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Foreword
By Skip Cohen

The dictionary defines foreword as “a short introductory statement in a published work….” 
If I honestly stick to the definition of the word short, this is going to be very difficult to write!

So, let’s go with the “introductory statement” part, which is also a challenge. Do I introduce  
you to one of the finest photographers in the industry? Do I sound objective and not let on  
that I consider him an incredibly good friend? Even tougher, do I talk about his amazing 
ability to teach and help so many of us become better, more creative artists?

The reality is that he’s all of the above. When he asked me to write the foreword for his first 
book, it took me less than 10 seconds to answer, “Yes!” Lots of photographers have written 
books, but only a handful could create this level of genuine excitement for me. All you 
have to do is attend one of Roberto’s programs and you’ll understand.

This is no ordinary “how-to” photography book. This is about learning to train your eyes, 
your heart, and your mind. This is about developing such strong instincts that all the nor-
mal challenges in those photographic situations other photographers might struggle with 
simply become second nature for you.

Being an outstanding photographer covers the full range of what it takes to be a successful 
artist. Most important of all, it’s about accepting and understanding that without constant 
practice and working to develop your skill set, you can never create the ultimate image.

Imagine a person deciding they were a professional musician simply because they bought 
the finest trumpet on the market, but they never practiced. How many hours a day do you  
think Wynton Marsalis practices? Do you think there’s a single day that he doesn’t practice? 

The analogy of a musician is so appropriate because a huge chapter of Roberto’s life includes 
being a classical guitarist. His philosophy as a photographer is no different, especially in 
his discipline and dedication. In fact, every word except for this foreword has been written 
by Roberto himself—no ghost writers, no assistants—just Roberto concentrating on the 
right choice of words to help you develop your true potential.

He was also an outstanding high school teacher, helping to teach his students that their 
only limitations were their own dreams. His innate ability to teach becomes so apparent  
in everything he writes and talks about in each workshop.

As you read the pages of this book, think of yourself on a journey. You’ll start by visiting 
ideas on how to see the photographic potential in each location you photograph. The next 
stop will take you to posing and learning to blend the location, lighting, and the overall 
scene with the appropriate pose in order to capture a unique feel with each image.
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Next comes taking everything from those first two stops on the journey and blending 
them all together, giving every image the potential for a flawless, stress-free execution.  
The last stop is developing your own system so you can practice and improve. Remember, 
your goal on this journey is to be comfortable in every photographic situation.

This is a very special book, but in all honesty, I’m not sure it’s really as much about pho-
tography as it is about passion. Roberto never compromises on anything, including the 
quality and intensity of his images.

Jack Canfield, author of Chicken Soup for the Soul, is quoted as saying, “If you’re passion-
ate about what it is you do, then you’re going to be looking for everything you can to get 
better at it.”

Roberto never stops learning and exploring ways to fine-tune his skill set. His passion  
is virtually unmatched in our industry. So, sit back and enjoy the journey Roberto is  
about to take you on—a journey to make yourself not only unique, but a stronger, more 
creative artist. 
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Introduction 
I wrote this book with a very specific purpose. It is meant to be a self-training guide for 
teaching yourself how to learn to no longer be intimidated by light, and to understand 
how to harness its photographic beauty regardless of the time of day, to be able to break 
down any location in order to find its hidden potential, and finally, to tackle any pose and 
achieve natural, flawless posing with anyone. If you are holding this book in your hands, 
the title must have spoken to you: Picture Perfect Practice. The word practice is an interest-
ing word because it means different things to different people. For me, practice has been a 
lifestyle. I practice everything I want to learn. I am relentless about it, and it has paid off. 

This book is about giving you the tools for scanning any scene and dissecting it for its 
photographic potential. It will serve you as a training guide where you will learn how to 
turn ordinary objects into stunning photographic elements. Through deliberate practice, 
you will learn to be more resourceful with your surroundings and light conditions. Where 
most see just a white van parked on the street, you will see it as a light reflector. Where 
people see an average office building, you will see it for its geometry, patterns, symmetry, 
and reflections, and you will know exactly how to incorporate those characteristics into 
your photographs. Photography is so interesting to me because it seems like the creative 
potential is endless. 

