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LETTER FROM THE EDITOR
A journey of a thousand miles begins with a single step. 

— Lao Tzu

N
ot long after I signed on as head text-wrangler 
for Retouching Academy, we began executing on 
a more robust editorial roadmap, but even as we 
continued to publish a variety of interviews, tu-

torials, and inspirational pieces, we knew deep down, a serial 
blog wasn’t the ideal platform for our expanded content. The 
inherent limitations of the blog structure weren't making for a 
coherent reading experience, and no amount of embedded links 
were going to change that.

Our goal had always been to go beyond a series of isolated 
tutorials and present a unified vision of the art, business, and 
dedication-to-craft necessary for our readers to succeed as 
retouchers of their own work, as well as the work of others. We 
wanted a more seamless, interactive experience for our readers, 
something truly immersive that would bring form and focus to 
what was otherwise a collection of chronological posts. Out of 
this desire to offer a significantly better experience, the notion 
of [RE]TOUCHED magazine was born.

Launching a new magazine is not altogether different from 
launching any new venture: it requires the commitment and 
creative energy of many talented people who share a com-
mon vision and an unrelenting will to succeed. We had plenty 
of conversations about success and what it meant not only 
for the magazine but also for our audience, and through these 
discussions, we realized we had found the perfect theme for 
our inaugural issue.



We sought out artists in every phase of the profession, from 
relatively new retouchers to established industry veterans, and 
asked them about their beginnings, their goals, their setbacks, 
and especially their successes. We invited them to share their 
stories through their own words and images and we discovered 
much in common among them all. Retouching is an arduous 
profession, one that requires years of practice and study to 
master. It is truly a journey of a thousand miles. Regardless of 
where you happen to be on yours, we hope these stories and 
images will encourage and inspire you to achieve your own 
measure of success.

In closing, I want to express my sincere appreciation to all of 
the many talented individuals who helped make this magazine 
a reality. To our publisher, Julia Kuzmenko McKim, without 
whose commitment and assistance this magazine never would 
have gotten past the discussion phase; I am both humbled 
and honored by your trust. To our small but fiercely dedicated 
team – you guys and gals truly rock, 24/7. And to our many 
wonderful and talented artists for their contributions, including 
one of my personal inspirations, Joel Grimes, whose riveting 
image of Olympic gold medalist Kerron Clement graces our 
cover. Thank you, Joel.

And thank you, our readers, for taking this journey with us. 
We have some spectacular things coming in 2015, so let’s 
get started.

Welcome to [RE]TOUCHED.

Philip Sydow, 
Editor-in-Chief

http://www.retouchedmag.com/


VISUAL STORYTELLING
In the first installment of his inspiring 
three-part series, John Flury explains 
the power of stories in the realm of 
imagery.

JOEL GRIMES
Top pro and all-around gentleman Joel 
Grimes talks about his background, his 
artistry, and his recipe for success. 

STYLE: VERGARA
Get to know award-winning fine-art 
portrait photographer and couture 
artist extraordinaire Vicky Papas 
Vergara.

THE MAIN STEPS IN A BEAUTY 
RETOUCHING WORKFLOW. PART 1.
Learn the workflow Julia Kuzmenko 
McKim uses to take images from great 
to breathtaking in this three-part 
series.

LIGHTFARM BRASIL
Get a peek behind the curtain at 
Lightfarm Brasil, a small studio with 
white-hot talent and big plans. 

CONTENTS

YOU MUST WANT IT 
MORE THAN SLEEP
What’s it take to become a professional retoucher? Pratik Naik’s answer may 
surprise you. Hint: It takes more than Photoshop savvy and an understanding 
of light, color, and composition. 



COMPOSITING: 
SOME THINGS ARE 
JUST BLACK AND 
WHITE
Photographer and digital artist Brandon Cawood shares a simple but 
powerful technique for blending separate elements in a composite.

CONTENTS

AN INTRODUCTION  
TO THE CLONE STAMP TOOL 
Learn to use the essential Clone 
Stamp Tool properly in this tutorial by 
freelance retoucher Allen Turner.

PRACTICAL ADVICE FOR BEGINNING 
RETOUCHERS
Just beginning with retouching? Photo-
grapher and retoucher Rebecca Britt 
has some advice to start you out right.

ARTISTS YOU SHOULD FOLLOW
Compelling artists from around the 
world you may not know but should.

TERMS OF THE TRADE
A glossary of industry terms every 
retoucher should know.

7 DEADLY MYTHS  
OF INTERNET COPYRIGHT
Attorney David L. Amkraut dispels the 
copyright myths that could get you into 
trouble.

BY MARCIN MIGDAL
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SELF-PROMOTION

MASTERING  
THE ART OF SELF-PROMOTION
Acclaimed entrepreneur and creative 
pro Marcin Migdal shares his secrets to 
freelance success. 



FEATURING
JOEL GRIMES
For more than 30 years, Joel has worked for many of the top 
advertising agencies and corporations across the globe. Over 
the years, his assignments have taken him to every state 
across the USA and to over fifty countries around the globe. 
Driven by the creative process, Joel views himself as an illu-
sionist, creating portraits larger than life.

www.joelgrimes.com

PRATIK NAIK
Pratik is a fashion and commercial high-end retoucher with 
more than 10 years experience in the industry. His Fine Art 
background has influenced his vision and has helped him de-
velop a very natural style. Aside from retouching, Pratik also 
teaches retouching workshops around the world.

solsticeretouch.com

BRANDON CAWOOD
Brandon Cawood is a self-taught internationally published 
commercial and advertising photographer known for his com-
posite work. His work has been featured in a variety of televi-
sion, print, and Internet media all over the world. Most of his 
clientele are in the tactical and law enforcement industry. 

www.brandoncawood.com

https://www.facebook.com/brandoncawoodphoto
https://twitter.com/Brandon_Cawood
https://500px.com/brandoncawood
https://www.facebook.com/highendretoucher
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REBECCA BRITT 
Rebecca Britt is a South Texas based commercial, portrait, 
and concert photographer with a penchant for capturing 
real-life moments through her lens. She is also a staff writer 
for Fstoppers and Retouching Academy, and runs the largest 
collective of EDM (electronic dance music) for photographers 
on social media.

