all 20 images, and
mixed them up, you wouldn’t be able to tell which camera took which
images. They’d be that close in quality. So, if they both take such
great shots, why would anyone ever need a high-end pro camera?
Well, it’s not because they take better photos; it's because they have
more features. It's kinda like buying a car. You can buy a Toyota
Camry from around $23,000 up to around $33,000. They're all



Camrys (great cars), but you buy the $33K model because it has
more features—heated seats, a back-up camera, a bigger engine, a
security system, more speakers, and so on. But, when you're on the
highway going 60 mph, the results are the same. So, how can you
get better photos out of the camera you already have? Learn your
camera inside and out—all the features, all the menus, and what all
the buttons do. That way, using your camera becomes automatic and
you can stop worrying about all the buttons and dials and start
focusing on making great pictures, which is really about two things:
what you aim your camera at and how you aim it.



#2: You Need to Sharpen After the Fact
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There are lots of things you can do to help really sharpen photos, and
obviously | thought it was so important that | included a whole chapter
just about sharpness in this book. But, if there is one single trick that
really takes a sharp shot to one that’s tack sharp, it's sharpening after
the fact on your computer. It doesn’t matter whether you use
Photoshop, Photoshop Elements (the “light” version of Photoshop
that really isn’t very light), or Adobe’s Lightroom, you need to sharpen
every single photo to get the look the pros have. Think about this:
with all the money we spend on tripods, and cable releases, and
really sharp lenses, the reality is that as long as the shot is pretty
sharp coming out of the camera, the money you spend on a program
like Photoshop Elements will have the most impact on you getting a
truly sharp photo (heck, | just did a quick Google search and found
Elements for $80—that’s a small price to pay to have all your photos
from here on out jump to the next level of sharpness). By the way,
whether you buy Photoshop Elements for $80 or subscribe to the full
version of Photoshop for $9.99 a month, the sharpen filter we use,



called the Unsharp Mask filter, works exactly the same in both. To use
it, go under the Filter menu, under Sharpen, and choose Unsharp
Mask. Back on page 50, in Chapter 3, | gave you the settings | use
day-in, day-out for people, cityscapes, urban photography, or travel,
general everyday use, super-sharpening (for sports photos,
landscapes, stuff with lots of details), and for images I've already
made smaller and lower resolution, so | can post them on the web.
Try them out and see if this sharpening doesn’t make as big of a, or
bigger, difference than all the rest.



#3: The Pros Take Lots of Bad Photos
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You just don’t see them, because one of the traits of a real pro is that
they only show their very best work. | know a lot of folks think that
these pros walk up to a scene, take one amazing shot, and then walk
away and do it again someplace else—every time they press the
shutter button, they create yet another amazing shot. | can tell you,
for certain, that’s just not how it works (if it was that way, the
photographer’s workday would be all of five minutes long, right?). I've
worked and taught alongside some of the most famous
photographers in the world today and they’d be the first ones to tell
you that it often takes hundreds of shots of the same subject to come
away with that one amazing shot (the only one that anyone will see).
But, when we shoot, we see all our shots (the good ones and bad
ones), so we start to compare all our shots to the pros’ highlight reels,
and it bums us out. Remember: we’re not judged as photographers
by the bad shots we take; we’re judged by the ones we share. Take a
cue from the pros—only share your best shots and just know that
pros simply don’t nail every shot. So, don’t compare all your shots to
the pros’ cream of the crop. By the way, if | shoot 200 or 300 shots



and | come away with five or six really good ones in there, I'm thrilled.
Sometimes | get a few more than that; sometimes | literally walk away
with none, which is disappointing, but it happens. If that happens to
you, don'’t let it get you down—chances are that at the next shoot
you’ll make up for it. One more thing: every once in a while something
amazing happens right in front of us and we raise our camera, shoot,
and capture something magical. It happens to both amateurs and
pros and it’s called “getting lucky.” Thankfully, it happens more often
than you'’d think.



#4: Learn Exposure Compensation
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If you take a shot and you look at it on the back of your camera and it
just looks awful (it's way too dark, way too bright, your subject is in
shadows, etc.), do you know exactly which controls on your camera
will fix it? If not, the next most important thing for you to learn is
exposure compensation. | talk about it back on page 135, but a lot of
people will skip over that page because the phrase “exposure
compensation” doesn’'t mean anything to them at that point. | wish it
had a better name, because | think it's probably one of the most
important camera techniques to learn when you're starting out. It
helps you overcome two big problems: (1) your camera’s built-in light
meter is really good, but sometimes it's wrong and you know it's
wrong, but you’re not sure how to fix it; and (2) it helps you retain the
detail in your photos, primarily in the brightest parts of your image. If
you and | were out shooting and you asked me what one thing you
needed to understand about your camera itself to really take better
shots, learning exposure compensation would be it. Learning this is
what will turn more of your messed up shots into prints you’ll want to
hang on your wall. Turn to page 135 right now and learn when to use
it. You can always come back to this chapter later (yes, it’s that
important).



#5: Don’t Worry About Manual Mode

Good news: you can be a great photographer, and make amazing
images, and live a long, happy life all without ever having to learn to
shoot in manual mode. | know a lot of new photographers worry that
the reason their photos don’t look like they want them to is because
they’re not shooting in manual mode. But, trust me, manual mode
isn’t some magical mode that transforms everyday photos into gallery
pieces—it’s just another shooting mode on your camera like the rest.
And, ultimately, what makes magical photos is, say it with me, “what
you aim your camera at and how you aim it.” It's not which mode you
shoot in. | think the reason some of us get sucked into thinking it’s the
magical unicorn of modes is that you’ll sometimes read in an online
forum some photographer bragging that he “only shoots in manual
mode” (like he’s earned some special honor). But, again, trust me, it's
just another exposure mode on your camera, so you can scratch that
one off your worry list. Now, | don’t want you to think that I'm saying
you shouldn’t learn manual mode, or that manual mode is bad (I
actually recommend it for shooting in a photo studio with strobes), but
| don’t want you to think it's this big hill that one day you’re going to
have to climb to get to photography nirvana. In the list of things we



have to worry about in our quest to become better photographers,
you can move this one way, way down your list.