The pages in this book contain a systematic program I developed out of photographic 
curiosity. We all know there are some artists out there who can create mind-blowing  
photographs anywhere and anytime. I wanted that ability! I have great respect for the 
art of photography because, to me, it allows you to create visual magic. But photography 
is like an untamed horse; if you don’t have a system, the patience, and the dedication 
required to understand it, it will run away from you and leave a complete mess behind. 
But if tamed, it will reward you more than you could imagine. It was from this passion  
and desire that the learning system you are about to read was created. 

Remember to keep a camera, a lens, and a flash readily available around your house so  
you can quickly practice a technique at a moment’s notice. 

I hope you enjoy this book. The pages that follow will prepare you to recognize photo-
graphic potential anywhere, react to it seamlessly, and execute your vision. I feel confident 
saying that if you complete the exercises in this book, your photographic vision and  
creativity will exponentially increase.

Have fun and good luck!

xiiiIntrod u ction



How to Read This Book
If, with one word, I had to answer the million-dollar question I have been asked so many 
times—“How does one become a better photographer?”—I would have to say that the key 
to becoming an expert at anything boils down to one thing: practice! And not just practice, 
but deliberate practice. There is a considerable difference between the two. One will get 
you nowhere, and the other will change your life!

This book is best read cover to cover. I wrote the book with principles and techniques  
that will build upon each other as your knowledge and skill set increase. Once you have 
read the book, it will serve as a reliable reference guide for what to do in many problem-
atic situations. 

My main focus for this book is you! Throughout the book, I purposely chose photos that 
contained teaching substance. I was not interested in only showing you beautiful pho-
tography and telling you how I did it, or what camera settings were used. My desire is to 
take you through my thought processes, walk you through the necessary steps that go into 
creating remarkable photographs, and teach you how to become your own critic. Then, 
you see where there is room for improvement and how to achieve it. 

The book is based upon a method where we will take a very detailed look at how to 
recognize the photographic potential of locations using the Location chart, a systematic 
approach to posing people using the Posing chart, and the technical and artistic execu-
tion of both charts combined using the Execution chart. All three charts work together 
like an orchestra to create beautiful photographs. But the entire system depends upon you 
actually practicing what you are learning. The deliberate practice section of this book will 
teach you how to correctly implement deliberate practice techniques and to maximize 
learning for every practice session. 

Keep in mind that photography is subjective, and you might not agree with all the mate-
rial in the book. The book is intended to give you a different perspective, so read it with  
an open mind. In art, nothing is set in stone. But this system I created has worked incred-
ibly well for me, and it has been largely responsible for my successful career. My hope is 
that you find this book helpful, as well. 
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Is This Book Only for Wedding Photographers?

No. This book is for photographers who photograph people. It is about giving you the tools 
and mindset to take remarkable photographs at any location, regardless of its aesthetic 
appeal. It will teach you how to break down a pose to create natural, finessed, and confi-
dent portraits, regardless of who is in front of your lens. I am a wedding photographer, so 
naturally many of the portrait and posing examples shown were photographed at weddings 
all across the world. Nonetheless, if you photograph children, high school seniors, lifestyle 
portraits, couples, fashion, travel or weddings, the principles taught here can be seamlessly 
applied to any form of people photography. As long as there is a person in front of your 
camera, this book is for you. 

Why Do I Repeat Photographs Throughout the Book?