www.rebeccabrittphotography.com

MARCIN MIDGAL
Marcin Migdal is a creative professional with more than 16 
years of multi-disciplinary experience in the advertising, 
software, and publishing industries. He is the founder and 
Editor-in-Chief of Mad Artist Publishing & Mad Artist Group, 
co-founder and Interactive Director of Sketchoholic.com and 
BookPushers.com. He also serves on the Board of Advisors 
for Retouching Academy. Migdal was nominated for a 2014 
Ontario Premier Award for his contributions to the Creative Art 
& Design Industry worldwide and is a business and marketing 
mentor at Futurpreneur.ca. 

www.marcinmigdal.com

JULIA KUZMENKO McKIM
Julia is a Los Angeles-based internationally published Beauty, 
Fashion, and Portrait photographer, digital artist, retoucher, 
and educator. She studied photography at the International 
College of Professional Photography (Melbourne, Australia) and 
writes for Fstoppers and Retouching Academy. 

www.juliakuzmenko.com

http://instagram.com/juliakuzmenko
https://www.youtube.com/user/ReArV1eWmiRRor/
https://www.behance.net/juliakuzmenko
https://www.facebook.com/rebeccabrittphotography
https://www.facebook.com/marcin.migdal
https://www.facebook.com/JuliaKuzmenkoPhotography
https://twitter.com/rebeccaabritt
http://instagram.com/rebeccabrittphotos
https://ca.linkedin.com/in/marcinmigdal
http://www.retouchingebooks.com/blog/
http://www.rebeccabrittphotography.com/blog/
http://www.rebeccabrittphotography.com
http://www.marcinmigdal.com
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MILTON MENEZES 
Brazil-based digital artist Milton Menezes is the director 
of Lightfarm Brasil, part of a multinational company 
specializing in image creation for advertising. Milton has 
more than 15 years experience in design, art direction, and 
photography.

www.lightfarmstudios.com

VICKY PAPAS-VERGARA
Vicky Papas-Vergara is the photographer behind the creative 
brand Vergara. Identifying herself as a photographer and 
couture artist, Vicky masterfully brings her vision of fashion, 
glamour, and art to her work.

vergara.com.au

JOHN FLURY
John Flury (Obsoquasi) is a photographer and photo 
designer living in Zurich, Switzerland. His work focuses 
on story-based conceptual art developed in collaboration 
with the people he photographs. John’s work has won 
several international awards, among which are the 2013 
Morpholio award and the 2014 Docma master award.

obsoquasi.ch

http://instagram.com/lightfarmbr
http://instagram.com/vicky_papas_vergara/
https://500px.com/obsoquasi
https://www.behance.net/lightfarm
https://www.facebook.com/lightfarmbrasil
https://www.facebook.com/pages/Vicky-Papas-Vergara/203342949731353?pnref=lhc
https://www.facebook.com/obsoquasi
http://vickypapasvergara.blogspot.co.uk/
http://obsoquasi.ch/blog/
https://vimeo.com/lightfarm
http://www.lightfarmstudios.com
http://vergara.com.au
http://obsoquasi.ch


DAVID L. AMKRAUT
David L. Amkraut is a Los Angeles-based attorney at law. His practice emphasizes cutting-edge 
Internet-related copyright matters, especially cases involving photographs. He was attorney 
for the Plaintiffs in Louder v. CompuServe, a class-action case involving publication of 930 
photographs of models by the second-largest Internet Service Provider in the world.

ALLEN TURNER 
Allen Turner is an international freelance retoucher based in 
Germany who specializes in beauty headshots and fashion 
editorials. Allen is one of the mentors of the “Retouching 
Academy Mentorship Program” and the founder of the 
“Retouching Lounge.” He also works as a Photoshop and 
retouching trainer.
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YOU 
MUST
WANT IT 
MORE 
THAN 
SLEEP
Before coming into the industry, I had this belief 
that people hired you for your own artistic decisions. 
I thought, “If I spend my time building a portfolio 
that showcases my taste, people will hire me to work 
to that standard.” But as I started building up my 
book, I slowly realized that wouldn’t be the case!

BY PRATIK NAIK

INDUSTRY INSIDER

Photography Mathew Guido, post-production Pratik Naik



IN
the beginning, I did what-
ever job I could get be-
cause I wanted to stay 
active working. Most of 

the time, I would get very specific re-
quests and so I didn’t have much say in 
what should or shouldn’t be done. As a 
result, my perspective regarding what 
it meant to be a retoucher changed. I 
realized that we are often chameleons, 
changing our results based on exactly 
what the client wants. Even when it came 
to something like skin retouching, which 
I knew I did well, my work needed to be 
consistent with the style already in my 
client’s book because the client wouldn’t 
want too much variation. I suppose in a 
way, we are at the service of our clients, 
and that’s okay. That’s not to say that 
everyone’s work is the same or that it 
has to be the same. There are some re-
touchers who are hired specifically for 
the exact style they advertise.

One thing I realized as my career pro-
gressed was that our passion can ex-
ceed the pace of our success. We tend to 
believe that if we don’t see results from 
growth in just a year or two, we aren’t 
doing too well. Personally, I expected 
to achieve what I wanted quickly. I was 
hungry and in a hurry to get there!

In reality, it took me much longer to make 
that happen. I am fortunate to have been 
surrounded by friends and family in busi-

ness my whole life, so I knew it would 
take at least a couple of years just to 
break even, and that the first two years 
were all about just trying to get a basic 
foothold. Sure enough, that is exactly 
what happened. It took me a couple of 
years just to break even on my day-to-
day expenses and then another couple 
years before I started making a livable 
profit. And it wasn’t until that point that I 
was reasonably happy with my book, not 
ecstatic, mind you. I felt it was present-
able. As creatives, I think we’re rarely 
ever completely happy.