#6: Today You Should Probably Shoot Wide
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Where do most of our images wind up being seen today? On the
web, right? | mean, we still make some prints from time to time (you
do make prints, right?), but really, in today’s world, you’d have to
admit that for most of us, the web is where most folks will see our
images. If that’s the case for you, then | hope you take this advice |
got a few years ago: shoot wide. By wide | mean shoot horizontal
(landscape) shots rather than tall, vertical shots. Here are two
reasons why: (1) The bigger your images appear, the more impact
they have, right? Right! So, when you shoot tall shots and put them
on the web, they usually wind up looking like small thumbnails
because that’'s the way most websites, portfolio sites, and social
media sites are designed. Your image will have a lot of empty space
on either side of it, and in the middle, there’s your little picture.
However, if you shoot wide, you'll be able to make your images much
larger on the web and they’ll have that much more impact. (2) It's
usually much easier to crop a wide image so it looks like a tall image,
than it is to try to crop a tall image so it looks like a wide image (give it



a try and you’ll instantly see what | mean). So, | know there’s an old
saying that goes, “When do you shoot a tall image? Right after you've
shot a wide version of it,” but there’s a reason that’s an “old” saying. It
used to apply because all our images used to be prints, and they all
had the same impact because you could just rotate the print. Today,
things have changed and we need to change our thinking (and our
shooting strategy), too!



#7: Nothing Has Impact Like a Print

If you want to really make an impression on people, make a print. |
know it sounds simple, but a printed piece, especially today, is one of
the most powerful, impactful things you can do for your photography,
and the bigger the print, the more powerful the impact (I personally
think the impact size starts at 13x19", but if you can go bigger, like
17x22", it really adds impact. This is a case where bigger is better).
So, why do prints have such an impact these days? (1) Prints are
real. The rest of the time we’re looking at images inside a glass
screen on a computer. We can’t hold them. We can’t touch them.
They’re “inside” a box of some sort. When you make a print, your
image is no longer a bunch of 1s and Os and a bunch of digital code.
It's real. (2) When you make a print, watch the person’s hands right
after you hand them the print. They start feeling the paper. Touch is
one of our five senses, and when you add touch to your visual sense,
your image connects with the viewer on a different level. (3) There is
a certain legitimacy to having prints of your work. It says something
about you, about how serious you take your work, and it’s an
investment in your photographic journey. (4) Prints open doors. If you



want to shoot in a particular location (let’s say it's a restaurant
interior), and you take a large print in to show the restaurant owner
the type of work you do, my guess is they’ll welcome you to shoot in
their restaurant. It tacitly says, “I'm legit—it's okay to let me do this.”
Believe me, it works wonders. Lastly, (5) prints make an amazing gift.
Think of it this way: How much impact does it have when you email
an image to a friend? Now, make a nice print, sign it, roll it in a tube,
and mail it to them the old fashioned way. You’ll be amazed at the
reaction you get. There’s power in the print. Try it once, and you’ll
see.



#8: Ignore Your Histogram

NIKON D600 |

S -

LY ; 4 & *‘

P 1/200 F5.3 [EE200

@ . 0. 0 sRGB EZNL

i) 100ND600 DSC_2439. NEF
03/07/2012 16:06:51 @ 3936X2

| know that headline above just made someone’s head explode, but
remember, these are things I'd tell a personal friend (and things | wish
somebody had told me), and one of those things would be to ignore
the histogram on the back of your camera. | know that people
desperately want a tangible, technical measure of the age-old
question, “Is this a good photo?” But, | can promise you the answer
isn’t found there. | remember being one of the guest speakers at a
photography workshop and, during my presentation, the subject of
histograms came up. Standing in the back of the room were some of
the other instructors (literally, some of the best in the business—Joe
McNally, Vincent Versace, Laurie Excel, and Moose Peterson). |
mentioned | didn’t use histograms, and then | asked those famous
photography instructors if they ever used the histogram on the back
of their camera. They yelled back: “Nope,” “Never,” “Not me,” and
“Not a chance!” What is it that these pros know that so many people
arguing endlessly on the web don’t know? They know that great
photos don’t come from looking at a graph. They know that great
photos aren’t about the technical stuff (even though so many
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photographers desperately wish that it was, because people can
learn technical stuff—it's much harder to develop an “eye” and a heart
for photography). Getting a good exposure with today’s digital
cameras just isn’t that hard. In fact, it's simple, because today’s
cameras are so advanced that you almost have to work hard to get a
bad exposure. So, stop worrying about the graph and start worrying
about what you aim your camera at, and how you aim it. That’s where
great photos come from.



#9: Figure Out What Type of Photographer You
Are

You should try shooting all sorts of stuf—from food to landscapes,
from portraits to sports, from products to travel, and everything in
between. When you're just starting out, shoot everything! And once
you've done that, sit down and figure out what kind of photographer
you really want to be and work on that. The first step is to take a good
look at the stuff you’ve been shooting and ask yourself, “Which one of
these do | seem to have a knack for?” Or, “Which shots have people
told me | have a knack for?” Chances are there is something you shot
that you particularly felt you had a knack for—you just kind of knew
what to do. Okay, that’s step one (and it might be more than one thing
—you might feel like you have a knack for travel, sports, and natural
light portraits, and that’s okay). The next step is to ask yourself,
“Which one of these do | really enjoy shooting?” This is really
important, because this is what you should be focusing on. There's
no sense in getting really good at product photography when what
you really want to be is a natural light portrait photographer. But, few



photographers, even more experienced ones, really sit down and
think this through—they just shoot what comes their way. And, while
they may wind up being competent at shooting a lot of different
things, I’'m guessing being competent isn’t your goal (it’s like getting a
C+ in class). Finding out who you are as a photographer allows you
to focus your learning, your energy, and your time in the right
direction. When you start to get good at what you really enjoy, this is
when the magic happens.



