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To everyone who knows it’s not the camera that makes the photo.
It’s the photographer.

To everyone who wants to be a master of their craft.

To all those people who know it’s the camera that makes a photo great.
Just kidding!
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Introduction

As photographers, we all fantasize about capturing that perfect shoot
under the ideal lighting conditions. Nothing feels better than clicking the
shutter knowing that you have captured that beautiful scene. Perhaps you
show up to a portrait session with the sun low in the sky, creating a heav-
enly glow of light around your subject. She is tall, slender, and in a flowing
dress on the beach as waves crash behind her. Sometimes you really do

have those striking visuals in front of you, just waiting to be recorded.

Other times, reality is not so pleasant, even bordering on brutal. You show
up to the midday shoot to find harsh sunlight with no shade in sight and
a concrete building for a background. Or perhaps the event you’re photo-

graphing is indoors lit by sickly green, overhead fluorescent lights.

The reality can sometimes be miserable, but your images don’t have
to be. You can’t always control everything on your shoot, but as portrait,
wedding, and fashion photographers, lighting is an essential ingredient we

must master.

xi



Xii

Think of Shooting in Sh*tty Light as your survival guide for terrible lighting situations.

No longer will you feel overwhelmed or confused when approaching challenging or
unpleasant lighting. We, Lindsay and Erik, are here to demystify the light and give you
practical, effective solutions to common lighting challenges. Whether you’re a beginning
photographer or experienced professional, this book will help you feel confident in
creating quality images no matter how undesirable the light you encounter. You will know
how to assess the scene and use your photographic toolbox to take control if it.

In this book we will teach you how to handle the ten most common scenarios of bad
lighting. Some crappy lighting situations are actually a blessing in disguise—if you know
how to work them! Other crappy light situations are just...well...crappy and leave you
with very few options. This book will not provide every solution or every elaborate lighting
formula possible. Instead, it focuses on educating you on efficient and proven techniques
for overcoming the lighting challenges you face. Our goal is to share with you the most
common, most efficient, and most effective solutions. You don’t need to know every
single trick in the book, just the solutions that fit your style!

First, let’s start with five foundation tips. If you take this advice to heart, though, you may
be able to stop reading right now.

Tip 1: Don’t Shoot in Sh*tty Light

Light is so important to a good image that you must consider it as a major element of the
shoot. Without it, you don’t have a shot. Don’t schedule your shoots in the middle of the
day or in a room lit solely by fluorescent light. It’s your image, and the light will make or
break it. The best way to deal with sh*tty lighting is to avoid it at all costs.

In photography it's okay to be a control freak. Your job is to control every element of the
photo that you can. While in other parts of your life people may torment you for being
anal, detail oriented, or OCD, photography is one of those fields that embrace these traits!

So be a control freak. Take control of your light. Don’t shoot in sh*tty lighting.

Tip 2: Educate Your Clients

Most of your clients aren’t photographers (even if some think they are), and most are not
visual artists. Chances are they don’t understand light—but you do. You are the expert!
Too often we are so eager to please our clients, we let them select every element of the
shoot: the location, the clothing, and the time of day. This is a guaranteed recipe for
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sh*tty light. You are the expert and know what it takes to make a great shoot, so you
need to share this knowledge from the start.

Understanding light is both an art and a science, and it’s also your job as a photographer.
A lot of clients will schedule their portrait sessions or wedding ceremonies in the middle of
the day or in direct sunlight because they don’t know any better. It's your responsibility
to educate them. Let them know what time of day, location, or clothing will help make
the best photograph. Show them your expertise, and help make the shoot the most
successful it can bel!

If a wedding client approaches you for advice, recommend that they not hold the
ceremony at high noon, or perhaps recommend that they situate the alter beneath the
shade of a tree. Chances are they never even thought about light when planning their
big day.

Speak up! Let them know. A bride will certainly pay attention to you if you let her know
that light can be the difference between her looking like Snookie and Kim Kardashian. Feel
free to exaggerate. Recommend good locations. Recommend lighting conditions. Show
your clients you care about how they look. We promise your images will improve markedly.

Consider showing clients comparative samples of portraits or weddings. Show them
the difference between images shot at different times of day or at different locations.
Most times, showing is a lot better than telling. Another approach is to have your clients
look at your work to determine which images they are most attracted to. Be sure to
emphasize the importance of light to the success of these shots, and let them know
what they can do to help be part of that success.

Educating your clients will enagage them as active partners in helping you create
successful images.