As you read through the chapters, sometimes you will notice the same photo appearing  
two or three times. This is because I ran out of photos to put in the book. Okay, I’m just 
kidding! It’s actually because the principles of my teaching method build upon each other.  
Therefore, as you are learning the principles from all three charts, it is best to see them 
applied to the same photograph. This way, you can see the building blocks coming together 
to create artistic photographs that you will be very proud of.
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The Location, Posing,  
and Execution Charts
These are the three charts that the whole book is based on. My system was designed to 
use the Location, Posing, and Execution charts together to best help you see what others 
don’t when you are location scouting, creating and finessing natural poses, and putting 
together the building blocks to execute your best work yet! I carry these three charts with 
me everywhere I go.

LOCATION CHART

posing CHART

execution CHART

Lighting Through Direction

Simplicity Through Subtraction

Beauty Through Angles

Perspective Through Lenses
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4 

Symmetry

Symmetry refers to a line that splits an object in half and, if both sides of 
the object are an exact mirror image of each other, then this object is said 
to be symmetrical. The line that splits a symmetrical object is called the line 
of symmetry. Symmetry is a powerful tool that lets you automatically create 
harmony and a sense of aesthetically pleasing balance and proportion in a 
photograph. You probably remember learning about symmetry in geometry  
class, but I rarely see photographers apply it in their work. That’s too bad, 
because symmetry is a powerful photographic tool. Symmetry is all around 
us and has always been associated with beauty, so why not use it? Depending 
on how you are holding the camera and how much of a scene you choose to 
show, you can strengthen or weaken the symmetric properties of an object 
or scene. Although there are many types of symmetries, for our purpose 
let’s focus on two types: 

•	 Vertical Line of Symmetry (VLS): If an object’s line of symmetry is 
perpendicular to the horizon line, it has a vertical line of symmetry.

•	 Horizontal Line of Symmetry (HLS): If an object’s line of symmetry  
is parallel to the horizon line, it has a horizontal line of symmetry. 
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Exercise:  
Vertical Line of Symmetry 

Exercise: Look around every room in your house 
(or outside) and discover anything that could 
have a vertical line of symmetry. Try your window 
frames, the backrest of your dining room chairs, a 
table lamp, and so forth. Using a zoom lens, try to 
zoom in to just show the VLS of objects. 

Just focus on VLSs. Be sure to hold your camera 
vertically to enhance the visual effect. 

Goal: 10 objects with vertical lines of symmetry. 

Explanation: I find vertical lines of symmetry  
easier to spot than horizontal lines of symmetry. 
The trick is to find your symmetrical object of 
choice and center it in your frame. Ask yourself if 
anything present in your photo is taking away from 
the symmetry. If you tilted your camera, for exam-
ple, most likely you have lost symmetry. Instead of 
straightening it in postproduction, get it right in the 
camera. Images 4.1–4.4 are photos I made while I 
was taking a walk and doing this exercise myself.

4.3  I noticed that the green wall in the center had a verti-
cal line running right down its middle. This automatically 
showed me where the line of symmetry lay. I zoomed in to 
isolate just this portion of the scene. I placed the vertical 
line in the middle of my frame and took the photo. 

4.1  At a restaurant, I noticed the back of the chairs had 
VLS, so I zoomed in to show just the portion of the chair that 
is symmetrical. 

4.2  By zooming in on just the back of the chair and keep-
ing it centered in the frame, you create a very nice vertically 
symmetrical photo. 

4.4  By zooming  
in on the green  
panel’s middle line, 
you can emphasize 
its vertical symetry.
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Combining Vertical 
Symmetry with People
Image 4.5 shows how I applied this symmetry skill on the job. I zoomed my lens enough 
to isolate just this vertically symmetrical portion of the interior. The only object that is 
taking away from my perfect vertical symmetry is the light fixture hanging from the ceiling. 
Notice it was hung a bit to the left. Although the light fixture is not centered, the rest of the 
scene is very much symmetrical. I positioned the bride in the center to add to the symmetry. 
Unfortunately, it also looks a bit posed. 

Image 4.6 is almost identical to 4.5. However, I changed the overall feel of the photograph 
by keeping the symmetry in the composition but introducing a bit of tension. The bride 
being off-center creates the tension. Now the photo takes on a photojournalistic feel com-
bined with a symmetrical composition. 