#10: Do What It Takes to Get the Photos You Want

Look, somebody has to tell you this (I wish it wasn’t me, but since
we’re here together, here goes): great photos aren’t around your
house. One day, they might be, but chances are, you're going to have
to venture out, perhaps quite far, to make the type of photos you want
to make. For example, if you decide you want to take great landscape
photos, chances are (unless you live in Page, Arizona, or Moab,
Utah), you’re not going to be able to make great landscape photos in
the city where you live. You're going to have to go someplace where
great landscape photos are made. | know that takes time and it costs
money, but if you want amazing landscape photos, you'd better start
by standing in front of an amazing landscape, preferably at dawn.
That’s the other part. If you do spend the money and make the trip,
don’t sleep in and shoot at 9:00 a.m. You need to be in place, ready
to shoot, at least 30 minutes before sunrise—more like 4:45 a.m. This
is what | mean when | say, “Do what it takes to get the photos you
want.” When you see amazing landscape photos, someone did just
that. They paid for the trip. They learned the settings. They bought
(borrowed, or rented) the right equipment. They got up at dawn




(maybe two mornings in a row at the same location. Maybe more).
They did what it took to get the type of shot they wanted. But
shouldn’t you practice a lot before you make that trip? That trip is the
practice (and this won'’t be your only practice trip). If you want to
shoot people, find interesting looking or extremely photogenic people,
and then either learn to light them or find amazing light. If great
photos were easy, everybody would have them. Making great photos
takes more than a great camera. Do whatever it takes to make the
shot or you’ll wind up with a lifetime of shots you're disappointed with.



#11: You Need a Portfolio
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You’re probably thinking, “Wait, this is #11. | thought you said there
would be just 10 things?” | know, but 11 things just sounds kind of
weenie, so consider this one a bonus thing. Okay, back to the
portfolio. It doesn’t matter if you have an online one or a printed
portfolio. The most important part at this point is that you have one.
Why is this so important? It's because you probably have literally
thousands of photos on your computer, so what you really have is a
big pile of photos that doesn’t really tell you much, besides that
you've taken a bunch of photos. The reason you need a portfolio of
your best work is so you know where you are, right now, as a
photographer. When you compile your best photos, you'll get a real
sense for where you are on your journey and only then can you
decide what you need to learn or do next. Okay, so how many photos
should be in your portfolio? Start with just 24 of your best photos and
compile them into a portfolio. | don’t mean put them in folder on your
computer—you need to post them somewhere online (yes, you have



to post them). You don’t have to pay a bunch, as there are lots of
places to get an online portfolio for free or next to nothing (try
500px.com or www.squarespace.com, which are both very cool and
affordable). If you don’t think you can narrow things down to just 24
images, ask another photographer who you feel can give you an
unbiased opinion to help. If you're serious about growing as a
photographer, this is an important step (a bigger one than it sounds).



http://500px.com/
http://www.squarespace.com/

#12: Stop Reading Books About Photography
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Now you’re thinking, “Really? There’s a number 127" Well, this was
going to be a blank page, because of the way books are printed, so |
thought I'd toss in another bonus one, and although the headline
sounds kind of negative (well, certainly from my book publisher’s
point of view), it actually isn’t. But, let’'s switch gears for a moment.
Have you ever read Golf Digest magazine? Terrific magazine, full of
great articles on everything from how to improve your swing to
“bunker shots made simple.” | always learn a thing or two reading
Golf Digest, which is great because | love golf. I'm just not very good
at it. When | play a round with my brother Jeff, | don’t score very well.
| do hit a few nice drives, sink a nice putt or two, and every once in a
while | even make a simple bunker shot. I've taken golf lessons, |
have a pretty decent set of clubs, and thanks to Golf Digest, | pretty
much know what to do, which is why it's so frustrating that when |
play a round, | don’t do nearly as well as | should. But, at least | know
why. | don’t practice. Taking lessons, reading Golf Digest, and
watching the Golf Channel teach me about golf, but it's not practice. |
need to take what I've read, watched, and been taught, and actually



go practice those techniques. | need to hit the driving range regularly.
| need to practice my short game. And, | need to practice actually
getting out of bunkers (and not just reading about how to do it).
Photography is the same way. If you want to get better, reading will
pretty much show you what to do, but that’s not doing it. That’s
reading about it. You need to practice. You need to shoot regularly
with the single intent of practicing the things you’ve read about. |
really do appreciate that you bought this book, and | hope it gives you
some great ideas about what to work on, but now put down the book.
It's practice time.



Chapter Fourteen. Photo Recipes to
Help You “Get the Shot”

The Simple Ingredients That Make It All Come Together
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Hey, it's the end of the book, and now is as good a time as any to let
you in on a secret. There’s really no way in hell we're going to get



those really magical shots (like you see in magazines such as
Outdoor Photographer or Shutterbug). That's because when we get
out to that prime shooting location at the crack of dawn to hopefully
capture one of these once-in-a-lifetime shots, carrying so much gear
that our chiropractors are on speed dial, we’ll soon find that it's too
late—there are already a dozen or so photographers set up there
waiting for that magical light, too. Since they were there first, the only
spot left on that tiny plateau is behind them, and every shot you take
is going to have some, if not all, of their camera gear fully in your
frame, ruining any possible chance of you getting “the shot.” But this
chapter is all about recipes for getting the shot, and I've got a special
recipe for this very situation. Just as the golden light appears over
the horizon, you quietly slide your foot inside one of their tripod legs,
then quickly pull your foot back, toppling over their entire rig, and as
their thousands of dollars of gear begins to crash violently to the
ground, you deftly press the cable release on your camera and
capture that amazing vista as the sound of broken glass echoes off
the canyon walls. Ahh, that, my friends, is the magical sound of you
getting “the shot.” If you hear the faint sound of sobbing in the
distance, it all becomes that much sweeter. Enjoy.