Tip 3: Read This Book

When all else fails, read this book. You will face times when you have no choice but to
shoot in sh*tty lighting. Maybe the venue cannot be changed, or the time of day is set
in stone, or you simply cannot sway your client. Sometimes the light is going to be a
massive challenge. This book was written for such times.

You don’t have to dread terrible light. Instead, approach it confidently and knowing
you can bend it to your will. It’s not magic! We will discuss light, techniques, and other
tips and tricks. Everything from shooting in direct sunlight, to shooting in mixed light,
to shooting in low light with no flash—we cover it all! By understanding how to conquer

TIP 3: READ THIS BOOK

Xiii



Xiv

sh*tty lighting, you’re on your way to becoming the miracle worker your clients expect
you to be. The good part is, it's no miracle. It’s just about understanding the light.

We've added a few features that we hope you find useful in understanding how to
conquer light. As a quick reference, a red X next to a photo means the shot failed to
conquer the light and needs a bit of improvement. By studying these, you'll learn to
quickly identify some of the pitfalls of unflattering light. We’ve also added green check
marks (t/) next to the lighting results we prefer. By comparing the two, you'll be able to
quickly reference problems and solutions.

Next, if you need help understanding some of the more technical terminology we use,
watch for words that are color coded. You'll find these words and their definitions in
Appendix A’s glossary.

Tip 4: Equipment Doesn’t Make
the Shot, but It Can Help

We photographers do like our “toys” (huge telephoto lenses, fancy flash modifiers, light
meters, the list goes on), but we sometimes tend to forget these toys are really just
tools. You don’t need a ton of equipment to solve many of the most challenging lighting
situations. You just need the right equipment.

When you read this book, we hope you will realize that buying more equipment is usually
not the solution. Typically, you need just a few simple tools (a reflector and a flash) to
conquer nearly every situation. In fact, even more important than equipment is seeing the
light. You must see and analyze the light to help you determine which tools and solutions
are best.

We wrote this book so that you can achieve almost all of the techniques with any digital
camera that allows you to adjust your basic settings: aperture, shutter speed, and ISO.
Furthermore, you don’t even need an expensive lens. While we recommend a faster lens
(see Appendix B, “Equipment”), most images can be achieved with the basic kit lens
included with your DLSR.

The most important thing in any photographer’s toolbox is an understanding of light and
how to interact with it. So before you stress out about filling up your kit with expensive
equipment, fill it with knowledge. Your credit cards will thank you later.
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Tip 5: Practice Makes Imperfect Light Perfect

We will provide you with various suggested tools and options, but remember that it's
all about which option works for you. Don’t just take our word for it. Try out these
techniques. We mean it: Try them out, see what fits best with your photographic style,
your budget, and the challenges ahead of you. Practice before you need to perform on
a big job, like photographing someone’s wedding day. Practice makes perfect, and this
book will help you perfect that imperfect light!

TIP 5: PRACTICE MAKES IMPERFECT LIGHT PERFECT  xv
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CHAPTER FOUR

Mixed Color
Temperatures

A photographer, a model, and an assistant walk into a bar. It may sound
like a bad joke, but it actually happens. What makes it a bad joke on the
photographer is the mixed lighting that you'll find in many cool locations. Any
room with a lightbulb and a window suddenly thrusts you into a juggling

match of mixed color temperatures.

Consider the challenges you may face: You walk into a room and find nasty
fluorescent light. You read Chapter 3, you know what to do—but wait.
Besides that overhead fluorescent light, there’s a big bank of windows letting
in daylight. Now what? Your subject is half illuminated by light with a green
tone (fluorescent) and half illuminated by light with a blue tone (daylight).
Needless to say, the combination is not flattering for any portrait or event.
What if a tungsten table lamp kicks some light into the scene? Now you
are contending with blue, green, and orange light creating a big mess of
your photo! So what do you do? How can you take charge of the light and

make great images?




Survey the Scene

The very first thing you need to do when approaching a mixed lighting situation is to
determine how many light sources you are contending with and where those light
sources are located. Each type of light has a different color cast (or color temperature).
Our eyes like to automatically white balance what we see, so look closely. In other
words, when you walk into a fluorescent-lit room, you don’t just see everything all in
bright green; your eye auto-corrects for you. This normally helpful biological feature
makes it more difficult for you to analyze mixed lighting situations. This is something
you'll learn with practice and by careful examination.

Look around the room: Are there windows? What is the source of overhead light?