I think you have to be able to find peace 
in knowing that things take time. The 
good news is that if you feel antsy or 
unsettled at the thought, that’s actu-
ally a good thing. It tells you that you 
have more desire than opportunities at 
the moment, and that will allow you to 
continue working in a way that delivers 
great results to clients who will see your 
passion shining through.

IT ’ S  NOT A R ACE
Beginning retouchers anxious to break 
into the industry often ask me, with 
hindsight being 20/20, if I could start 
over, what would I do differently to get to 
where I am now more quickly? My reply 
always surprises them: I would go a little 
slower. I know this sounds contradic-



Photography Tim Tadder, post-production Pratik Naik



tory, but it makes sense when you think 
about it. Because when you’re hungry, 
you’ll take almost every opportunity 
that comes your way, despite the fact 
that not every opportunity will coincide 
with your goals, and that can be counter-
productive.

I would write down my goals and make 
a general plan for how to achieve them. 
That would allow me to establish a foun-
dation for a better-organized path that I 
didn’t have in the beginning, and would 
keep me focused on what I wanted to do 
and reflect on it accordingly. Without this 
approach, it’s too easy for your progress 
to get derailed by every opportunity that 
comes along.

On the other hand, I can’t really say that 
I have any regrets over the way I went 
about it, because each day was quite 
exciting, not knowing exactly where my 
future was headed. And it’s always pos-
sible that an “unscripted” approach could 
open up a future that you might not even 
see coming!

IT ’ S  A  PERSON A L 
REL ATION SHIP 
BUSINESS
One thing I’ve noticed studying other 
successful, talented people coming up 
in the industry is that they’re mostly very 
nice and open people! I think the more 

you genuinely want to see the benefit of 
others, the more you reap the rewards 
in many ways.

This industry is very small, especially 
within the retouching community. Those 
of us who are working professionally, 
know of each other for the most part. 
Even photographers, the ones who 
are currently making it, seem to have 
the common traits of perseverance, 
approachability, and respectful man-
nerisms. How you treat others reflects 
heavily on who you are as a person. If you 
have a personality that is more negative, 
that will affect how you treat your clients 
and your peers. People won’t hire you 
if working with you isn’t enjoyable. It’s 
a personal relationship; it won’t work 
if you’re not on the same page as your 
client.

BU T YOU ’ V E G OT TO 
WA NT IT  MORE TH A N 
SLEEP
I can personally attest that if you want 
sleep more than you want to finish an im-
age, you probably don’t have the passion 
and fortitude needed to be successful. 
This might sound harsh and it may be a 
generalization, but I only figured this out 
when I met other creatives who had made 
it in the field. I studied and watched their 
mannerisms and how they performed on 



Photography Scott Hugh Mitchell, post-production Pratik Naik



a day-to-day basis. The common bond 
among them all was how passionate and 
driven they were. They did whatever it 
took to make it and they are now reap-
ing the rewards a couple of years later.

I remember finding out about this world. 
Retouching was magical to me and I was 
consumed with wanting to get to know 
all about it. I spent my days going on 
Facebook and networking with people 
who had already made it or were in the 
same boat as me. When you meet people 
equally as passionate, you connect with 
them without saying a word at all. It’s 
through their actions that you see every-
thing. You gravitate toward like-minded 
individuals.

I immediately found a group online. I 
never expected to, especially because 
I barely knew any creatives in real life. 
This online world became a place where 
I felt like my soul could sing. I craved the 
interaction with people who were equally 
passionate. Over time, we progressed 
together. We were all proud when we 
boasted about working through the holi-
days, working all-nighters, how we’d be 
up past 3 a.m. working away. Suddenly, I 
was among other workaholics that drove 
me to want more and more. I soon real-
ized that when your job is something 
you’re passionate about, there is no limit.

When you have a job that you aren’t happy 
with, you’re excited to go home after your 

shift is over. When you work as a creative, 
you never want to stop working. It took 
a toll in many areas of my life, but I think 
that is something we all went through. In 
the beginning, you never take any work 
for granted and you act accordingly. The 
good news is that even though this is 
scary, in the long run it pays off. You begin 
to realize what’s important and what’s not 
and when you can slow down. It’s quite 
an interesting balance.

C A PITA LIZE ON 
E V ERY PL ATFORM
The rules that our idols have followed do 
not apply to the methods we use today. 
We’re still adapting to the reach of the 
Internet and how it can help propel us and 
our careers. I am always impressed by 
how much it has helped talented people 
get noticed. The platforms we have today 
are constantly evolving and so are the 
methods by which we promote our own 
work. Use them, and use them regularly. 
Take full advantage of them, because 
great things have come from them.

It makes no sense to do good work if 
no one sees what you’ve done. Make 
an effort to be social and network with 
others in the industry. As much as I would 
have loved to have given a more poetic, 
inspirational response, this is honestly 
the best thing that I wish I’d known when 
I started! 



https://itunes.apple.com/us/app/resource-magazine/id771764834?mt=8


LIGHTFARM 
BRASIL

Lightfarm Studios is a growing multinational company 
specializing in image/content creation for advertising, 

with studios in New Zealand, Australia, Brazil, 
and agent representation care of the prestigious 

Bernstein & Andriulli covering the USA, UK and China.

IN THE STUDIO

www.lightfarmbrasil.com

http://www.lightfarmbrasil.com


Tell us a bit about the formation of your studio.
Milton Menezes: Lightfarm Studios started in Auckland, 
New Zealand in 2000. It expanded to include offices 
in Melbourne, Australia in 2012. In 2014, Rafael 
Vallaperde and I launched Lightfarm Brasil, locating 
our offices in Rio de Janeiro. Lightfarm Brasil works 
independently yet seamlessly with other Lightfarm 
offices when necessary.

How many members are on your team? Do you share 
tasks or does each person specialize in particular 
areas?
MM: Our ‘staff’ started out as just Rafael Vallaperde and 
me but within a few months, we expanded to include 
our Production Director and Account Manager, Helena 
Lopes, the CG team, Rafael Coppola and Rafael Moco, 
our paladin on the creative retouch side of things, Thiago. 
And for photography, we partnered with well-known 
Brazilian photographer Aderi Costa and his team.



