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I dedicate this book to my very own family.

I love the promise of you.
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Introduction
We are all moving so fast in today’s day and age. More information is coming at 
us than we can possibly process, and it’s now flying at us faster and from more 
directions than we’ve ever known. That leaves us with this constant underlying 
feeling of I must catch up. That doesn’t just apply to how much we need to pro-
cess information; it also pertains to just how much we need to keep up with each 
other emotionally—most notably, with our families. 

I believe that this is where family portraiture comes in. We know how important 
loved ones are to us. We know how much we’d miss them if for any reason we 
couldn’t be with them anymore. And yet it’s sometimes not until we’re holding a 
beautifully photographed image of our entire family together that we stop and 
see what we really have. 

I liken this to a realization I experienced rather recently. I found myself inside my 
home for a large part of the day working—working on this book, actually. I was 
up against a looming deadline, and I had to shut out everything around me to be 
able to truly focus and write thoughtfully. I was working from home to steer clear 
of our busy studio. For this reason, I didn’t actually end up stepping outside until 
late in the afternoon. When I finally did, I was struck by the extraordinary quality 
of the weather. It was a perfectly balmy, sunny, early autumn North Carolina day 
with a light breeze passing through 75-degree weather. I stopped for a second, 
looked up at the cloudless blue sky, and thought to myself, “I missed this all day 
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long?” What I had missed out on was something strikingly beautiful. The truth 
was that because I had missed out on it didn’t mean that it hadn’t been there 
all along. It had been. I had just been so busy with how much I had to do that 
I hadn’t appreciated what was right in front of me—literally, right outside my 
front door.

I believe this is what we do for our clients when we present them with a 
meaningful portrait of their family. We give them the opportunity to look at 
themselves all together. A bona fide, true look at who they are and how they 
belong to each other to say, I have been so busy, so preoccupied with the details of, 
but, look! Look at what’s been here all along! Look how we’ve grown, at what we’ve 
overcome, at how much we still have to look forward to as a family.

What You’ll Find in This Book
When you read through this book, you’ll find that it starts out a bit differently 
than how it continues and ends. The reason is that the first two chapters are 
more focused on family than photography. Specifically, the first chapter is 
centered on the history of what we consider family and the intriguing dynamics 
between family members—what family means to us and how it shapes who we 
become. The second chapter veers even further away from photography. It has 
to do with how family can be shaped, what it means to not have family, and how 
powerful photographs of family can be, especially after you’ve lost the people or 
the photographs. 

This second chapter is the most personal section of a book I’ve ever written 
because much of it relates to how we built our family, which was in large part 
through adoption. Please don’t mistake this for a vanity chapter, because I found 
that the way I photographed families was greatly changed by the experiences 
of how we made up our family. I simply looked at the concept of family differ-
ently than I ever had before, and I knew better what to see when I was looking at 
families who had formed, no matter how they came to be who they were to each 
other today. 

There are few things that improved my portrait photography more than the 
experiences I share in Chapter 2. It’s my sincere hope that you can look to 
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experiences in your own life as catalysts for furthering the depth of your own 
work as well. There’s little else that guides us to better seeing what is significant 
to us than life-changing occurrences that force us to stop and reevaluate every-
thing we thought we once knew.

If, however, that sounds like a bunch of soft gooeyness and you prefer to jump 
straight to the photography sections, by all means start with Chapter 3. (There’s 
plenty of detailed information throughout this book, and you’ll have more than 
enough to digest either way.) Chapter 3 kicks off the gear and technical sec-
tion, which includes an overview of what’s in a portrait photographer’s bag, how 
to set up a working studio (Chapter 4), and considerations to ponder beyond 
the basics. Chapter 5 wraps up this section with a breakdown of many of the 
technical specifics you need to know to be able to better showcase your own 
artistic style.

Chapter 6 is a thoughtful yet detailed look at how to interact with your subjects, 
recognizing that empathy is one of the best tools we have when it comes to 
producing great portraits. Chapters 7, 8, and 9 continue with connection and 
specifics, and include precise overviews of how to photograph families in their 
home, in the studio, and in a variety of locations. 