Does the room have any decorative lighting, table lamps, or other mixed light sources?
Understanding the scene and light sources will help you better conquer them. Next, ask
yourself: What is the dominant light source in the scene? Is the room lit predominantly
by window light? How much is that tungsten light from overhead affecting the room? Is
the room illuminated by fluorescent overhead lights? What is that small daylight window
in the corner doing? Understand your scene, and you’ll be able to approach the problem
with confidence. If you are having difficulty analyzing the mixed light in the scene, con-
sider snapping a photograph and analyzing the image. This may make it easier to see!
Once you know what you’re up against, you can choose an approach for handling mixed
lighting situations.

TAKEAWAY ACTION

For each scene you approach, take the time to analyze the light, including the number of light

sources, color temperature, and direction of light.
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Eliminate Conflicting Light Sources

Right off the bat, you may be able to eliminate one or more of the conflicting light sources.
In the room with daylight and fluorescent light mixed, for example, you may be able to
close the curtains over the windows to eliminate the daylight. For a portrait with tungsten
lights and window light, you can turn off the tungsten lamp and focus on using only the
daylight. Your first step is to figure out what you can do to reduce the number of conflict-
ing light sources. The fewer color temperatures you have to contend with, the better!

After you analyze the light in the room, you will be able to analyze which light sources
you can eliminate. Also, if you identify the dominant light source in the scene, you can
use that to your advantage by trying to eliminate any secondary sources of light.

Move Your Subject

If you cannot eliminate any conflicting color temperatures, the next thing for you to con-
sider is moving your subject. Try to move her into a part of the scene that reduces the
mixed light. At minimum, ensure her face is illuminated by only one type of light.

Take a look at a practical example: You've been hired to photograph a model in a record
store as a PR shot for the store. As you can see in Figure 4.1, very orange-yellow,
overhead tungsten lights illuminate the entire store. A large window, however, allows in
daylight at the front of the store. This creates undesirable mixed light on the subject when
posing her in most areas of the room. You can’t turn off the overhead tungsten lights
because you’re shooting during the store’s operating hours, and you can’t eliminate win-
dow light because there are no curtains. You must find another solution.

By moving the subject you can ensure that there is one predominant light source on

the face. You move the model to the front of the store and turn her toward the window,
lighting her entire face with daylight and using only a bit of tungsten light to illuminate the
background. Finally, you switch your camera’s white balance to Daylight to ensure accu-
rate skin tones (Figure 4.2). Yes, the background stays orange in tone, but the subject is
lit in flattering light.

ELIMINATE CONFLICTING LIGHT SOURCES
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FIGURE 4.1

The subject is half lit by
tungsten light, half lit by
daylight through a window.
This creates an unflatter-
ing mixed light on her face.
The left side of the face is
orange in tone, while the
right side of the face is a
cooler blue shade.
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FIGURE 4.2

By moving the subject toward the
window, you reduce the effect of

the tungsten light on the face. While
the background is still tungsten lit, the
face is completely lit by daylight.



What if you don’t want the subject near the front of the store or you can’t move her into
daylight for some reason? Your next option is to move her as far from the daylight as
possible. Moving her toward the back of the store reduces the daylight-balanced light on
her face and switches the predominant light source to the overhead tungsten. Change
your white balance to tungsten (using white-balance presets, a gray card, or an ExpoDisc
as discussed in Chapter 3), and you have a correctly white-balanced image. The quality
of light may not yet be ideal, but the color in the image is much improved (Figure 4.3).

After you have moved your subject so there is only one dominant light source on the face
or body, you can reduce the appearance of the mixed light source in the background

by changing your frame. Instead of including the window in the background or including
parts of the scene illuminated by window light (as in Figure 4.4), for example, try a cam-
era angle that shows predominantly tungsten-balanced background elements.

"

"I‘“ &> \
GV P

V FIGURE 4.3

If you move the subject away from the window, the tungsten light in the scene
becomes dominant.
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FIGURE 4.4

Your framing can help to
eliminate conflicting light
sources and white balances.
Notice the conflicting light
sources here; the light com-
ing through the window is

a different white balance
than the light illuminating
the subject’s face.

MOVE YOUR SUBJECT

79



WATCH IT! Remember your white balance.

In dealing with mixed lighting situations, the correct white balance is essential. For mixed
lighting solutions, we highly recommended that you find a way to custom set your white
balance. Use a color checker, a gray card, or an ExpoDisc as recommended in Chapter 3.
An ExpoDisc will give you the most accurate custom white balance in mixed lighting situa-
tions because it accounts for all light sources and color temperatures affecting your subject
(Figure 4.5).