Characteristics of this type of shot: A soft, glamorous look, with

the background way out of focus, and a soft-creamy look to the
entire image.

(1) For this look, you're going to need a telephoto lens (this was shot
with a 70—-200mm lens out at around 200mm). By zooming in tight
like this, it helps to put the background out of focus, but that alone
isn’t enough to make the background this out of focus. The other
thing you need to do is shoot in aperture priority mode and use
the smallest number f-stop you can, like /2.8 or f/4 (if your lens
will let you go that low).

(2) This is actually a natural-light shot, but the reason the light is so
beautiful is because it’s taken outdoors very late in the afternoon,
maybe an hour and a half before sunset. To give the shot a bit
more energy, tilt the camera at a 45° angle when you take the
shot.

(3) To make the light even softer, have a friend hold up a 1-stop
diffuser between your subject and the sun (it's large, round, and




basically looks like a reflector, but instead of being silver or gold
and reflecting light, it’s white and translucent, so it allows some of
the sunlight to come through, but spreads and softens it quite a
bit). Have them hold the diffuser as close to your subject’s head
as they can get without it actually being in your frame, and it
creates the beautiful, soft, diffused light you see here (the diffuser
is above the left side of her head at a 45° angle). These diffusers
are collapsible just like a reflector, and they’re fairly inexpensive,
too.

The Rempe for Gettlng ThIS Type of Shot

Characteristics of this type of shot: A large, wide, sweeping shot

of a cathedral with lots of detail in all the ornate objects in the scene.

(1) In many ways, this shot was taken like it was a landscape shot—
it was designed from the outset to have that big, sweeping look.
Shoot a church like this with a wide-angle lens (this was shot with
a full-frame camera, which means it was extra-wide compared to
a cropped sensor camera, and it was shot with a 14mm lens).



(2) Churches generally have low light, and even though the ceiling of
this church was white and there was natural light coming in
through the windows, it was still dark enough that, at f/4, my
camera needed to keep the shutter open 1/13 of a second, which
is way too slow to handhold. So, you’ll absolutely have to be on a
tripod.

(3) This is the beautiful St. Nicholas Greek Orthodox Cathedral in
Tarpon Springs, Florida. I'm positioned in the center aisle between
the pews, right at the first pew, so there are no obstructions
(pews) between the camera and altar.

(4) Compositionally, | used a trick that helps make it look like a big,
sweeping shot: | collapsed the tripod legs, so the tripod was only
about 18" tall (if that). That way, you see a lot of the marble floor
leading up to the altar, which creates its “bigness.”

(5) To bring out the detail, you finish it off in Photoshop (or Elements
or Lightroom) using a plug-in filter that creates a tonal contrast
effect, like the Google Nik Collection’s Color Efex Pro or Topaz
Labs’ Topaz Adjust—all offer one-click presets for that effect (you
can download fully-functional, free trial versions of both from their
websites).



The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A soft, misty landscape with
lots of depth and dimension.

(1) To get a shot like this, you have to either get up early and be in
position before dawn (that’s when this shot was taken) or shoot it
late in the day, right around sunset. The foggy mist you see is a
big part of landscape photography—it’s called luck. You can
increase your luck by visiting the same location more than once.
This was taken the second day of shooting in the exact same
location—the previous day had no mist whatsoever.

(2) This is shot in fairly low light (maybe 30 minutes after sunrise), so
you'll need to be on a tripod to keep your camera still enough for a
really sharp shot. You'll also need to use a remote shutter release,
so you don’t introduce even a tiny bit of vibration by touching the
camera to press the shutter button. Also, shooting from a low
perspective gives the shot its “bigness,” so put your tripod down
so low you have to shoot on your knees.



(3) To have detail throughout the image, | recommend shooting at
f/22, an ideal f-stop for telling a big, sweeping story. Also, to add
visual interest, don’t put the road in the dead center of the photo
(because that’s dead boring—notice how it's cheated over to the
left a bit?) and don’t put your horizon line in the middle of the
photo, because that’s what your average person would do, and
you don’t want your images to look average.

The Recipe for Getting This Type of Shot
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Characteristics of this type of shot: A bright, sunny shot with the
sun clearly visible, but your subject isn’t lost in the shadows.

(1) This is a very easy shot to pull off—you just need a simple pop-
up reflector. Position your subject so the sun is behind them or to
the side (in this case, it's beside her, but when she faces the
camera, she’s fully in shadows. That’s what the reflector panel is
for—to bounce some of that sunlight back into your subject’s
face). The reflector should be to the left of you, held up high over
the head of a friend or assistant and angled toward your subject.



(2) This was taken on a beach, but the beach wasn’t very pretty at
all, with lots of vegetation right at the shoreline. So, the trick is to
get down low, very low—Ilying down, in fact—and shoot upward at
your subject with a wide-angle lens. Make sure you put your
subject to one side or the other—don’t center her.

(3) This is going to sound silly, but if you're shooting outdoors, buy a
long veil. You’ll thank me, because if any tiny bit of wind comes
along, it does beautiful things all by itself. If there is no wind,
create your own using a second reflector panel—literally have a
second friend (or assistant, or passerby) fan your subject with that
large reflector. It doesn’t take much to make that veil take flight,
and it creates a beautiful look.

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A dramatic corporate portrait
with an editorial cover-shot look to it, with a fast falloff of light, where
the subject’s face is lit, but then it falls off to dark very quickly.