Closing with “The Aesthetics,” I speak to the specific rules behind traditional 
posing and framing in Chapter 10, and how they can greatly impact the quality of 
the more expressive contemporary portrait. And ending with Chapter 11, “Light-
ing the Frame,” includes diagrams, image reviews, and a general look at how to 
light your portraits well anywhere.

A Personal Account of the 
Importance of Family Portraits
After spending a considerable amount of time with this book, it struck me that 
it might be interesting to ask a client of mine why it’s important for her to seek 
out professional portraits of her family. So I asked a wife, mother, and now friend 
whose family I have photographed repeatedly over the last seven years to select 
one photograph of her family and tell me why it matters to her. What does she 
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see when she looks at it? And why are family portraits so significant to her that, 
in the midst of such a rich and busy life, she prioritizes them again and again?

These are her words and the reason I put so much effort into personalizing each 
portrait for my clients:

My family. It is the most important thing in my life. Enjoying my marriage and 
watching my children grow are the greatest gifts ever given to me. Because 
it all happens so fast, I treasure these photographs as glimpses of my life 
along this journey. I see joy and hope when I look at this particular family 
portrait (opposite). 

My children live out their days full of joy, as only children can. On the face of 
my oldest son I see the joy of confidence of being loved and the belief that 
he can do anything and be good at it. On my daughter’s face I see the joy of 
comfort of being held by the man she cherishes most in her life, her daddy. 
On the face of my youngest, I see the joy of energy, wanting to take on the 
world and always moving swiftly from one thing to the next. On the faces of 
myself and my husband I see the contentment that joy brings when we live 
life together as a family. We each married our best friend, and we still find 
joy in that all these years later. All that I see may change by our next family 
portrait. Life experiences and time have a way of stripping unbridled joy 
from our hearts. But at this moment, we know what it feels like to have it. 
And it will serve as a reminder to all of us that it is possible. 

I will always choose to capture my family’s moments through photography 
because these portraits are indelible reminders of a life lived well. They 
each tell a story about who we were and where we were headed, and that 
we were just having a great time living life.
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The beginning is the most 
important part of the work. 

—Plato

CHAPTER 4

Setting Up a 
Working Studio



A WORKING PHOTOGRAPHY STUDIO has a lot of camera gear, props, backdrops, 
media, supplies, stationery, computers, and storage options. It also typically has 
furniture—desks, chairs, and file cabinets—and of course a mechanism to show 
images from the shoot and an abundance of photographs! There are also lighting 
kits, reflectors, c-stands and stools, chairs, and benches. But a working studio is 
far more than just all the gear and accessories within it. It’s a hotbed of creativ-
ity, a gallery of your work, a production studio, a meeting place, a sales center, 
and an office to manage your business. Studios can foster a creative environ-
ment, offer a welcoming ambience, and provide areas for people to relax when 
not on-camera or, even better, when viewing their photographs.

It doesn’t matter if a studio is a designated space within your home, a stand-
alone structure, or an area located within a commercial retail center. But there 
are several considerations to keep in mind when setting up a working studio. 

Shooting Spaces
Not all photography studios include a place to shoot sessions. Many photogra-
phers prefer to shoot on location as much as possible, so they don’t include a 
shooting space in their studio. But they may still want a central location to meet 
with clients, do their editing, and manage day-to-day operations. Those who do 
want to include a shooting space should look at two significant factors when it 
comes to selecting and building out a shooting area: what type of light to maxi-
mize and what type of extraneous light to eliminate. If you are utilizing natural 
light in your studio, it’s helpful to consider which direction the windows in your 
studio are facing. Determine if you will have to contend with a sharp morning sun 
or whether you can expect fairly even lighting throughout the day. You’ll want 
to be able to manage the fluctuating light as it shifts during the day. In addition, 
you’ll need to consider color balance issues if you are adding natural light to 
artificial light, because the color of light will also naturally shift as the sun shifts. 
It is cooler in the morning and grows much warmer near sunset. 