FIGURE 4.5

An ExpoDisc captures
incidental light on a subject’s
face and therefore provides
a more accurate reading of
white balance.

Add a Gelled Flash

When you move your subject to reduce the number of light sources, you may have moved
her into a poor lighting situation. Back at the record store, suppose you determine the
ideal location of the model and the dominant source of light is tungsten. Yet this light is
still quite unflattering, even after setting a good white balance. Because the room features
overhead tungsten lights, you decide to add a flash to the scene to improve the direction
of the light on the subject.

Fundamentally, you follow the same steps as you learned in Chapter 3: Set your white
balance for the tungsten scene using a gray card or an ExpoDisc, then add a flash with

a matching tungsten gel, sometimes called a CTO or color temperature orange gel.
(Tungsten light is orange.) Notice the difference in the image before (Figure 4.6) and after
adding the flash (Figures 4.7 and 4.8). The flash adds contrast and a better direction of
light to the image.
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If you do not gel the flash in this scene, you will be creating your own mixed-light scenario.
While the scene is tungsten, your flash is daylight balanced. If you leave your flash ungelled,
then you will have a tungsten environment with daylight flash on the face and body.

e

FIGURE 4.6

Here the tungsten-
illuminated model has
very unpleasant light
on her face. There
are shadows in her
eyes, and she seems
to blend into the
background.

ADD A GELLED FLASH
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FIGURE 4.7

When you introduce

a flash into the equa-
tion, the subject pops
from the background
and has a better qual-
ity of light on the face.
With no gel, however,
the light on her face is
a different color tem-
perature (daylight) com-
pared to the ambient
light (tungsten).
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FIGURE 4.8

Add a tungsten (CTO) gel to the flash so

that the flash color temperature matches the
ambient light. Not only does the flash improve
the quality of light on the face, but now you
can neutralize the white balance for a bal-
anced image.
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Overpower One Light Source

A final, very popular, solution for mixed lighting is to overpower one of the light sources.
In short, you introduce a gelled flash into the scene and use it to overpower the weaker
light source. In some situations, when you cannot turn off overhead light and cannot
move your subject, overpowering at least one of the mixed light sources may be your
only option.

In the record store scenario, for example, one option is to overpower the daylight win-
dow and white balance for tungsten light. Here are the steps to take:

1 Set your white balance. Set a custom white balance using an ExpoDisc. You could
also use a gray card or use the Tungsten white-balance preset on your camera. This
way, you are set up to capture the existing color temperature, plus the light you are
about to add to the scene.

2 Gel your flash. Use an off-camera flash, and gel your flash with a CTO gel to turn the
flash to a tungsten white balance. Now your flash white balance will match the white
balance of the ambient light. (Under other lighting conditions, you may need to use
different gels to match the ambient light.)

3 Position your flash. Place your flash near the light source that you are mimicking.
At the record store, you’re mimicking window light and therefore need to place the
flash high and outside the window like the sun.

4 Power your flash. Be sure your flash overpowers the ambient light: in this case,
the daylight from a window. Due to the contrasty nature of the scene, manually set-
ting your flash’s power will give you the most reliable results. You will also need a
lot of light to overpower the daylight, so you may want to look at small flash options
beyond the standard speedlights. The Qflash from Quantum (www.qgtm.com) has a
higher power output with many of the same features. If you are comfortable with
studio flash on location, try a portable studio strobe.

5 Shoot! We think you will be pleased with the results (Figure 4.9).
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FIGURE 4.9

By turning the flash to a tungsten light
source, you can match the ambient light
indoors and overpower the daylight. The
result is an even color balance!

OVERPOWER ONE LIGHT SOURCE 85




Another option for lighting this record store scene is to allow the daylight from the window
to illuminate the subject and use a daylight-balanced flash to bounce off the ceiling or
light the background, overpowering the tungsten light source. Now all lighting elements
in the frame are daylight balanced. Ideally, you would turn off the tungsten lights in the
room and use the daylight flashes to be the sole source of illumination. Remember the
importance of white balance no matter which solution you choose. Stick a gray card in
the scene to use as a reference in your post-processing, as seen in Figure 4.10.

Don’t Wait for Post-Processing

To be honest, fixing mixed light scenes in post-processing is time consuming, painful,
and less efficient than fixing mixed light in the field. You could process the same RAW
file multiple times and combine the different color versions of the image together in
Photoshop. The various versions of the image will have different white balance adjust-
ments, however, and combining them will involve a lot of masking and attention to detail.
If possible, why not just shoot it correctly in camera?