(1) This is an amazingly simple, one-light shoot. The light is a studio
strobe with a beauty dish that’'s about 1 foot directly in front of the
subject, but up about 2 feet above his head, aiming back at him at
a 45° angle. That’s it.

(2) Because this is supposed to be a dramatic portrait, you don’t
want to kill him with light, so keep the power of your strobe just
about all the way down (if you’re using a hot shoe flash instead,
switch the flash to Manual mode and use 1/4-power, and then see
if it needs to be a tad brighter or if that’s okay).

(3) Your subject isn't moving, and you’re using flash, so you don’t
have to shoot this on a tripod. | would recommend shooting in
manual mode. For your starting place settings, try f/11, so
everything is perfectly in focus, and set your shutter speed to
1/125 of a second (that way, you don’t have any sync speed
issues). Lastly, move your camera’s focus point directly onto his
eye (the one closest to the camera), press-and-hold your shutter
button halfway down to lock the focus, and keep it held down.
Now, compose the shot the way you want (here, | put him way
over to the right) and take the shot.



The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A bright, backilit, blown-out look
with visible motion to give the sense of speed.

(1) In sports photography, you normally try to freeze the action,
which means getting a shutter speed of 1/1000 of a second or
faster. However, there are times (and certain sports, like cycling
and motorsports) where you want to create a sense of motion and
speed, so the athletes (cars) appear to be moving (and not parked
in position, ready for the race to start). To do this, shoot at a slow
shutter speed and pan with your subject (in this case, the cyclist),
which keeps most of the bike in focus, but makes the wheels and
background show motion.

(2) To do this, shoot in shutter priority mode (S) and set your shutter
speed to 1/60 of a second (far below the 1/1000 you'd use to
freeze motion), and then turn on Continuous Shooting (on a
Canon or Sony) or Continuous High-Speed mode (on a Nikon), so
it takes multiple photos when you press-and-hold the shutter
button.



(3) When the athlete is nearly to you, lock your focus on them (|
usually aim my center focus point at their helmet), and then track
along with them, firing in continuous mode, taking a series of
photos as they go by. Hold that shutter button down until they are
well past you.

(4) Many of the shots will be terribly out of focus and that’s normal,
but in that burst of shots, you'll usually find one that looks just
right (and that’s the only one you need).

(5) Lastly, to get the popular blown-out look, take your lens hood off
your camera, position the athlete between you and the sun, and
fire away. Lens flare will come.

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A soft, dramatic, backlit
silhouette of a bride taken with just one small light.

(1) This was shot using only one light with a small (24x24" square)
softbox attached. Start by making the room she’s standing in so
dark that the only thing lighting her is the light from the softbox.



Set your camera to manual mode, so you can control the shutter
speed and aperture separately. Set your shutter speed to the
highest number that will still sync your camera/flash (for most
studio strobes, that’s 1/200 of a second. For most hot shoe
flashes, it's 1/250 of a second). By using a high shutter speed
number like this, it lets in less existing room light.

(2) Keep your flash turned off, set your f-stop to /8, take a test shot,
and then look at the image on the back of your camera. If you can
clearly see the bride, raise the f-stop to /11, and take another
shot. Keep doing this until you're pretty much getting a solid black
image (no bride, no detail, no nuthin’). Now, turn on your flash.

(3) You're going to position the flash with the small softbox behind
her, but not directly behind her. You want to position it off to one
side behind her, so it is coming from behind but aiming back at
her at an angle. Next, position her so her head is turned a little
toward that light, so some of that angled back light reflects back
onto her face (here, you can see some of the light reflecting off
the flowers back into her face). Now, your job is to keep the power
of the flash low (like 1/4 power or less) to keep it looking dramatic.

(4) When you’re done, convert the photo to black and white and add
a brown tint in Photoshop or Elements (use a Photo Filter
adjustment layer), or Lightroom (use a Develop preset).



The Recipe for Gettlng ThIS Type of Shot
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Characteristics of this type of shot: A “beauty style” shot with soft,
punchy light that eliminates most shadows on the face.

(1) This is a two-light shoot: The main light is a studio strobe (flash)
with a 17" beauty dish attachment that’s directly in front of the
subject (to soften the punchy light from a beauty dish, put a
diffusion sock over it), up about 2 feet above her face, aiming
down at her at a 45° angle. (Nofe: If you don’t have a beauty dish,
you can use a small softbox instead.) The other light is a small
24" square softbox down at her waist level, aiming up at her at a
45° angle.

(2) Position the camera height right at eye level and, to keep
everything in focus from front to back, you’ll need to use an f-stop
that holds details (like f/11) and a long enough lens (like a
200mm) to give nice perspective. You're in the studio, so use the
lowest native ISO you can (100 or 200 ISO max).

(3) Position your subject about 8 to 10 feet in front of a white
seamless paper background. Don'’t put any light on the



background, and your white seamless paper will be light gray, like
you see here.

(4) If you only have one strobe, use that as the main light up top,
then have your subject hold a reflector flat at their chest level, as
high as possible without being seen in the frame, to reflect the
light from the top strobe back up onto their face to reduce any
shadows.

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A nighttime shot of a building
lit with neon lights (this is Flo’s V8 Cafe in Cars Land at Disney
California Adventure Park).

(1) There are just three things you need to make a shot like this: The
first is patience. | had to wait quite a while until there was a 5-
second break between streaming crowds of tourists walking right
in front of the cafe. This also took a lot of patience for my wife and
kids (luckily, there was a gift shop nearby).



(2) The second thing you need is a tripod to steady your camera in
low light. Unfortunately, | didn’t have a tripod with me, so | had to
find something to steady my camera because the shutter was
going to be open for a couple of seconds (if | handheld that, it
would be out of focus for certain). | tried leaning my camera on a
garbage can right across the way from Flo’s. | also tried setting it
on the ground and using a self-timer. | tried setting it on a railing
and a few other different locations, but to get the perspective you
see here, | actually wound up setting it on the seat of a park
bench.