If you are interested in eliminating natural light, you can either create a boxed-
in room, where you control all light artificially, or you can invest in natural light 
diffusers, which can be as simple as black-out shades that are used when neces-
sary. The upside of controlling all of your light is that you always know what to 
expect. The downside of controlling all of your light is that you may have to work 
harder to keep shaking things up from a creative perspective.

The upside of 
controlling all of 
your light is that 
you always know 
what to expect.
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Lighting Kits
Lighting kits will vary immensely, but most photographers choose to shoot 
primarily with either a strobe lighting setup or a continuous lighting setup. With 
a strobe lighting setup, photographers can trigger their lights to flash through a 
remote system, such as pocket wizards—or some other remote trigger source. 
When I first started shooting about ten years ago, I was still using a long cord 
that connected from my camera to my lighting system. I can tell you from experi-
ence, after many trips and falls, that it was quite a relief for me to move to a 
wireless system. 

With a continuous lighting setup, what you see is what you get. You are able 
to light your subject, see with your naked eye how it looks, and then shoot it 
accordingly. You may lose a bit of power moving away from strobes, but you may 
be trading that in for the option to light more broadly and consistently. 

Rachel Garrison



Down Low or Up Top
Regardless of which types of lights you choose to use, you will need to determine 
where to place them. Lighting can take up a lot of space, especially if you have 
a multiple-light system, and most photographers will own at least three sepa-
rate lights—a main light, a fill light, and a hair light. I’ll talk more about that in 
Chapter 11 , “Lighting the Frame.” 

If you use floor-based lights, you’ll need light stands and possibly additional light 
modifiers, which take up room and can be easily knocked over. Every time you 
move a light, you may need to move sandbags as well—or whatever weighting 
system you use to secure your lights. 

If you use ceiling-mounted lights, you’ll have some flexibility in positioning them 
in an easier manner via a rail or scissor system. They also take up virtually no 
room in your studio, which allows for more open space to shoot and create. 
Although it sounds like a ceiling-mounted lighting kit is the way to go, you need 
to factor in cost, commitment, and restriction: Plan to spend more to set up and 
secure your lighting, and you may want to stay in your studio space for a while 
after spending that time, money, and effort. In addition, if you choose to use the 
same lights in a different location, for instance, it isn’t as simple as grabbing your 
light and heading out the door.

Backdrops and Options
A background for your shooting space is also vital. You may decide to use a cer-
tain wall or a combination of fabrics, muslin, drop cloths, or some such product. 
A seamless paper background can prove to be the most convenient option. 
Rolls of paper come in various sizes. The standard is 9 feet wide, but I tend to 
go with the 12-foot wide rolls so I can offer my subjects more breathing room 
when I’m shooting them in the studio. It’s awfully difficult to photograph a large 
group comfortably on a 9-foot-wide background. Although the standard colors 
in seamless paper are white and black, modern colors have come a long way 
from the original powder blue or school-picture green, and new options are as 
stylish looking as they are ear-catching—with selections like plum, thistle, spice, 
and thunder.

SETTING UP A WORKING STUDIO  71



72 ENVISIONING FAMILY



Gaspard-Felix-Tournachon, otherwise known by his 
pseudonym, Nadar, is credited as creating and man-
aging one of the first photography studios in history. 
Born in 1820 in Paris, Nadar was a caricaturist, writer, 
portrait and aerial photographer, and as the builder of 
a huge balloon named Le Geant, the inspiration for Jules 
Verne’s Five Weeks in a Balloon.

Nadar opened one of the world’s first portrait studios in 
Paris in 1854. Four stories high, he opened up his space 
to various artists and well-known figures of the time, 
the “Paris Intelligentsia.” He also housed a variety of 

exhibitions. Nadar practiced photography for only six 
years, but in that time focused on the psychological ele-
ments of portraiture. More interested in revealing the 
personalities of his subjects than simply capturing their 
likenesses, Nadar stated, “What is taught even less, is 
the immediate understanding of your subject—it’s this 
immediate contact which can put you in sympathy with 
the sitter, helps you to sum them up, follow their normal 
attitudes, their ideas, according to their personality, and 
enables you to make not just a chancy, dreary cardboard 
copy typical of the merest hack in the darkroom, but a 
likeness of the most intimate and happy kind....” 