When you don’t shoot it correctly in camera, and then find it too difficult to fix in post-
production, what can you do? Many photographers resort to converting the images to
black and white or desaturating them. Black and white is a strong medium to help focus
the image on emotion and human interaction, but often it is used as a crutch to deal
with bad white balance. What do you do if the client prefers images in color? Well...
shoot it correctly in camera.
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FIGURE 4.10

Don’t forget the importance of white
balance. You can use a gray card
(seen here) to create a point of refer-
ence for correcting white balance

in post-processing, shoot with an
ExpoDisc, or use built-in white-
balance presets.
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A B
Adobe Lightroom, 60-61, 115 back-button focus, 162
AF Assist llluminator, 90, 198 backgrounds
ambient light backlit leaves with wide aperture, 26-27
augmenting with flash, 151-155, composing shots against, 2
194-195 creating shade on, 32, 33
defined, 198 effect of dragging shutter on, 98,
effect of diffuser on, 149 104-105
overpowering with flash, 84 filling in shadows of, 145, 146
shadows on overcast day in, 187 picking neutral, 20-25
analyzing popping subject from, 82
light conditions, 5, 13 softening with wide aperture, 12-13
scenes before shooting, 74 varying exposure with flash on overcast
visual elements for exposure, 140-141, days, 194, 197
142 backlight, 157-174
angle adjusting color temperature of flash in,
of light on overcast days, 178-180 170
of reflectors, 46-50, 147 avoiding too much fill, 166
aperture difficulties focusing with heavy, 161-162
backlit leaves with wide, 26-27 finding correct exposure in, 163-167
f-stops of fast glass, 199 off-camera flash with, 168-174
lens with wide, 113, 117 photographic options with, 157
opening up for night shots, 90 working with lens flare, 158-160
softening backgrounds with wide, 12-13 balance in night scenes, 104-105
Aperture Priority (Av) mode bokeh, 198
capturing tonal range with, 140 bounce umbrella, 169
defined, 198 bouncing light
setting exposure aperture in, 165 into eyes, 39-43
auto-focus with backlighting, 161-162, 163 off walls and ceiling, 121-125, 130-131
Auto White Balance settings, 54, 55 from speedlight, 120-128
Av (Aperture Priority) mode. See Aperture built-in bounce cards, 120

Priority mode
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(H

camera shake
dragging shutter to avoid, 108-110
fast glass solutions for, 113
stance for minimizing, 113
tripods to avoid, 111
cameras. See also Aperture Priority mode;
lens; Manual mode
AF Assist llluminator, 90
Depth-of-Field Preview button, 92, 199
focusing backlight shots, 161-162
image-stabilized lens for, 110
metering subject’s face in backlit shots,
164
minimizing shake of, 108-110, 111, 113
moving flash off, 133-137
Nikon D800 DSLR, 203
picking exposure mode for, 93, 140
separating focus and shutter, 162
setting white balance presets for, 54-57
catchlights
adding sparkle to, 14, 15
creating on overcast day, 188
defined, 198
illuminating in direct sunlight, 4
using light traps to give, 34
ceiling
bouncing light off, 120, 121-125,
130-131
shooting with colored, 130-131
color
avoiding unwanted tint, 20
choosing reflector, 180-186
green cast of fluorescent light, 53, 55
color casts
avoiding from flags, 191
defined, 199
reflected from walls and ceiling, 130-
131

color temperature. See also mixed color
temperatures
adjusting with white balance, 54, 55, 57
balancing nighttime, 104-105
considering for flash in night shots, 100
creating contrast with, 102
defined, 199
fluorescent vs. daylight, 54
gel options for flash, 69, 70, 170
Golden Hour, 170
mixed, 76
conflicting light sources
adjusting white balance for, 84, 86-87
eliminating, 75
overpowering with flash, 84
contrast. See also dappled light, high
contrast
found in night scenes, 102-103
covered shade
creating overhang with foam core, 9,
11,12
defined, 199
reflectors in, 24-25
shooting portraits in, 5, 7-8