How were the roles determined? Did you decide 
upfront that you needed a photographer, a designer, 
a 3D modeler, etc. to get started? Or did you add on 
specific talent based on project needs?
MM:  We decided based on everyone’s initial skills. I have 
always been a designer and art director, so it’s up to me 

to handle the website, books, and 
these sort of things. My specialty 
is creative retouching, so I’m the 
Creative Retouch Director as well. 
And since I also talk a lot, I tend 
to be the one who talks to new 
clients, too.
My partner and CG team Director, 
Rafael Vallaperde, has always 
been a multi-task kind of artist, 
so whether it’s sketching, CG, 
photography, or movie-making 
and editing, he takes the lead.

Can you describe Lightfarm’s typical project staffing 
allocation? Do you have dedicated members who work 
each project start-to-finish, or do you have concept 
artists who hand off ideas to the team responsible 
for the execution?
MM: Usually, we have 2-3 people involved in each job. 
The photographer, CG artist, and post-production 
artist. On big jobs, we add 2-3 more professionals in 
each specialty area depending on the scope and the 
associated challenges.

How do you overcome artistic disagreements?
MM: We handle any artistic disagreements based 
on a discussion of the pros and cons of the opposing 

WE LANDED THAT 
AFTER THE SUCCESS 
OF OUR “LETTERS CAN 
KILL”  MITSUBISHI 
CAMPAIGN, WHICH WAS 
A COLLABORATIVE EFFORT 
WITH AFRICA AGENCY OF 
SÃO PAULO, BRAZIL.



viewpoints. Rafael and I have to direct Lightfarm’s 
brainstorming and we try to do that based on reason 
rather than ego. We realized that we got a lot more out 
of hearing everyone’s opinion instead of imposing ours. 
We learned this through six years of working together 
and it’s been very efficient so far.

What are the common difficulties when working with 
a team of artists rather than working as a solo artist?
MM: You can run into disagreements, but we try to 
avoid them by making our decisions democratically, so 
usually, we all decide where to go. On rare occasions, 
we may need to go with a Director’s decision. Naturally, 
Rafael and I end up choosing what to do and when, but 
the team is always on board.




What was the moment or project that you consider 
your breakthrough? How did that happen? Were you 
approached by the client based on a creative project 
you had done before, or based on client jobs you 
have done before? Or did you approach advertising 
agencies to get the job?

MM: Agencies are afraid to work with new studios 
without knowing their workflow, so we had to ease 
into approaching new clients. We did a huge campaign 
of more than 20 images for Vivo, a giant telephonic 
company here in Brazil. We landed that after the success 
of our “Letters Can Kill”  Mitsubishi campaign, which 
was a collaborative effort with Africa Agency of São 
Paulo, Brazil. We did three images for this ‘Don’t text 
and drive’ campaign. Work from this campaign made 
the cover of Lürzer’s Archive, which is quite special 
to us because in the 30-year history of the magazine, 
some 200 issues, only seven previous covers featured 
work from Brazil; ours was the eighth.



How do you ensure that everyone on the team continues 
to grow and improve his or her craft skills (retouching, 
CG, compositing, etc.)?
MM: We keep studying and producing new personal 
projects to exercise our skill and creativity. Our website 
has an Art tab only for artworks of the studio and we try 
to keep producing stuff we like and not limit ourselves 
to just paid work.

What are your goals for Lightfarm Brasil? Where 
do you see the studio in five years and what type of 
work would you like the studio to be doing?
MM: We have big plans to expand the company to include 
video animation and filmmaking; it’s our next big step. 
Rafael and I had done a few small television commercials 
in New Zealand back when we worked at Lightfarm 
Studios. Soon, we’ll be releasing a new commercial all 
done here at Lightfarm Brasil.
In five years, I would like to see Lightfarm Brasil working 
on video projects as often as we do on advertising 
imagery, but we will have to get bigger to make that 
happen. Video work requires at least twice the staff 
of image-only studios. I see us on the path to grow 
bigger and stronger, creating amazing videos and still 
producing our own thing. 



THE MAIN STEPS 
IN A BEAUTY RETOUCHING 
WORKFLOW 
part 1. SKILL LEVEL

INTERMEDIATE 
TO ADVANCED

LEARN TO RETOUCH YOUR BEAUTY IMAGES  
WITH JULIA KUZMENKO McKIM

TUTORIAL Beauty, Fashion & Portrait Retouching



WHAT IT TAKES TO MASTER RETOUCHING
In photography and retouching, as in most artistic endeavors, there are 
always dozens of ways to get from point A to point B. And yet, even with 
plenty of practice, you can't expect to achieve brilliance simply by learning 
the basics. After all, it’s rather unrealistic to expect to play Chopin’s 2nd 
Sonata as well as Chopin himself just because you can read music. Over 
the years, I have learned that true progression is not so much about 
an artist's tools or techniques; rather, it’s about whether the artist has 
aesthetic judgment, taste, and a trained eye.

Once you gain a good understanding of how to use the basic retouching 
tools and learn some advanced techniques, continue practicing like a 
maniac, learning new techniques, and testing new approaches to refine 
your workflow. Keep what works for you, and ditch what doesn’t – over the 
years you will fine-tune your workflow and that will allow you to produce 
consistent, top quality results every time your stylus touches the tablet.

