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ABOUT THE AUTHOR

For over 30 years, Minneapolis, MN, photographer Christopher Grey has maintained
that, "Asde from the laws of physics, there are no rules to good photography.” An
avowed generalist, he derives continual pleasure from discovering new tricks and tech-
niques that he can apply to his own work as an advertising, fine art, portrait, and stock
photographer. He is the author of Photographer's Guide to Polaroid Transfer Sep-by-
Sep and Creative Techniques for Nude Photography in Black & White, both from
Amherst Media

ABOUT THE COVER

Since the frame and the column were only about twenty inches apart, | had to use a small source that would act like a larger
soft box (which it would because it was so close). Using a minibox, a small, 12xlI6-inch soft box, | flagged both sides of it to
keep light off all but the inside edge of the column and the model herself. A strip light was placed behind the painted flat behind
the model. Set on the floor, it was aimed at a painted canvas background (still up from the previous day's shoot). The hair light
was a 6-inch dish with a 20-degree grid spot to control the direction of the light and minimize flare. Another strobe, this time
with a 40-degree grid spot, was aimed at my "reverse cookie" to reflect a pattern onto the painted flat and throw a highlight
along the subject's camera-right arm. Overall fill came from an additional strobe set just behind camera, aimed high to simu-
late a flat "north light." The background light was 1:1 to the key, while the hair light and cookie light were both 2:1. Fill was
metered at two stops lower than the key light, or 1:4.
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Introduction

To my mind,

light is a
living thing,
vibrant and

malleable.

hat is a portrait? The simple answer to the question,

at least as defined by most dictionaries, is that a por-
trait is a likeness of a person that features the face. If you've seen any
early photographic portraiture, you know that these photos rarely pre-
sented much more. The long exposures and dow emulsions often
necessitated using a head brace, a metal yolk bolted to the back of a
posing chair that served to immobilize the subject's head. Typical expo-
sures were many seconds long and success was often measured in non-
blurred images. Faces were recorded; emotion and nuance were not
(image 1).

Photographic portraits began to appear shortly after photography
itself wasinvented and recognized for what it was—a device and process
that could capture a moment in time and keep it forever. "Moment"
and "forever" are relative terms, however, as thefirst portraits required
long exposures under bright sunlight and had, mostly, faded away to
nothing long before this author ever took his first picture. As equip-
ment and emulsions improved, so did portraiture. With shorter expo-
sures came a new skill: timing. Soon, portraits began to revea the sub-
tleties of character and expression that made each subject unique
(image 2).

Now, as photographic technology takes its next evolutionary step
into the digital realm, the dream of instant permanence is closer than
ever. But, no matter how archaic or contemporary the process you use
to create a portrait, there are a number of factors that will determine
your ultimate success. Knowledge of composition, technical expertise,
familiarity with your equipment, and a high degree of competence and
confidence are al tools that contribute to your credtivity.

The greatest tool of all, however, islight. To my mind, lightisaliv-
ing thing, vibrant and malleable. As a professional photographer, |
know | can create a more impressive and interesting portrait in any sit-
uation where | can control the light, and, make no mistake, control is
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the operative word. Some say it's
a poor carpenter who blames his
tools. I'll never blame light for
what it does, but | love it for what
it can do.

THE IMPORTANCE OF
PORTRAITURE

It could easily be argued that por-
traits are important to the human
race as a whole, not just to the
subject or recipient. A portrait not
only represents a person at agiven
moment in time but, like a time
capsule, freezesattitude, clothing,
and persona style for later inter-
pretation by historians, psycholo-
gists—even clothing designers.
While this argument is valid, it
has little to do with the present, a
time we might vaguely define as
the lifetime of the subject. For
that time, our obligation as pho-
tographers is to produce an im-
age as evocative, as telling, and as

A Image 2

interesting as our talents will
alow.

A good portrait is more than a
mere record of a face. In fact, a
successful portrait is not only a

representation of a human being
but a statement of who that be-
ing was on the day he or she sat
before you. Sometimes inventive
and always flattering, correct light
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