4.5 4.6
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Exercise:  
Horizontal Line of Symmetry 

Exercise: This exercise is the same as the previous one 
except this time instead of VLS you are going to look  
for HLS. 

Just focus on HLS. Be sure to hold your camera horizon-
tally to enhance the visual effect. 

Goal: 10 objects with horizontal lines of symmetry. 

Explanation: You can always find HLS by looking at 
a reflection from a lake or any other body of water. 
Water creates a perfect mirror reflection of whatever 
is in close proximity to the water source. Think of how 
many photographs you have seen in magazines or books 

with reflections of water. These landscapes are beautiful 
partly because of the scene, but mostly because those 
images have symmetrical and balanced properties. The 
key to this exercise is to bring those same powerful 
properties to an urban scene that has no body of water. 
Easier said than done, right? But if you work on rec-
ognizing these properties everywhere you go, you will 
be better able to harness the symmetrical properties of 
any scene you are faced with. The work is a bit tedious, 
but it is well worth it! Images 4.7–4.10 are some of my 
examples doing this exercise.

4.7  During my little walk, I noticed this orange chair from some 
distance. Because I was actively looking for HLS, I stopped to 
take a photo of the back of the chair.

4.8 Y ou can see how I isolated the symmetrical portion of the 
chair from all the other distractions. The back of this chair has a 
very clear HLS.

4.9  In this example, it was the blue shutters that had the HLS  
I was looking for. 

4.10  Here are the shutters isolated for its HLS. Remember to 
place the HLS in the middle of the frame. That way, the symme-
try will be centered. 
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Combining Horizontal 
Symmetry with People
Image 4.11 took place during a wedding in Maine. I had just a few minutes of clear 
weather to complete all the photographs of the wedding party and the portraits of the 
bride and groom before it started raining again. Since there were no raindrops disrupting 
the calmness of the lake, it created a gorgeous crystal clear reflection (HLS) of the land-
scape. This gave me a great opportunity to apply HLS using the wedding party. The key 
is not to see this scene as a big rock and a tree, but to see it for its horizontal symmetrical 
properties. That way, you can enhance the symmetrical feel of the photograph through 
your composition. 

4.11
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Seeing Symmetry Everywhere

One day in Barcelona, Spain, I looked out my hotel window and noticed an abundance  
of both HLS and VLS in front of me (4.12). These symmetries are literally everywhere.  
We just have to train ourselves to recognize them and then apply them in our work. 

4.12  I’ve marked some of the symmetry I saw in just one scene alone. There are 
more, but this hopefully makes it clear how you can find symmetry all around you. 

6

5

4

2

7

3

1
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After having done these exercises over and over throughout my career, I can relax and 
let my training do its job. During my first trip to Paris, my wife and I were walking to the 
elevator that takes you to the top of the Eiffel tower. I was admiring the sheer size and 
beauty of this magnificent structure when I instinctively felt the need to take a photo of 
the Eiffel tower at this exact angle (4.13). As you can see by the photo, my training kicked 
in when my eyes gazed through the tower and my brain recognized the strong vertical line 
of symmetry at this angle compelling me to stop and take this photograph. Even when you 
are on vacation, your training will always be there with you.

4.13
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moving subjects and, 49–51
practice session on, 281–282
storytelling with, 48

designs
finding patterns and, 94
superimposing on walls, 159–160

digital cameras. See cameras
direction

giving about posing, 186
lighting through, 248–249

directional light, 45, 47, 213
Discover step, 265–267
distance apart poses, 224–226
dog’s perspective, 257–258
dominant objects, 12
double-frame situations, 110–111
double-mirror situations, 83–84