(3) The third thing is to shoot in manual mode. If you shoot in
aperture priority mode, it's probably going to overexpose the shot
(not always, mind you, but enough times to where when | shoot
nighttime shots, | switch to manual mode). Start by taking one
shot in program mode, then note the settings it used. Now switch
to manual mode, enter those settings as your starting place, and
then if the shot looks too bright, raise your f-stop by one stop (like
from /5.6 to f/8) or higher until the sky gets nice and black.



The Rempe for Getting This Type of Shot

Characteristics of this type of shot: A tight-in shot, giving you an
up-close view you don’t usually see, and the shot has a lot of energy
and vivid color.

(1) The key to this shot is using a very long lens (in this case, a
400mm lens) to get you really in tight to the action.

(2) Because you're shooting in direct sunlight during the middle of
the day, getting a shutter speed greater than 1/1000 of a second
won'’t be a problem at all (in fact, this was shot at 1/4000 of a
second, which freezes everything).

(3) Because the car is coming almost straight at your shooting
position, you hardly see the wheels like you do with a side or
three-quarter view of the car, so you don’t have to be as
concerned about using a slow shutter speed to have the wheels
blurred to show motion. Because of that, you can shoot with a
much higher shutter speed and create a really crisp image.

(4) One thing that greatly adds to the energy of the shot is tilting the
camera 45° to one side—a very popular angle for motorsports



shots.
(5) You'll want to use a monopod to steady a lens 300mm or longer.

The Recipe for Getting This Type of Shot
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Characteristics of this type of shot: Soft daylight-looking light, with
large, tall highlights in the bottles and glasses, and a very shallow
depth of field.

(1) These shots are a mixture of natural light and continuous daylight
fluorescent studio lighting. The natural daylight was coming from a
window behind and to the left (from our view) of the wine bottles.

(2) The main light (lighting the front of the wine bottles) is a Westcott
Spiderlite (not a strobe, but a continuous light) using daylight
fluorescent bulbs with a 24x36" softbox attached to soften the
light. The light is just off to the left of the wine bottle, and in really
close (just outside the left side of the camera frame). To get that
nice tall reflection, just rotate the softbox so it’s tall (rather than
wide).

(3) Both lights (the natural window light and the Spiderlite continuous
light) are on the left side of the frame, so to bounce some light
back into the dark area on the right side of the bottles is a white
foam core reflector (you can buy these at your local office supply



store), and it's standing straight up, to the right of the wine bottles,
just outside the frame.

(4) This is a product shot, so shoot it on a tripod (especially in lower
light like this).

The Recipe for Getting This Type of Shot
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Characteristics of this type of shot: This is the bright, flat,
shadowless look that’s very popular right now in flash photography.
However, with ring flash, you’ll actually see a shadow halo outlining
your subject, which is part of “the look.”

(1) There’s only one light—an AlienBees Ring Flash, which is a circle
of very small flashes, and your lens goes through the middle of
this circle of flashes, so it's mounted right to the camera. You
shoot from directly in front of your subject.

(2) Normally, you'd keep your subject about 10 feet away from the
white seamless paper background, but to get that halo shadow
behind her, you can reposition your subject so she’s only around a




foot or two from the background. That way, you can see the
shadows created by the ring flash, but they’re not too large.

(3) Since you're this close to the background, you don’t need to light
the background with a separate flash—the light from the ring flash
is enough to light the background at the same time.

(4) A ring flash produces a harder light source than a strobe with a
softbox, so to keep the shadows that outline your subject soft,
make sure you shoot in close to your subject (this increases the
relative size of your light source, which makes the light softer).

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A great mix of sunset color
and on-location flash, coupled with a shooting angle that makes
these young kids look larger than life.

(1) There are two keys to the shot: The first being composition. To
make the kids look big, you have to get down really low and shoot
upward with a wide-angle lens (I used a 14—24mm ultra-wide-
angle zoom on a full-frame camera). When | say to shoot really
low, you actually need to be lying on the ground shooting upward



to get this perspective. The other key to this shot is waiting until
right around sunset to take it.

(2) The kids are lit using an off-camera flash (in this case, a Nikon
SB-900 flash) mounted on a lightweight, portable light stand, with
a small Ezybox softbox in front of it to soften and control the spill
of the light. For both shots, the flash on the stand was on their
right (from our view), just outside the frame.

(3) The key here is to switch to program mode, turn off the flash, aim
at your subject, hold the shutter button halfway down, and then
look to see the shutter speed and f-stop chosen by your camera.
Then switch to manual mode, put in that f-stop and shutter speed,
turn the flash on, and put the power really low—just enough to
light your subject. Also, put an orange gel over the flash head, so
the light from your flash doesn’t look so white and artificial.

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A sweeping landscape with
beautiful overall light and some areas lit brighter than others.

(1) This type of beautiful light doesn’t happen at 2:00 p.m. You have
to get up early and be in place, ready to shoot, 30 minutes before



the sun comes up.

(2) To get a big, sweeping feel to your image, you’ll want to use a
“big, sweeping feel” type of f-stop, something like /22, which is
perfect for landscape shots like this.

(3) Right around sunrise, the light is very low and since you're
shooting at a slow f-stop, like f/22, you’ll need to be on a tripod,
and you’ll need a cable release (or wireless shutter release) to
reduce the chance of any movement of your camera.

(4) Since you'll be on a tripod, you can shoot at the lowest native
ISO for your camera (usually 100 for Canon and Sony cameras,
and 200 for most Nikons, although some of the newer ones are
100 IS0, as well. Check the manual for your camera).