One of the World’s First Photography Studios

DID YOU KNOW?

Source: The J. Paul Getty Trust, The International Committee of the Fourth International (ICFI).

You can mount the backdrops on the backdrop mount 
system of your choice. When I first started photograph-
ing portraits, I used a portable $200 backdrop crossbar 
on a backdrop polls set. When my shooting schedule 
became steadier, I upgraded to a wall-mounted backdrop 
support system that cost a few hundred dollars more 
and utilized a chain pulley to roll my backdrops up and 
down. As business really became brisk—and I brought 
on associate photographers—I finally moved to a several 
thousand dollar ceiling-mount five-roller backdrop sys-
tem with a remote switch box, which allowed me to adjust 
backdrops with the push of a bottom. There are plenty 
of ways to get started and many options to explore when 
time becomes more valuable than money.
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The Look and Feel
The interior look of a studio can vary widely and should coincide with the 
branding of your photography services. If you are not exactly sure what that 
message is—the communication of who you are, what you offer, and how you 
do things—I suggest you start by creating a more neutral space with simple 
wall colorings, simple flooring, and simple décor. Then get more specific from 
there as you continue to better define your brand. It’s infinitely easier to build 
on to a space in terms of design and offerings than to take away, peel back, and 
reconstruct a decidedly styled studio that doesn’t really represent who you are 
or what you do.

Like a person’s home, 
a studio can contain 
as much or as little as 
you choose to acquire 
and utilize.
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Like a person’s home, a studio can contain as much or 
as little as you choose to acquire and utilize. And, also 
like a person’s home, it’s not difficult to find that you 
have overstocked your studio, which results in a clut-
tered place that can frustrate you and stifle your creative 
energy. It is your decision as to how you prefer to stock 
the contents of your own working studio. In addition 
to what I’ve already mentioned, the next section pro-
vides some suggestions for the bare minimum neces-
sities that can make the art of photography a more 
seamless practice.

Additional 
Considerations
As you build your very specific space, the sky is the limit 
in terms of what it can contain. Here are just some of the 
many provisions you may want to consider. 

A Studio Sign
Being able to hang a shingle has been a source of pride 
for business owners, shopkeepers, and tradespeople for 
thousands of years. Having a clear sign that shows off 
your business enables you to better position your studio, 
drive more traffic to your location, and more quickly 
become a well-known brand to those who see it. Of
course, you’ll have to check on any zoning ordinances that 
may not allow for to post a sign, but if you are in a retail or 
commercially zoned space, be sure to take advantage of 
this marketing goodness.

Backup Gear
When listing all the gear that goes into the camera bag, I 
didn’t mention all the backup gear that lives in the studio. 
Strongly consider a little home for any extras you may 
need, not just backup cameras, lenses, and flashes, but 
also backup batteries, battery chargers, lighting gear, 
additional bulbs, lens caps, and so on. I’ve learned that 
everything tends to fail at some point. Like the best 
of people, even the highest-quality products can have 
issues at some point—and they do (the gear and the 
people). Get into the practice of stocking up on some 
backup supplies, and you’ll be glad you did.

Back Up the Backup
It may sound redundant, but backing up the backup is 
precisely the point. Ensure that you have a great sys-
tem in place for backing up your images. Your backup 
system should consist of multiple levels of storing your 
photographs, including DVDs, external hard drives, and 
cloud-based storage options. These are just some of the 
many ways you can secure your work, making sure it is 
safe and sound.
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Tripod
Even if you do not choose to shoot with a tripod regularly, it can be critical to 
have one available to you when you need it. Even if you tend to rarely use one, 
you will be glad you have access to one the next time you are commissioned to 
photograph an extremely large family that prefers the photograph be taken 
indoors, for instance. This, of course, is extremely common when it comes to 
photographing family portraits at weddings. In that case, you will absolutely 
need to minimize any chance of camera shake. 