E
environment

depth related to, 44
geometric patterns in, 7–8

Execution chart, xvi, 247
execution considerations, 247–260

beauty through angles, 252–258
lighting through direction, 248–249
perspective through lenses, 259–260
simplicity through subtraction, 250–251

exercises
on background colors, 41
on balancing images, 17–20
on color palettes, 38
on contrasts, 132
on depth and context, 48
on fabric softened shots, 167
on framing, 106, 109, 111
on geometric shapes, 10
on horizontal symmetry, 30
on lens flare, 140, 146
on motion blur creation, 50–51
on paintings/artwork, 117, 123
on parallel lines, 26
on patterns, 94, 95, 102
on reflections, 81, 92
on shadows, 58, 60, 66
on silhouette creation, 76
on vertical symmetry, 28
on walls, 150, 153, 157

exposure settings
for shadows, 66
for silhouettes, 68

expressions
candid while posing, 182
capturing in mirrors, 79
contrasting, 131–132
problems capturing, 266

external flash. See off-camera flash
eyes, posing, 183–185, 240

F
fabrics

shooting through, 166, 167, 271–276
textures and, 162–163

face posing, 180–181
neck-head contrast, 180
“X” factor, 180–181, 236, 237

facing-each-other poses, 234–237
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featured-person poses, 239–241
featuring her poses, 240–241
featuring him poses, 239

filters
neutral density, 49
polarizer, 86

finger position, 177–178, 210
flash

lens flare created with, 146
paintings/artwork and, 121–122
patterns emphasized with, 98
reflectors used with, 249
separation created with, 123
shadows created with, 63–65
silhouettes and use of, 68
wall lighting with, 153–154
See also lighting

focal point practice, 281–282
foreground/background photos

distance apart poses, 224
people used as frames in, 112
posing subjects in, 230–233
storytelling through, 230, 281

frames, 103–114
abstract, 111
candid moments inside, 104–105
creating during shoots, 105–106
double-frame situations, 110–111
exercises related to, 106, 109, 111
geometric shapes used as, 5–6
lighting up, 109
meaning added with, 113–114
naturally occurring, 107–108
people used as, 112
storytelling through, 110–111

G
Geddes, Anne, 136
geometric shapes, 3–10

balancing with subjects, 9
detrimental inclusion of, 5
examples of common, 4
exercise on finding, 10
framing subjects with, 5–6
patterns of, 7–8, 95–98
symmetrical, 99
See also shapes

Greenfield, Lauren, 136
group portraits, 179

H
hallway shots, 278–280
halos in photos, 140–141
hand posing, 177–179

finger position for, 177–178, 210
group portraits and, 179
hand holding shots and, 210–212
kissing photos and, 201–202

happy-serious contrast, 131
height differences, 193, 203
her behind him poses, 194–196
him behind her poses, 192–193
holding hands, 210–212
horizontal lines, 22–23

camera tilt and, 22, 24
exercise on working with, 26
symmetry related to, 27, 30–31

horizontal lines of symmetry (HLS), 27
combining with people, 31
exercise on seeing, 30

Hoya ND8 filter, 49
hugging poses, 227–229

I
interpretive photos, 219–223
ISO settings, 49, 66, 146
isolating subjects, 94

K
kiss anticipation pose, 238
kissing photos, 201–205

L
lens flare, 139–146

advanced techniques, 145–146
benefits of using, 140
block and crop technique, 142–143
exercises related to, 140, 146
flash for creating, 146
moderating the use of, 140
moving halos from, 140–141
setting priorities with, 144–145
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lenses
contrasts related to, 128
depth related to, 45
perspective related to, 259–260

“less is more” consideration, 250–251
light

directional, 45, 47, 213
seeing the quality of, 157
window, 152–153, 248
See also sunlight

lighting
directing, 248–249
objects as frames, 109
paintings and artwork, 121–122
problems related to, 266
separation created with, 123
shadows created with, 63–65
See also flash

lines
horizontal, 22–23
parallel, 21–26
of symmetry, 27, 28, 30
vertical, 13, 24–25