(5) For landscape shots like this, use the widest wide-angle lens you
have. If you're using a full-frame camera, something like a 14mm
or 16mm would be ideal. If you’re shooting a cropped-sensor
camera, something like a 12mm would be ideal.

(6) For a warmer look overall, set your white balance to Cloudy.

(7) This particular shot was taken right at sunrise, which is why some
of the mountains are still in the shade and some have some light
peeking through. The red glow on the arch (that's Mesa Arch in
Moab, Utah) appears right before and during sunrise.



The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A “beauty-style” shot with soft,
full lighting that wraps around your subject and gives you bright, flat,
almost shadowless light.

(1) There are two keys to a beauty-style shot like this: The first is to
have the subject put her hair back into a ponytail and hide as
much of that behind her head as possible, leaving the face open
and clean. The second is the lighting, which bathes the subject in
light and gives the image the clean beauty look.

(2) There are just two lights used for this look: the main light is a
beauty dish that’s directly in front of the subject, but up about two
feet above her face, aiming down at her at a 45° angle. The other
light is under the plexiglass, aiming up at her at a 45° angle (this
is sometimes called “clamshell” lighting, because it looks like
you’re shooting in between an open clamshell). Position the
camera height right at her eye level.

(3) To keep everything in focus, from front to back, you’ll need to use
an f-stop that holds details, like f/11, and a long enough lens (like
a 200mm) to give a nice perspective.



(4) She’s leaning on a clear piece of plexiglass that | also use for
product photography, which is held up by two people assisting in
the studio. The background is a gray seamless paper background.

The Recipe for Getting This Type of Shot
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action and keeping the athlete in focus while the background is soft
and out of focus.

(1) To get a tight-in shot like this, you'll need a very long lens, ideally
a 400mm f/2.8 lens or a 300mm lens with a 1.4x teleconverter to
get you in closer. If this seems like a crazy-expensive proposition,
turn back to the sports chapter for a refresher.

(2) To get the out-of-focus background (which you want, as it creates
separation of the player from the background), you need to shoot
at the widest possible aperture your lens will allow (meaning,
shoot at the lowest number your lens will go. Ideally /2.8, but if
your lens won'’t go that low, then f/4. If your lens will only go down
to /5.6, you’re not going to get the type of out-of-focus
background and separation you see here, which is why these fast



lenses—ones that shoot at /2.8 or f/4—are ideal for sports).
During a game, | shoot in aperture priority mode and | won't
change the f-stop even once—it will always be /2.8 (and the
camera will pick the shutter speed for me).

(3) Your shutter speed needs to be at least 1/1000 of a second or
faster to freeze action in sports. During a daylight game like this,
with you shooting at /2.8, it will not be a problem (you’ll probably
see shutter speeds more like 1/4000 or higher). However, if part of
the field winds up in shadow later in the day, you might have to

raise your ISO to get your shutter speed back up to 1/1000 of a
second.

(4) Lastly, to shoot a moving athlete like this and not lose the focus,
switch your camera to Al Servo Mode (Canon) or Continuous
Focus mode (Nikon and Sony). That way, the focus tracks and
moves with your athlete as he/she moves during the action.

The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A food shot, cropping in tight
with lots of detail, while the background falls off to being out-of-focus
very quickly.



(1) The first step to a shot like this happens before you're seated at
your table. Ask to either be seated outside (if possible) or near the
window. The reason is the challenge of shooting food—you need
light. Nice, natural light looks wonderful for food shots, so if you
can sit near a window, or outside, you’re halfway there. However,
to keep the plates looking white (instead of tinted blue), make
sure you change your camera’s white balance to Cloudy or Shade
(try both and see which one looks better).

(2) The other key to great-looking food shots is to zoom in really tight
on the food. For example, if you have an 18-200mm lens, zoom
all the way in to 200mm. Don't try to show the whole plate, just
show part of it. To do this, you'll probably have to stand up behind
your chair for a moment, then shoot from a little lower angle (don’t
stand up straight and shoot down on your food—crouch down to
lower your angle).

(3) To get the soft, out-of-focus background, shoot in aperture priority
mode at the lowest number f-stop your lens will allow (in this case,
it was only /5.6, but because | was zoomed in so tight, it still
creates that out-of-focus background). If my lens would have gone
to f/4 or f/2.8, | could have made it even more shallow and out-of-
focus.

(4) To create some energy in food shots like this, | normally tilt the
camera to the right or to the left (as seen here).



The Recipe for Getting This Type of Shot

Characteristics of this type of shot: A concert shot with multi-
colored lighting.

(1) You can’t (and shouldn’t) use a flash for concert or event
photography, so you don’t have to worry about that. One key to a
shot like this is to use the lowest possible f-stop your lens will
allow (ideally, /2.8 or f/4) to help separate the musician from the
background by making the background go out of focus. In fact, the
depth of field here is so shallow that the arm on the left is in focus
and the arm on the right is out of focus.

(2) For a close-up shot like this, you’ll need a zoom lens to zoom in
tight (this was taken with a 70-200mm lens at 200mm).