CTO (Color Temperature Orange) gels, 80,

170
customizing white balance, 62-65

D

dappled light, high contrast
adding interest to photos with, 143
adding reflector with diffuser, 150
blocking off highlights, 147-148
diffusing light, 149
evening out dappled light, 144-147
fill flash for, 151-155
handling tonal range, 40-41
picking exposure modes, 140
situations with, 139
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Datacolor, 58
depth of field, 199
Depth-of-Field Preview button, 92, 199
diffusers
adding reflector with, 150
defined, 35, 199
evening out light with, 149
softening light with, 35-36, 37-38
used by authors, 209-210
using fill flash with, 154-155
diffusion material, 35
digital cameras. See cameras
direct sunlight, 1-28, 31-51. See also
softening direct light
angles of reflectors in, 46-50

combining shade and reflector in, 14-19

creating shade in, 9-13, 32-34
exposure settings for, 142
facing subjects away from sun, 44-50
flash on location, 46, 51
light traps in, 32-34
minimizing effect of, 5-8
moving subjects out of, 2-4
neutral surfaces as reflectors in, 20-25
setting aperture for backlit leaves,
26-27
softening light, 35-43
when to shoot in, 28-29
dragging shutter
defined, 199
effect of, 97-99
increasing exposure by, 108-109

E
equipment, 202-211. See also specific
equipment type
AF Assist llluminator, 90
cameras, 203

combining for low light shots, 116, 117
Depth-of-Field Preview button, 92, 199
diffusers, 209-210

for finding white balance, 210-211

flash and accessories, 205-206
flashlight, 91

lenses, 204

tripod, 111-112, 204-205

white balance tools, 210-211
Wide-Area AF-Assist llluminator, 91, 201

ExpoDisc

about, 210-211

measuring light with, 63, 65

reading white balance with, 78, 80, 86,
87

exposure

adjusting flash for backlit, 170

choosing for backlit scenes, 163-167

compensating for light traps, 32, 33

dragging shutter to increase, 108-109

finding for night shots, 93-96

high ISO for right, 93-96

metering subject’s face in backlit shots,
164-165

selecting tonal range in manual mode,
140

setting for direct sunlight, 142

varying background look with flash and,
194,197

exposure compensation, 140, 165, 199
extremely low light, no flash, 107-117

circumstances for, 107

combining tools in, 116, 117

dragging shutter, 108-109

image-stabilized lens in, 110, 201

increasing ISO settings, 114-115, 117

minimizing camera shake, 113

moving subjects or re-enacting scenes,
116



shooting with fast glass, 113, 117
tripods for, 111-112

eyes. See also catchlights
bouncing light into, 39-43
raccoon, 39, 40, 41

F
facing subjects away from sun, 44-50
fast glass, 113, 117, 199
feather, 200
feathering light, 166
defined, 200
using reflectors, 18, 19, 40
fill flash for dappled light, 151-155
5-in-1 reflectors, 180, 208-209
flags
creating, 147
defined, 147, 200
effect of diffusers vs., 149
eliminating overhead light with, 147-
148, 187-188
neutral tones for, 191
flash. See also gelled flash; low light with
flash; speedlight
adjusting color temperature of, 170
augmenting fluorescent light with,
66-71
combining with diffuser, 154-155
gel options for, 68, 69, 70, 170
off-camera, 133-137
on-camera, 120-128
overpowering conflicting light source
with, 84
softening light of, 129-132
syncing with shutter speed, 170,
172-174
used in book, 205-206
using gelled, 80-83

using in direct sunlight, 46, 51
using on overcast days, 194-197
Wide-Area AF-Assist llluminator for, 91,
201
working in dappled light, 151-155
flash modifiers, 207-208
flashlight, 91
fluorescent light, 53-71
adding white balance in post-
processing, 60-61
color temperature of, 54, 55, 57
customizing white balance for, 62-65
finding white balance with gray card,
58-59
green cast of, 53, 55
setting white balance for, 54-57
using flash in, 66-71
Fluorescent setting, 54, 55, 56
focus
achieving in low light, 114
challenges for night shots, 90-92
difficulties for backlight shots, 161-162
image-stabilized lens for improved, 110,
201
framing, 79

G

gelled flash
managing mixed color temperatures
with, 80-83
options for, 68, 69, 70, 170
overpowering conflicting light source
with, 84
using CTO gel in tungsten light, 83
glossary, 198-201
gold reflectors, 182
Golden Hour, 170
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gray card International Organization for
finding white balance with, 58-59, Standardization. See ISO
60-61, 86, 87 IS (Image-Stabilization) lens, 110, 200
taking multiple shots of, 62 ISO (International Organization for

groups
blocking direct light over, 32
tripods for shooting, 111
using diffuser over, 35