Location chart, xvi
location considerations

balance, 11–20
color elements, 35–41
contrasts, 125–137
depth, 43–51
framing, 103–114
geometry, 3–10
lens flare, 139–146
paintings/artwork, 115–123
parallel lines, 21–26
patterns/repetitions, 93–102
problems related to, 266
reflections, 77–92
shadows, 53–66
silhouettes, 67–76
symmetry, 27–33
textures, 160–164
translucent materials, 165–167
walls, 147–161

M
meaning, framing with, 113–114
mirrors

beveled, 84–85
creating balance with, 81–82
double-mirror situations, 83–84
relationships captured through, 79

single-mirror situations, 78–82
telling multiple stories with, 80–81
See also reflections

monochromatic color palette, 151
mood, depth for, 45–47
motion blur, 50–51
movement

depth with, 49–51
poses with, 206–209
See also action

moving
objects to form frames, 106
people/objects for balance, 20

N
narrow hallways, 278–280
narrowing your vision, 250–251
natural light. See sunlight
natural walls, 158
neck-head contrast, 180
Neutral Density 8 (ND8) filter, 49
90-degree body angles, 178

O
objects

balancing images with, 12–15, 20
moving to form frames, 106
photographic potential of, 91

off-camera flash
paintings/artwork and, 121
reflectors used with, 249
shadows created with, 63–65
wall lighting with, 153–154

old-new contrast, 126–127
on-camera flash

fill light from, 162
silhouettes and, 68

overexposure problems, 49

P
painting with shadows, 66
paintings/artwork, 115–123

choosing as backgrounds, 116
composition with, 118–120
exercises related to, 117, 123
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lighting tips for, 121–122
removing the context of, 116–117

palettes, color, 37, 38, 151
panning moving subjects, 49, 50–51
parallel lines, 21–26

camera tilt and, 22, 24
exercise on working with, 26
horizontal, 22–23
vertical, 24–25

partial silhouettes, 70–71
patterns, 93–102

balance created with, 14
breaking to isolate subjects, 94–95
exercises related to, 94, 95, 102
finding through tunnel vision, 94
flash used for bringing out, 98
geometric shapes and, 7–8, 95–98
repetitions vs., 93, 100, 102
symmetrical, 99

people
balancing images with, 12, 20
framing images with, 112
horizontal symmetry with, 31
vertical symmetry with, 29

Perform step, 264–265
peripheral vision, 94
perspective

bird’s perspective, 254–256
dog’s perspective, 257–258
lenses related to, 259–260

photographers
out-of-the box thinking by, 157
skills of professional, 287–288

plants in photos, 277–278
playful, action, movement poses, 206–209
polarizer filter, 86
portraits

candid shots vs., 172
shadows in, 54–58, 61–65

posing, 171–186
body angles, 178
clichés used for, 182
expressions while, 182
eyes, 183–185
faces, 180–181
giving directions about, 186
hands and fingers, 177–179
practice requirement, 187
problems related to, 266
silhouettes, 72–73, 208
symmetrical, 175–176
techniques vs. rules, 172
weight distribution for, 172–174

Posing chart, xvi, 187–243
advice on using, 187–188
distance apart poses, 224–226
facing-each-other poses, 234–237
featuring her poses, 240–241
featuring him poses, 239
foreground/background poses, 230–233
hand holding poses, 210–212
her behind him poses, 194–196
him behind her poses, 192–193
hugging poses, 227–229
interpretive photos, 219–223
kiss anticipation pose, 238
kissing photos, 201–205
playful, action, movement poses, 206–209
seated poses, 213–215
together side by side poses, 216–218
T-pose, 242–243
traditional poses, 188–191
walking photos, 197–201

posture, 172
practice. See deliberate practice
problems

analyzing, 268–269
breaking down, 267–268
discovering, 265–267

professional photographers, 287–288
puddle reflections, 87

R
rainy weather, 86
reflections, 77–92

beveled mirrors and, 84–85
double-mirror situations for, 83–84
exercises related to, 81, 92
finding in unlikely places, 88–92
single-mirror situations for, 78–82
storytelling through, 80–81
water used for, 86–87
See also mirrors