Generally speaking, technical prerequisites for successful beauty, portrait, 
and fashion retouching include understanding:

• human anatomy
• how to render light and shadow in two-dimensional art
• color theory
• how to use your software

Regularly examine strong, technically correct images, whether they are 
photographs or paintings, to help train your eye to see visual balance, 
pleasing colors, and overall composition. The rest will come with a lot 
of practice.

http://www.youtube.com/watch?v=sfz_z6Ha0HI&feature=youtu.be
http://www.youtube.com/watch?v=sfz_z6Ha0HI&feature=youtu.be
http://retouchingacademy.com/the-ultimate-guide-to-the-dodge-burn-technique-on-fstoppers-by-julia-kuzmenko-mckim/


BEFORE YOU BEGIN
If you are a photographer reading this article right now, I presume you don’t 
outsource your retouching and that you want to enhance your images by 
becoming a better retoucher yourself. If you have already mastered your 
lighting and photography skills, you’re probably ready to dig deeper into 
learning how to retouch. If you are a new photographer, I would suggest 
shifting your learning emphasis to lighting, composition, and everything 
else that goes into capturing great images before you spend more time 
trying to learn how to retouch.

Like most of our readers, I am a professional photographer, something I 
leverage in my own retouching to ensure the quality of my base material 
– the Raw files. My philosophy is, “Get things right in camera,” and I invest 
a lot of time and energy during pre-production for my photo shoots to 
minimize the number of corrections I will have to make later in post. Long 
gone is the mindset of “I’ll just fix it later in Photoshop”, and if you make 
a living by shooting for clients, I strongly encourage you to put as much 
thought and preparation into your shoots as well. Mistakes that require 
corrections in post-production will still happen, but you can minimize them 
significantly if you work to avoid them from the outset.

If you are a beginner retoucher and don’t have the option to improve 
your working material, you should always start by assessing the quality 
of the files you receive from your client. Keep in mind that although Raw 
files can provide great flexibility when it comes to retouching, there are 
limits. For example, you may not be able to fix any parts or details of an 
image that are substantially out of focus or underexposed. Don’t rush 
to commit to an assignment if the Raw files are low-quality because the 
outcome, no matter how good your retouching skills are, may not meet 
the level of quality your client expects (perhaps unrealistically) or reflect 
your actual proficiency. Discuss your concerns and don’t be afraid to 
educate your client – there may be a simple solution, such as a similar 
photo from the shoot, or an additional photo from which you can graft 
the necessary parts.



STEP 1 / RAW CONVERSION
I always begin by assessing the overall composition and colors in an im-
age before I start retouching. If the image is well-exposed and there are 
no colors that I need to change drastically or replace, then I proceed with 
basic adjustments in the Raw Converter (I work in Adobe Lightroom 5). 
Sometimes, I extend the dynamic range of an image by a small amount 
to open up the shadows and get a little more detail in the darks, or I make 
slight corrections to the skin tones. I never sharpen or add contrast to my 
images at this stage because that would actually make skin retouching 
more problematic and possibly result in a lower quality outcome. 

If I do need to adjust the exposure significantly or change some colors 
in certain parts of the image while leaving the rest of the image intact, 
I create Virtual Copies of the image in Lightroom.

AFTER

BEFORE




... / WORKING WITH VIRTUAL 
COPIES IN LIGHTROOM
The exposure in my sample image above was reasonably 
uniform throughout, so it wasn't necessary to create 
multiple conversions. However, since I wanted a deeper 
shade of red lipstick for this look, I created a Virtual 
Copy just for the lips.

I darkened the Reds by lowering their value in the 
Luminance tab (-59 in my example) and then adjusted 
the rest of the sliders in the Tone section to make sure 
that the highlights and shadows in the lips were well 
visible. I didn’t worry about making the skin issues more 
prominent in this conversion because I only needed 
it for the lips. In Photoshop, I masked the rest of the 
Virtual Copy and only used its Color and Luminosity 
data as explained later.

The approach I take at this stage differs according to 
the image I am working on. Sometimes I use exported 
Raw conversions as layers set to Normal blend mode 
and simply use a layer mask to reveal only the parts of 
each conversion I need; sometimes I only use the Color 
or Luminosity data of my conversions, meaning that I 
set the layers that contain them to Color or Luminosity 
blending modes; and sometimes, I even duplicate some 
layers with the same conversion within my master 
PSD file, and set one of them to Color blend mode 
and the other to Luminosity – this simple “splitting” of 
the conversion data allows me to adjust the Opacity 
of each layer, and gives me unlimited flexibility as to 
what I can extract from my Raw conversions.

The advantage of creating additional conversions from 
Virtual Copies is that these conversions only exist 
within the Lightroom environment (as ‘develop’ settings 

QUICK TIP:

One of many situations where this 
method can save the day is when 
there is, for example, an extremely 
overexposed patch of skin (a hot 
spot) on the model’s forehead 
but the rest of the image is cor-
rectly exposed. In such situations, 
I refine the basic settings of the 
master file (original) to my liking, 
ignoring the hot spot at first. 
Then, I create a Virtual Copy of 
the image, and darken it slightly 
until I am able to see the skin 
texture within the hot spot.
The method I use to darken 
the skin will depend on the skin 
quality and the lighting in the 
image. Sometimes I pull down the 
Exposure slider and that may be 
enough; other times, I may have 
to play around with the rest of 
the sliders in the Basic section of 
the Develop module.
Once I export my basic Raw 
conversion and the darkened 
Virtual Copies to Photoshop, 
I can extract this texture using 
various methods (simple masking, 
Frequency Separation, or using 
various layer Blend modes – I will 
cover some of these methods in 
my future articles).



stored in the Lightroom catalog); since Lightroom doesn’t duplicate the 
source file on my hard drive, I don’t waste any unnecessary storage space. 
I used to export .PSD files for each of my conversions until a fellow-artist 
pointed out the benefits of Virtual Copies.

When necessary, I will test various settings and create a few variations of 
the image in the form of multiple Virtual Copies, compare them all side-
by-side in Survey View, and then select the ‘winners’. I often create a few 
different conversions of my base image and then extract all the parts that 
I need using Layer Masks in Photoshop, all without any loss in quality.

While in the Develop module, you can create a Virtual Copy by right-clicking 
on an image and choosing Create Virtual Copy:

Develop module > right-click on the 
image > choose: Create Virtual Copy

Once I have created all of the necessary additional conversions in the form 
of Virtual Copies, I select them along with the original Raw file with my 

QUICK TIP:

If you’ve created a set of Virtual 
Copies and would like to tidy 
up your filmstrip, click on the 
top left corner of the master 
(original image) to stack all of the 
virtual copies underneath it (see 
example screenshot below).