Or you might want to try some creative shooting with light painting, for instance, 
when you use an extremely long shutter and light your subject in patterns to 
capture a different, unique, or interesting look. 

Or you may want to take some steps toward offering video services to your 
clients, either as a separate service or as part of a fusion of still photographs 
and video clips. When shooting video, it can be significantly easier to mount your 
camera on a tripod. There are all kinds of reasons you might want to have quick 
access to a tripod, even if you don’t use one regularly.

Get into the practice 
of stocking up 
on some backup 
supplies, and you’ll 
be glad you did.



Client Literature
In this only-becoming-more digital age, we tend to rely on technology to store, 
transfer, and showcase much if not all of our information. This is a wonderful 
thing when it comes to backing up our work, sharing our images, and creating 
galleries on websites. But when prospective clients walk through your door and 
ask about your services, it is remarkably refreshing to be able to hand them 
some sort of clear overview of what your studio is all about, what your pricing 
is like, what others are saying about working with you, and what type of work 
they can expect to receive when they book with you. Whether this is a detailed 
brochure, a cleanly formatted promotional card, or a tablet-driven presenta-
tion that you print out and give to them when you are finished is up to you and 
how you choose to present yourself. If you can also show them work that you’ve 
already displayed on your walls, albums to flip through, and a brief overview of 
your studio and how you like to shoot, you are much more likely to book them for 
a shoot than if you had told them to please just go to your website.

Production Area
You will want a clean and ample space to work with your physical prints. Whether 
you are just unpacking prints from a lab or laying them out for packaging pur-
poses, it’s advantageous to have a designated workspace. You should also decide 
if you will offer framing services, and if so, if you will do them in-house or out-
source your framing. There’s a whole separate set of products and tools you will 
need at your disposal if you decide to offer framing as a studio-based service.
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Samples, Samples, Samples
The old adage “show it to sell it” does apply—to buy it, they need to see it first. 
The more you show your clients the physical products they have the opportunity 
to purchase from a shoot, the more likely they are to buy. This includes what-
ever you want to sell: canvas pieces, art boards, framed prints, collages, cards, 
albums. It bears repeating: Show them so you can sell them.

Props can come in handy as well. I don’t actually shoot with a lot of props, but it 
may prove beneficial to at least have a few simple posing stools, chairs, back-
ground options, and toys to distract (or actually pose with) on hand. The sky is 
the limit here. I’ve seen studios stocked with whole rooms of props that include 
everything from clothing and hats to toys, stuffed animals, blankets, masks, 
branded little sets of products they’ve created, and so much more.

Additional Supplies
Any working office needs some basic supplies in place for communicating with 
clients. Even if you strive to go paperless—an excellent green option that helps 
protect against clutter as well—you may still need a scanner, printer, and copier 
(hopefully all in one), and the rest of the core needs to simply be able to do busi-
ness. The more every office supply has its place, the less likely it is to be over-
looked when your stock is low.

The Bottom Line
I could go on and on when it comes to considering everything a photographer 
might have in a studio. The bottom line is that you need to secure a working 
space that works for you and allows you to focus more on shooting and relating 
to your clients and less on having to manage one more cluttered environment.
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Leibowitz, Annie, 139
Leica cameras, 53
Leitz, Ernst, 53
lens hoods, 65
lenses, 47–52, 54–60

cleaning, 65
filters and, 190
focal length of, 93
macro, 58, 60
portrait, 50, 129
prime, 55–56, 58
standard, 49, 127
telephoto, 50, 52, 129
wide-angle, 47, 127, 219
zoom, 54, 58
See also Canon lenses