H
hair light
blocking overhead light to create, 34
dealing with overexposed, 44-45, 46
working with backlit sun and, 50
highlights
adding with dappled light, 143
blocking off, 147-148
direct sunlight’s effect on, 32, 33
evening out, 144-147
placement of, 5
preventing unwanted, 5, 7
reflector angle for best, 46-50
setting exposure to specific, 140
softening, 149

image noise. See noise
image-stabilized lens, 110, 201
images. See also post-production
software
analyzing exposure of, 140-141, 142
customizing white balance of, 62-65
embracing lens flare in, 160
placing highlights in, 143

synchronizing white balance of multiple,

60-61

Standardization)
adjusting for night shots, 93-96
compensating for slower shutter with,
165
defined, 200
increasing in low light, 114-115, 117,
165

lens

image-stabilized, 110, 200

larger apertures for low light, 113, 117
shooting 1/focal length of, 110, 165
used by authors, 204

VR, 110, 201

lens flare, 158-160, 162
light. See also mixed color temperatures;

and specific kinds of lighting

adding fill flash to ambient, 151-155,
194-195

analyzing, 5, 13, 74

diffusing, 149

eliminating conflicting sources of, 75

even reflection of, 18

feathering, 18, 19, 40, 200

imitating direction with reflector, 182

measuring, 63, 65

overpowering one source of, 84-86

reflecting too much from below, 32

softening, 35-36

stylistic, 101-105

light modifiers, 100-101

on-location solutions for, 129-132



light traps, 32-34

lighting ratio
altering between ambient and flash,

170,174

creating contrast with, 102, 103
defined, 200

low light with flash
challenges shooting with, 119
moving flash off camera, 133-137
settings requiring, 119
softening flash light, 129-132
using on-camera flash, 120-128

M

Manual (M) mode
advantages of, 140
defined, 200
metering subject’s face in backlit shots,
164
setting exposure in, 163, 164-165
using for night shots, 93
mixed color temperatures, 73-87
analyzing light for scene, 74
eliminating conflicting light sources, 75
overpowering one light source, 84-86
reducing number by moving subject,
75-79
using gelled flash in, 80-83
monopods, 111
moving subjects
mitigating mixed color temperatures by,
75-79
out of direct sunlight, 2-4
to source of light, 116

N
natural reflectors, 20-24
night shots, 89-105
challenges in, 89
contrast in, 102-103
dragging shutter for, 97-99
ISO adjustments for, 93-96
light modifiers for, 100-101
stylistic lighting for, 101-105
tools to help focusing, 90-92
Nikon D800 DSLR camera, 203, 204
Nikon SB-800 flash, 205-206
Nikon SC-29 TTL Coiled Remote Cord,
205, 206
noise
defined, 114, 200
software for reducing, 115
Noise Ninja, 115
Noiseware, 115

0
off-camera flash
with backlight, 168-174
effect of, 133-137
sculpting subject with, 133
using on overcast days, 194-197
off the camera axis, 200
open shade
defined, 201
mitigating with foam core, 12
unflattering highlighting in, 5, 6, 8, 10
overcast days, 177-197
angle of light on, 178-180
challenges of, 177-178
eliminating overhead light, 187-190
flash on, 194-197
posing subject’s face to sky, 191-193
reflectors on, 180-186
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overhangs
creating, 9, 11, 12
natural reflectors with, 24-25
overhead light
eliminating, 187-190
flagging off, 147-148, 187-188
redirecting, 39-43
shadows of, 5-8
softening, 9-13
overusing reflectors, 14, 17

P
P (Program) mode, 93, 201
PocketBox, 133, 134, 135, 137, 207
PocketWizard wireless triggers, 92, 133,
137, 168, 205-206
portraits. See also catchlights; hair light;
subjects
adding sparkle to catchlights, 14, 15
analyzing light on subject’s face, 5
avoiding raccoon eyes, 39, 40, 41

diffusing and reflecting light on face, 150

effect of direct sunlight in, 32
metering face in backlit shots, 164-167
posing with face to sky, 191-193
reflecting too much light from below, 32
seeking covered shade for shooting, 5,
7-8
softening direct light for, 35-40
too much reflected light on face, 48
post-production software
adjusting white balance in, 58-59,
60-61
reducing noise, 115
Program (P) mode, 93, 201