Once I have created all of the necessary additional conversions 
in the form of Virtual Copies, I select them along with the original 
Raw file with my basic adjustments, then right-click and select 
Edit In > Open as Layers in Photoshop...

Opening Virtual Copies as Layers in Photoshop

Photoshop will launch (if it isn’t already running) and a single .PSD 
file will open with all of the conversions you have selected, each on 
its own layer. I can then use Layer Masks to blend the parts from 
the different conversions as appropriate.

If you’ve created a set of Virtual Copies and would like to tidy up 
your filmstrip, click on the top left corner of the master (original 
image) to stack all of the virtual copies underneath it. 

In my example, I applied some basic adjustments to the original 
Raw file to create a “Base” for my master PSD file. Darkening the 
Reds in the lipstick for my “Red Lips” Virtual Copy also exaggerated 

Hover your cursor over 
to see the Before image



In my example, I applied some basic adjustments to the original Raw file to 
create a “Base” for my master PSD file. Darkening the Reds in the lipstick 
for my “Red Lips” Virtual Copy also exaggerated some of the existing skin 
problems and caused the skin tone to become darker as well, so I covered 
the entire layer with a black Layer Mask, then accurately unmasked the 
lips. To reveal some of the information from the rest of this layer – just 
enough to have some nicely pronounced and slightly more saturated 
shadows throughout the image – I lowered the Density of the layer mask 
in the Properties palette.

I usually group the layers with my Raw conversions to keep my master 
PSD file organized.

Layers with Raw Conversions masked and grouped

My image is now ready for the next step: Basic Cleanup.

STEP 2 / BASIC CLEANUP
Before we go through the various steps in my Basic Cleanup approach, 
I want to address a topic that is the source of much debate in numerous 
online photography and retouching forums lately: Frequency Separation.

QUICK TIP:

If you don’t work in Adobe Light-
room you can get the best parts 
of your Raw files in a similar way 
using the Adobe Camera Raw 
plug-in within Photoshop; the 
difference will be that instead of 
creating multiple Virtual Copies, 
you will work with Smart Object 
copies in your layer stack, adjust-
ing the settings of each copy and 
then masking in the relevant parts 
of the image within your master 
.PSD file.



As an artist and educator, I too questioned the place of Frequency 
Separation in retouching education due to the poor results often produced 
by beginners. However, I’ve changed my opinion recently regarding 
Frequency Separation because the issue isn’t really about the technique; 
it’s about having sufficient skills and understanding. You can use any tool 
or technique and ruin an image if you don’t understand what you’re doing 
or how to do it properly.

Ruining an image through improper use of a tool or technique doesn't 
make the particular tool or technique bad, nor does it mean that the tool 
or technique can’t be used by other more skilled retouchers in a successful 
workflow. Admittedly, using Frequency Separation can result in blotchy 
tones, flattened dimensions, and artificial-looking skin, but that’s if you 
use it improperly. You can just as easily end up with poor results using 
Dodge & Burn or just the basic PS retouching tools.

In fact, Frequency Separation does have a few advantages over other 
techniques when used with care, not to mention that using it can save 
valuable time – an important consideration in our business. Still, with all 
that said, I limit my use of Frequency Separation to making minimal fixes 
in my Basic Cleanup stage these days.

MY BASIC CLEANUP APPROACH IS AS 
FOLLOWS: 

1. For all blemishes, dots, makeup particles, acne spots, little hairs 
crossing small areas of the face, etc. – in other words, for small and 

contrasty problems – I either use the Healing Brush, if the problems are 
surrounded by vast areas of skin (or a consistent color in general, such as 
a studio background, or an outfit), or the Clone Stamp Tool, if the blemish 
I need to fix borders an area having a different color or value.

Usually, these are the sorts of blemishes that I can remove with a quick 
touch of a very small brush. As long as there is no visible residue, I prefer 
to fix basic problems with basic tools on a new empty layer added right 
above the Raw Conversions group.



Tasks for the basic retouching tools

2. The midsize and larger problematic areas that I can see 
from afar – essentially skin discoloration or patches of 

different values with no texture problems – I leave these for 
the Dodge & Burn and local color-correction stages.

Often, I don’t attack slight texture problems until after I do my 
Dodge & Burn and color corrections because those texture 
problems may become less pronounced, and often leaving 
them in helps keep the integrity of human skin texture intact.

I will share my current Dodge & Burn and color correction 
practices in one of the future parts of this article. 

Tasks for the Dodge & Burn and color-corrections stages

Check out Julia’s 
eBook with videos 
for artists who are 
just beginning their 
journey into the world 
of professional Beauty 
& Portrait retouching.

Hover your cursor over 
to see the Before image

Hover your cursor over 
to see the Before image

http://bit.ly/REEssentials


3. I find Frequency Separation helpful to fix small and midsize 
problems that combine the issues mentioned above and 

involving color, value, and texture. First, I use a soft Healing 
Brush on a new blank layer set between the High and Low 
frequency layers to fix color-and-value problems directly under 
such blemishes. Then I use a small, hard-edged Clone Stamp 
Tool at 100% Opacity and Flow to clone out texture problems 
on the High Frequency layer.

Remember, you don’t have to make every thing look perfect with 
just one of these methods. Once you fix the most prominent 
issues with basic healing/cloning or Frequency Separation, 
you can fix residual value and color inconsistencies during the 
Dodge & Burn and color-correction stages. You don’t want to 
tackle everything with Frequency Separation because that can 
lead to all sorts of problems. Aim to use the proper technique 
at the right time for the best results.

To summarize: 
— Only use FS for midsize and small problems
— Only use FS for the problems that combine the mentioned 
above issues: color and value inconsistencies along with 
texture issues.