Lexar Compact Flash cards, 64
light

ambient, 228, 230, 234–236, 242
color of, 95, 185, 229
concept of, 224
diffusing, 138, 229
fill, 64, 190–191, 228, 232, 240–241
hair or rim, 228, 234, 242
learning to see, 247
main, 228, 234
natural, 68, 137–138
window, 138, 167–169, 234–235

light painting, 76
lightbulbs

color of light from, 234
invention of, 224
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meaningful elements in, 194
natural settings for, 183–185
urban shoots as, 176–179
weather issues and, 192
See also outdoor photography

“only” children, 12–13
optical cleaners, 65
orange sands, 189
organic directive posing, 204–205
organizing equipment, 46–47
orphanages

Ecuadorian, 35–37
Ethiopian, 24, 26–27

outdoor photography
beach locations for, 185–193
group portraits and, 120
home-based sessions and, 148–149, 238–239
lighting subjects of, 226–227, 238–239, 240–247
natural locations for, 183–185
studio sessions and, 169
See also on-location photo sessions

outrageous suggestions, 206
overexposed images, 224

P

packing your bag, 46–47
panoramic backgrounds, 127
personality

birth order effects on, 13
impact of family on, 10–13

perspective compression, 50, 125, 129
pets

home-based sessions with, 143–145
stand-alone portraits of, 145

photographs
lost in disasters, 39–40
shooting multiple, 124–125
significance of family, xviii, 40

photography, beginnings of, 89
Photoshop, 85, 86, 123, 202, 236
physical appearance, 107

Metz 54-3 flash, 62
Metz 58 Af-1 flash, 60, 62, 245
microfiber lens clothes, 65
Middle Ages, family life in, 16
mirroring technique, 206
Mitchell, Linda E., 16
morning light, 185
movement

shutter speed and, 93
in studio sessions, 160–162

music, studio, 167

N

Nadar, 73
names

camera, 53
family, 7–8

National Center for Health Statistics, 19
natural light, 68, 137–138
natural settings, 183–185
Neutral Picture Style mode, 85
Newton, Sir Isaac, 8
Nikon cameras, 53
Nin, Anais, 103
noise in images, 95
nonverbal communication, 10
normal lenses, 49, 127
“nuclear family” model, 19

O

ocean shots, 190
odds, rule of, 216
office supplies, 79
on-camera flash, 229, 233, 234, 236
one-child-only rule, 12
on-location photo sessions, 176–195

beach shoots as, 185–193
clean and tight method for, 181
ignoring the location in, 179–183
lighting used for, 240–247
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R

rainy conditions, 192, 239
rechargeable batteries, 63
red sand beaches, 189
reflections, reducing, 189
reflectors, 64

beach shots and, 190
choosing sides of, 243, 245
fill light using, 232, 241
shade created with, 148–149

remote flashes, 62, 70
reviewing images, 87, 89
rim light, 228, 234, 242
rolling camera bag, 65
rule of odds, 216
rule of thirds, 212–213

S

same-sex marriages, 154
samples of products, 79
sand

beach shoots and, 186, 188
colors of, 189

Sandisk Compact Flash cards, 64
scrims, 229
seamless paper, 71
seated subjects, 163, 202
second shooters, 130
seeing the light, 247
sensor-cleaning mode, 89
Shade mode, 96, 97
shades, window, 167, 169
shadows

beach shots and, 191
fill light for, 228
posing related to, 202

sharp backlighting, 244–245
Sheehy, Gail, 249
shooting spaces, 68
short lighting, 202
shutter speed, 92–93

Picture Control options, 85
Picture Style options, 85
pink sands, 189
plane of focus, 130
Plato, 67
Pocket Wizards, 62, 70, 230
polarizing filters, 189–190
portrait lenses, 50, 129
portraits

composing, 208–221
group, 118–133
home-based, 136–151, 233–239
on-location, 176–195, 240–247
pet or animal, 145
posing families for, 200–208
studio, 154–173, 229–232

posing families, 200–208
general guidelines for, 202–203
mirroring technique for, 206
natural interactions used for, 208
organic directive posing for, 204–205
outrageous suggestions for, 206

positive feedback, 132–133
postproduction, 85, 86, 162, 202, 247
poverty in Ethiopia, 27
preparing for a shoot, 46–52

choosing lenses, 47–52
packing your bag, 46–47

prime lenses
Canon 35mm 1.4 lens, 56, 58
Canon 50mm 1.2 lens, 58
Canon 85mm 1.2 lens, 55–56
zoom lenses vs., 56