(3) The real challenge in getting a shot like this is freezing the motion
of the musicians on stage, so the shot is in focus. That means
keeping an eye on your shutter speed. If it falls below 1/60 of a
second, your shot will definitely be out of focus. If you’re shooting
a big major touring act, most times light will not be a problem,
because there will be a ton of it. However, in some cases (like
with the shot above), the light is low. Here, there were only four
lights total for the whole night, so | had to shoot at (wait for it...wait



forit...) 8,000 ISO to get to a shutter speed of just 1/100 of a
second. If this happens to you, you’ll need to use the noise
reduction software in Camera Raw (in Photoshop or Elements, or
the Develop module in Lightroom) to reduce the amount of visible
noise that you see when shooting at that high an ISO. Go to the
Detail tab (panel) and drag the Luminance slider to the right until
the noise starts to disappear (stop as soon as it's gone, or your
image will get blurry).
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rim light, 21, 71, 93
ring flash, 257
Rosco gels, 17
rotate settings, 205




S
sandbags, 67, 92
scene modes, 225
seamless paper, 62
self-timer, 41, 45, 217
shadows
position of lights and, 58, 76
reflectors for filling in, 66, 95
soft light and, 13, 57
sharing your photos, 200, 234
sharp photos, 43-51
aperture setting for, 48
cable release for, 45
continuous shooting mode for, 49
handheld cameras and, 30, 46, 47, 49
ISO setting for, 46
LCD zoom feature and, 49
oversharpening for print, 51
post-processing for, 50, 233
tripods used for, 44
turning off VR or IS for, 48
shooting tethered, 73
shower curtain liners, 97
shutter speed
flash photography and, 11
handheld photography and, 30, 46
sports photography and, 122, 128, 261
studio photography and, 69
shutter vibration, 41, 45
silhouettes, profile, 71
Silver Efex Pro plug-in, 78, 96
silver reflectors, 66, 95
skies in landscapes, 134, 142



softboxes
feathered light from, 61
portable, 22
size of, 60, 77
speed rings for, 57
studio strobe, 57
umbrellas vS., 85

Sony cameras, é, 7_3

speed rings, 57

sports photography, 11/-129
aperture setting for, 121
burst mode for, 124, 128
composing images for, 127
cropping images for, 129
focusing technique for, 120

freezing motion in, 121, 122, 128
images to capture for, 126, 127, 129
ISO settings for, 122, 123

lenses used for, 118, 119, 122
monopods used in, 125

panning to show motion in, 128
photo recipes for, 251, 255, 258, 261
positioning cameras for, 118, 124
remote cameras for, 125
teleconverters for, 118, 119

Spot Metering mode, 94, 201
spot/speck removal, 199
stands, equipment, 62, 63, 69
star filter effect, 141

Sto-Fen Omni-Bounce, 12
strip banks, 59, 179

strobes. See studio strobes

—



studio photography, 53-79
backgrounds in, 6265
color gels used in, 65
couples/small groups in, 76
custom white balance for, 70
edgy lighting in, 78
fans used in, 72
feathered light in, 61
gray card for, 74
grid spots for, 67
hair lights in, 59
Hurley-look setup for, 79
light meters for, 68
lighting used in, 54-61, 76, 79
manual mode for, 69
moving around for, 60
one-light setup for, 71
positioning lights in, 58
profile silhouettes in, 71
reflectors used in, 66
setting up in advance for, 86
shallow depth of field in, 84
shooting tethered in, 73
softboxes used in, 57, 60, 77
uneven lighting for, 75

studio strobes, 54-61
controlling brightness of, 55
firing wirelessly, 56
positioning, 58
softening, 57, 61
See also flash

sunlight
flash combined with, 21



portrait photography in, 91-95

window light from, 96-97
sunsets

flash-lit portraits and, 19

secret to shooting, 136
super-fast lenses, 30, 37
super-wide zoom lenses, 28
sweeping interior shots, 247

T

tack-sharp photos, 43, 44
teleconverters, 32, 118, 119
telephoto lenses, 118, 119, 246, 261
tethered shooting, 73
textures, paper, 187
TIFF file format, 193
tourists, hiding, 157
travel photography, 151-169
bold/vivid colors in, 163
details captured in, 155
different vantage points for, 154, 167
famous landmarks in, 154
finding the shot in, 159
food shots included in, 165
gear recommended for, 31, 152-153

hiding distractions in, 156—-158
hiring local models for, 162
importance of simplicity in, 164
nighttime shots in, 166—169
people included in, 160-162
researching the web for, 152
themes for sparking, 163

times for shooting, 165




tripods
HDR photography and, 174
landscape photography and, 145
macro photography and, 39
permits for shooting on, 201
sharp photos using, 44
VR or IS lenses and, 48

TTL metering, 20

Tungsten white balance, 22

U

umbrellas vs. softboxes, 55
underexposed photos, 204
Unsharp Mask filter, 50, 233

\/

Vibration Reduction (VR) lenses, 33, 48
video features on DSLRs, 226

video tutorials, 3

viewfinder, 224

W

waterfall photography, 146

weather considerations, 144

wedding photography, 99-115
backgrounds used in, 108
backing up onsite, 112
details to capture in, 110-111
exposure settings for, 101-102
fast lenses for, 102, 103
focusing on groups in, 106
framing formals in, 107

lens flare effect for, 115



lighting the bride in, 104, 105
photo recipe for, 252
posing the bride in, 105
positioning the camera for, 108
reception shots in, 112—-113, 115
second shooter for, 109
shot lists for, 100
vantage point for, 109
wide-angle shots in, 114
Westcott gear, 14, 63, 95
WHIMS acronym, 195
white backgrounds, 64, 65
white balance
gray card for, 74
in-camera custom, 70
outdoor flash and, 17
problem avoidance, 192
white eye effect, 87
white reflectors, 66, 95
wide-angle lenses, 28, 114, 118, 141

L ———4)

wildlife photography, 40, 148
windblown hair effect, 72
window light, 96-97, 105
wireless flash, 9, 10, 18, 56

Y

yellow gels, 17, 22
Yongnuo YN-560 IV flash, 7

V4

Ziser, David, 90, 104
zoo photography, 147-148
zoom lenses



flower photography with, 173
multiple f-stops on, 35
prime lenses vs., 36
wide-angle, 28, 118
zooming
camera LCD screen, 49, 198, 213

fast shutter speeds for, 205
hiding distractions by, 158



p and breathe creativity. You don't take life for gr‘antea. You take it for
that. With the photos on the fly and the designs that you draw. These are
bottles that you always leave open by your side, ready and waiting to'catch lightning
whenever it should choose to strike. Fuel your creativity.
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