reflectors
bouncing flash off, 249
directional light from, 45, 46
lens flare technique, 145
lighting shaded walls with, 151
paintings/artwork and, 122
walls used as, 154–157
window light and, 152, 153

relationships
capturing through a mirror, 79
posing hands to solidify, 179
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repetitions, 100–102
patterns distinguished from, 93, 100, 102
positioning subjects using, 100–101

ruffled wedding dresses, 283–285
rule of thirds, 11, 118, 119

S
seated poses, 213–215
seeing light, 157
shaded walls, 148–154
shadows, 53–66

camera settings for, 66
casting from objects, 61–62
exercises on working with, 58, 60, 66
finding the apex of, 59, 60
importance of, 54
lighting to create, 63–65
navigation technique, 60
painting with, 66
portraits using, 54–58, 61–62
room color and, 57

shapes
framing subjects with, 5–6
silhouettes as clear, 68
See also geometric shapes

shutter speed, 49, 50
side-by-side framing, 112
side-by-side poses, 216–218
silhouettes, 67–76

contrasting, 74–76
creating opportunities for, 69–70
exercise on creating, 76
five elements of, 68–69
partial, 70–71
posing, 72–73, 208
practice session on, 281–282

simplicity through subtraction, 250–251
single-mirror situations, 78–82
sitting shots, 213–215
slouching vs. tilting, 174
soft focus effect, 167
space, balancing with, 15–16
step-by-step practice session, 269–276
storytelling

depth with context for, 48
foreground/background poses for, 230
frames used for, 110–111
interpretive photos for, 223
mirror reflections for, 80–81

subtraction, simplicity through, 250–251
sunlight

as directional light, 45, 47
lens flare created by, 139
proximity to shaded walls, 149–150
reflecting a patch of, 151
shadow navigation and, 59–60

symmetry, 27–33
exercises on seeing, 28, 30
explanation of, 27
geometric patterns and, 99
horizontal lines of, 30–31
people combined with, 29, 31
posing subjects based on, 175–176
recognizing everywhere, 32–33
vertical lines of, 28–29

T
technical problems, 265
textures, 160–164

complementary, 161–163
contrasting, 163–164
fabric, 162–163
practice example, 283–285
wall, 160–161

three-color limit, 38–41
tilting

cameras, 24
slouching vs., 174

together side by side poses, 216–218
tourist test, 254
T-pose, 242–243
traditional poses, 188–191
translucent materials, 165–167

photographing through, 165–166
practice session using, 271–274
soft focus effect, 167

tunnel vision, 94
two-mirror situations, 83–84

U
ultra-wide-angle lenses, 206, 260
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V
veil exercise, 271–274
vertical lines, 24–25

balance created with, 13
camera tilt and, 24
exercise on working with, 26
symmetry related to, 27, 28–29

vertical lines of symmetry (VLS), 27
combining with people, 29
exercise on seeing, 28

video lights
shadows created with, 63–65
silhouettes using, 68, 69, 75

vision
narrowing, 250–251
tunnel, 94

W
walking photos, 197–201
walls, 147–161

exercises about, 150, 153, 157
external flash used on, 153–154
natural elements creating, 158
proximity to sunlight, 149–150
shaded, 148–154
sunlight reflected to, 151
superimposing designs on, 159–160
textures on, 160–161
using as reflectors, 154–157
window light reflected to, 152, 153

water reflections, 86–87
wedding dresses, 283–285
weeds in photos, 277–278
weight distribution, 172–174
wide-angle lenses, 128, 198, 257
window light

improving the direction of, 248
reflecting in front of walls, 152, 153

wireless flash, 45, 47

X
X, Y, and Z axes, 281
“X” factor, 180–181, 236, 237

Z
zooming for balance, 18–19
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