Primer of Visual Literacy, A (Dondis), 208
product samples, 79
production area, 77
props, 79, 162
purple sands, 189

Q

Quantum Turbo 2x2 battery, 63
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shooting spaces in, 68
showing product samples in, 79
signs indicating, 75
stools and chairs in, 163
tripods used in, 76

subjects
closeness to, 50, 125–129, 202
family groups as, 118–120
importance of becoming, 114–116
interacting with, 104–118, 132–133
isolating from backgrounds, 50, 129
knowing individually, 110, 112–114

sunlight
changing color of, 95
early morning/evening, 185
home photography and, 137–138
sharp backlighting and, 244–245
studio photography and, 68

Sunpak video lights, 63–64
sunset light, 185
surnames, family, 111

T

tamaralackey.com website, 250
technical issues, 82–99

aperture settings, 91–92
custom functions, 84–89
ISO settings, 95
shutter speed, 92–93
white balance settings, 95–97

telephoto lenses, 50, 52, 129
thirds, rule of, 212–213
tilting the head, 203
time-of-day considerations, 120–121
tornado, Joplin, 39–40
Tournachon, Gaspard-Felix, 73
travel fees, 137
triangular composition, 216
tripods

shutter speed and, 93
used in studios, 76

Tungsten mode, 96, 97

side lighting, 247
Sigma 50mm 1.4 macro lens, 58, 60
sign for studio, 75
silks, 229
Sister Knot, The (Apter), 14
softboxes, 229, 231, 239
“spraying and praying” mentality, 125
standard lenses, 49, 127
standing subjects, 202
stools, studio, 163
storing memory cards, 65
stress, relieving, 145–146
strobe lighting, 70, 230
studio-based photo sessions, 154–173

advantages of, 170
ambience considerations, 166–169
arrival of the family to, 159
backgrounds used for, 158–159, 165
clothing considerations, 159
example of setting up, 156–157
freedom of movement in, 160–162
lighting for, 68, 70–71, 229–232
music played in, 167
outdoor shots in, 169
props used in, 162
stools and chairs in, 163
traditional portraits and, 154–155
variety of shots in, 165
window light for, 167–169
working expediently in, 160–162
wrapping up, 173

studios, 68–79
backdrops in, 71–73
backup gear in, 75
client literature in, 77
family portraits in, 154–173
lighting setup for, 68, 70–71
look and feel of, 74–75
Nadar’s early studio, 73
office supplies in, 79
production area in, 77
props used in, 79, 162
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Z

zoom lenses
Canon 16-35mm 2.8 lens, 60
Canon 24-70mm 2.8 lens, 54
Canon 70-200mm lens, 58
prime lenses vs., 56

Zweigenhaft, Richard, 13

U

ultra-wide-angle lenses, 47, 219
uncluttered environments, 139, 141, 166
underexposed images, 224
U.S. Census Bureau, 19
urban photo shoots, 176–179

V

Verne, Jules, 73
video lights, 63–64
video services, 76
Vistage, 13

W

weather issues, 192, 239
website of author, 250
wedding photography, 58, 76, 87, 124, 130
weight conscious subjects, 202
Westcott Spiderlite TD6, 231
Weston, Edward, 199
White, Tim, 9
white balance, 95–97

auto-bracketing feature, 233
modes for setting, 96
photo examples of, 97

wide-angle lenses, 47
bird’s-eye view and, 219
Canon 16-35mm zoom, 60
distortion caused by, 47, 127
group photography and, 127
polarizing filters and, 190

window light
home-based photos and, 138, 234–235
shades designed for, 167, 169
studio-based photos and, 167–169

windy conditions
beach sand and, 188
reflectors and, 190

wireless flash, 62, 70, 230
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