Tasks for the Frequency Separation technique

Hover your cursor over 
to see the Before image



TO BE CONTINUED...
Part 2 of this feature will appear in our Issue 2. 
Stay tuned!
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USE DISCOUNT CODE   REMASTERDB   FOR  $43 OFF

MASTER  
DODGE & BURN 

for Beauty, Fashion & Portrait retouching 
Video Course with Michael Woloszynowicz

 

http://bit.ly/MasterDB

http://retouchingacademy.com/product/master-dodge-burn-video-course/
http://retouchingacademy.com/product/master-dodge-burn-video-course/


TUTORIAL

CANON EOS 5D 
MARK III BODY
$2,79900

I have been shooting with Canon cameras 
since my very first Canon 400D in 2006. 
I upgraded to a full-frame 5D in 2009 and 
have been upgrading further every 2-3 
years. I have always been happy with my 
Canon camera bodies; none have ever let 
me down.
One of the default settings I always 
change after purchasing a new camera 
is the focus lock function – I re-assign it 
to one of the buttons on the back of the 
camera. This way, I can focus by pressing 
on the focus button with my thumb and 
release the shutter with my index finger. 
This convenient setup, commonly referred 
to as “back-button focusing,” has become 
second nature to me.Tap on the images for more details.

Prices current as of March 2015.

ARTIST’S TOOLBOX
WITH JULIA KUZMENKO McKIM

http://www.bhphotovideo.com/c/product/847545-REG/Canon_5260A002_EOS_5D_Mark_III.html


CAMRANGER — THE 
BEST TETHERING 
DEVICE OUT THERE
$29999

I cannot even begin to describe how much 
this little inexpensive device means to 
me. I learned about it from one of my 
Fstoppers colleagues, Mike Kelley, after 
seeing him use it during one of his photo 
shoots in Los Angeles.
CamRanger wirelessly transmits every 
photo you take onto a mobile device or 

a computer, and you and your entire team 
can see every image on a larger screen as 
you shoot. Seeing your images on a larger 
screen can help you get everything 
correct in-camera and minimize your post-
production time. Your makeup artist can 
zoom in on the larger screen to check the 
model’s makeup, inspect the eyelashes, 
the skin, the lipstick outline, etc., and 
correct any mistakes right there during 
the shoot. No one needs to interrupt 
your shoot to peek at your camera’s LCD 
anymore – your client, the art director, 
and the creative team can see everything 
on your iPad or your laptop, while you 
continue shooting.
I often turn my iPad Mini to face the model, 
so she can see herself on the screen. We 
end up getting better poses and facial 
expressions because she is aware of what 
I am capturing in real time.
CamRanger has many great functions; 
it can even fully control your camera 
settings and release the shutter from the 
connected device.

TIP: Capturing a midsize JPEG along with the 
RAW file on your camera enables CamRanger 
to transmit the JPEG previews to your device 
more quickly.

http://www.bhphotovideo.com/c/product/969450-REG/camranger_1001_camranger_wireless_dslr_control.html


CANON EF 100MM 
f/2.8 MACRO USM 
LENS
$59900

This is my favorite lens and the one I 
use to shoot 95% of my current work. 
I absolutely love its sharpness and clarity 
and that it allows me to get very close to 
my subjects when I’m shooting editorial 
makeup. I would recommend this lens 
to every photographer who works with 
people. If you shoot beauty and portraits 
in-studio and outdoors, I think you’ll love it 
as much as I do.

X-RITE I1DISPLAY 
PRO — CALIBRATION 
SYSTEM
$24900

Even though I don’t shoot for catalogs, and 
my colors don’t necessarily have to match 
the original colors I photographed, I prefer 
having my screen calibrated, so that I can 
rest assured that I am at least looking at 
correct colors while retouching.

http://www.bhphotovideo.com/c/product/194451-USA/Canon_4657A006_100mm_f_2_8_USM_Macro.html
http://www.bhphotovideo.com/c/product/798930-REG/X_Rite_EODIS3_i1Display_Pro.html


http://bit.ly/REtraintocreate
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ARTIST SPOTLIGHT
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In this issue, we turn our spotlight on Vicky 

Papas-Vergara, a fascinating, multitalented artist 
from Melbourne, Australia.  

style: 

Ethereal. Designer, Photography, Retouching: Vicky Papas Vergara
Model: Amy Lee @ Vicious Models MUA: Saphire Gaskas, Hairstylist: Andrea de Deugd



A
ward-winning fine art portrait photographer and 
couture artist Vicky Papas Vergara is the creative 
force behind the brand name Vergara.

Working from a modern home studio filled with exquisitely 
dressed mannequins, camera paraphernalia, and artistic 
backdrops, Vicky combines intricate handmade couture 
pieces and unique styling to bring her captivating images 
to life.

HIG HES T ACHIE V EMENT

2014 Epson AIPP 
Victorian Portrait 
Photographer

• 5 Gold Awards
• Silver Award

2014 Canon AIPP 
Australian Portrait 
Photographer

• 2 Gold Awards
• Silver Distinction
• Silver Award

2015 WPPI

• 1st prize in the 
Fashion Division

• 2nd prize in 
Fashion Division

• 3rd prize in 
Portrait Individual 
Division

• Grand Award 
Winner in the 
Creative division



Alithia. Designer, Photography, Retouching, Hairstyling: Vicky Papas Vergara 
Model: Mary Vitinaros, MUA: Saphire Gaskas



HOW LONG
I have been working as a hair stylist for almost 30 years 
and have my own salon. About four years ago, I discovered 
a new creative passion in photography and began leverag-
ing my hairstyling and makeup artistry skills to style my 
portraits. Sometimes, I find it hard to believe it’s only been 
4 years. I have been retouching my images for two [years].

HOW I  S TA RTED
I have always loved taking pictures. One day, about four 
years ago, I decided to style a client and photograph her with 
my tiny camera and she absolutely loved it. My work has 
evolved from there, my skills improving as I went along. I 
learned most of my technical skills by attending workshops, 
whereas the creative side of what I do just comes naturally.