R

raccoon eyes, 39, 40, 41

reflectors
adding catchlight sparkle with, 14, 15
angles of, 46-50, 147
blocking off light with, 32, 158, 159
diffuser with, 150
evening out highlights with, 144-147
feathering light with, 18, 19, 40
filling in shadows with, 145, 146, 147
5-in-1, 180, 208-209
illuminating subjects evenly, 18
imitating direction of light with, 182
introducing light source with, 44
natural, 20-24
neutral surfaces as, 20-25
optimum distance from subject, 185
overusing, 14, 17
scrims with, 39-43
selecting, 14
silver, 182, 184
silver-gold mix, 14, 15, 17, 19, 182, 186
too much light from below, 32
used by authors, 208-209
using in backlit shots, 166-167
using on overcast days, 180-186
white, 181, 183

Rogue FlashBender, 100, 120, 124, 130,

131, 133, 208
Rogue Gels, 205, 206
rotating subjects, 178-180

S
sandwich techniques, 32-34, 188-189
scrim

defined, 35, 201

reflectors used with, 39

using, 37



Scrim Jim, 35, 36, 208, 209
sculpting
highlighting facial, 39-40
light, 31
off-camera flash for, 133
reflector for, 49
shade. See also open shade
covered, 5, 7-8
creating, 9-13
difficulties with open, 5, 6, 8, 10
light traps in, 32-34
moving subjects into, 4
using reflectors in, 14-19
shadows
angles of reflector creating, 147
avoiding harsh, 28
evening out with diffuser, 149
filling in with reflectors, 145, 146, 147
setting exposure to specific, 140
using fill flash at half power to fill,
151-155
shooting from above, 39, 46, 193
shutter. See also dragging shutter
adjusting when going from direct to low
light, 108-109
separating focus from, 162
shooting 1/focal length of lens, 110, 165
speed of Aperture Priority mode, 165
syncing flash with speed of, 170,
172-174
silver-gold mix reflectors, 14, 15, 17, 19,
182, 186
silver reflectors, 182, 184
softboxes, 133, 134, 137
softening direct light, 35-43. See also
diffusers; reflectors; umbrellas
adding scrim and reflector, 39-43
combining scrims and diffusers, 35
diffusers, 35-36, 37-38

shoot-through umbrellas for, 36, 37
using scrims, 37
specular highlights, 201
speedlight
adding softbox to, 133, 134, 137
bouncing light with, 120-128
syncing shutter speed with, 170,
172-174
spot metering, 140, 141
Spot-Metering mode, 166
stylistic night lighting, 101-105
subjects
adding sparkle to catchlights, 14, 15
analyzing light on, 5, 13
avoiding harsh shadows on, 28
bouncing light onto, 125-128
diffusing and reflecting light on face, 150
distance of reflector from, 185
effect of natural reflectors on, 20-25
facing away from sun, 44-50
illuminating evenly, 18
metering face in backlit shots, 164-167
mixed temperature effects on, 76
moving, 2-4, 75-79, 116
overhead shots of, 39, 46, 193
posing with face to sky, 191-193
rotating, 178-180
seeking covered shade for shooting, 5,
7-8
shadows cast by open shade on, 5, 6
shooting at night, 91
softening overhead light on, 9-13
white reflectors close to, 181, 183
Sun-Swatter, 35, 36, 42
sunlight. See direct sunlight
synchronizing white balance in Lightroom,
60-61
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T
tints, 20
tonal range
capturing, 140
defined, 40, 201
tools. See equipment
Topaz DeNoise, 115
tripod
used by authors, 204-205
using, 111-112
TTL cables, 133, 135, 205-207
tungsten light
adding CTO gel for flash in, 83
using flash as source of, 85
working with ambient and, 76, 77-78

U

umbrellas
night shots with, 100-101
parabolic, 209, 210
used by authors, 207-208
using, 36, 37, 169, 195, 196

vV

Vanguard Carbon Fiber Tripod with Ball
Head, 204-205

VR (Vibration Reduction) lens, 110, 201

]}
wall
bouncing light off, 122, 130-132
positioning subject near, 125-128
white balance. See also ExpoDisc
adjusting shifts in, 62
augmenting fluorescent light with flash
for, 66-71
customizing, 62-65
defined, 201
overpowering conflicting light source
with, 84, 86-87
synchronizing for multiple images,
60-61
tools used by authors to find, 210-211
white foam core
blocking off overhead light with, 32, 33
creating overhang with, 9, 11, 12
lightening subject on overcast day with,
188, 189
white reflectors, 181, 183
Wide-Area AF-Assist llluminator, 91, 201
wireless trigger, 92, 133, 137, 168,
205-206

X
X-Rite, 58