HOW I  CRE ATE MY IM AG ES
I start off by sourcing fabric, trimmings, and anything from 
nature that I can manipulate and transform into wearable 
art. Once I have finished a collection, I then look for my 
models, decide whether to shoot in studio or on location, 
and sort out the hair and makeup team. On the day of the 
shoot, once the model is styled, I allow her to pose naturally 
to see what I like and then I “micro-pose” her into a strong 
feminine form, creating angles with her body and shape to 
enhance the shape of the gown.



Alithia. Designer, Photography, Retouching, Hairstyling: Vicky Papas Vergara 
Model: Mary Vitinaros, MUA: Saphire Gaskas



Once I choose an image, I spend about a day retouching it, 
starting with a few adjustments in Adobe Lightroom before 
bringing the image into Photoshop. I retouch my images the 
way I would paint a canvas – in fact, I have been told that 
my images look like paintings! 

Process:
1. Duplicate the background layer
2. Liquify to balance out form and features, tweak the body 

shape, and enhance the gowns – basically shaping the 
image

3. Clean up any distractions
4. Skin retouching using frequency separation, retaining 

all of the skin texture
5. Lots and lots of dodging and burning in layers; this 

is where I enhance the image
6. Colour adjustments, again in layers with masks
7. Finally, I add my textures and when I am happy with 

the image, I sharpen it

WH AT IS  YOUR PHILOSOPH Y ?
Every woman is amazing and deserves to have her image 
captured to document her gorgeousness.



Duffy. Designer, Photography, Retouching: Vicky Papas Vergara Model: Anne Duffy @Vicious Models
MUA: Saphire Gaskas, Hair: Deanne Leigh



A SPIR ATION S A ND ULTIM ATE 
C A REER G OA L S
I would like to sustain my passion for my craft, improve 
and refine my skills, and push the boundaries of what I am 
capable of by using my imagination to its fullest. I am look-
ing forward to the day when I can employ a team at Vergara 
Studios.

MY ID OL S
Who inspires me? Annie Leibovitz. What photographer 
isn’t inspired by this woman? For me, it is about her power 
to create provoking images, always speaking a language. 
I think she is just incredible.

Kirsty Mitchell. Her images take you to a fantasy place. 
I am in awe of this woman. Her images can take up to six 
months to create and the time is all worth it.

 For art and fashion inspiration, I love Tim Walker. There 
is just no holding back in his images; they are so dramatic.

A DV ICE FOR B EG INNERS
Tap into what inspires you. Document your concepts and 
ideas, then find a team (stylist, hair, MUA, and models) who 
can assist you with executing your concept and turning it 
into an image. Use reference images for ideas, lighting, 
tones, styling, etc. but make sure you make it your own and 
be fearless with your creativity. “ROCK IT!” 



Tirani. Designer, Photography, Retouching: Vicky Papas Vergara Model: Adau Mornyang
MUA: Lizzie Sharp, Hair: Andrea De Deugd



http://bit.ly/RErapanels
http://instagram.com/retouchingacademy
https://www.facebook.com/retouchingacademy


COVER ARTICLE Success Interview

JOEL
GRIMES

WITH PHILIP SYDOW



IN
1984 Joel graduated from the University of Arizona 
with a BFA in Photography and soon established a 
commercial studio working out of Denver Colorado. 

For over 30 years, Joel has worked for many of the 
top advertising agencies and corporations across the globe. Over 
the years, his assignments have taken him to every state across 
the USA and to over fifty countries around the globe.

In 1990, Joel produced his first coffee table book, ‘Navajo, Por-
trait of a Nation’ which received a number of photographic and 
design awards and produce an eighteen-month solo exhibit at the 
Smithsonian American History museum.

Driven by the creative process, Joel views himself as an illusionist, 
creating portraits larger than life.

Joel currently has a photo studio located in Phoenix, Arizona, 
where he resides with his wife Amy. 

Although there are many extraordinary photographers 
and retouchers in the industry with well-established 

careers, few continue to reinvent themselves as 
successfully as Joel Grimes. In this interview, Joel shares 
how his career began, what it means to be an artist, and 

the things that have helped him succeed. Of course, 
we couldn’t resist picking his brain about what he’s 
perhaps best known for as an artist: composites. 



You have had a long and successful career as a commercial 
photographer and artist. Can you share how it all started? 

During my freshman year in high school, I ended up taking a 
Photography elective and just fell in love with the whole process. 
By the time I graduated from high school, I had four years of 
photography under my belt, but I still didn’t really understand if 
it would become a career choice. But then everything changed my 
first year in college. I had a professor that looked at photography 
more from an artistic perspective and he really opened up my eyes 
to the creative side of things. That was back in 1977, and from that 
moment, I have poured my life into creating images at full throttle.



Your degree is in Fine Arts. Beyond any photography courses, 
what other courses or areas of study have been most helpful 
in your career?

I have a curious mind and am willing to take risks to break new 
ground. I tend to be one step ahead of most people because I am 
constantly experimenting and exploring new things. I feel like I 
am still in school full-time.

Overall interest in and awareness of digital compositing has 
exploded in recent years and your name is often associated 
with that, particularly when it comes to portrait composites. 
How did you get started with composites? 

If you look at my portraits from the mid 80’s through to when the 
digital explosion hit around 10 years ago, there is a common theme: 



in your face subjects, surrounded by environmental backgrounds. 
I did this for 25 years using a strobe in a soft box and then using 
my shutter speed to control the value of my background. I built 
my whole career on this look. Once the tools got to the point where 
you could do this in two parts in Photoshop—shooting the subject 
in a studio and then shooting the background separately—it was 
a natural transition for me.

If you look at my composites, they are very simple. There are some 
artists whose work when you look at it and see the complexity in 
what they do, you go, ‘There is no way in a million years I could 
get to that level.’ When I teach my techniques and people see how 
relatively easy it is from a technical standpoint to achieve a com-
posite, they realize that creating one is within reach—something 
they can achieve. I really like that. 

There are many styles of composites from the completely 
believable to the surreal. What style is your favorite and has 
that changed for you over time? 

There is no face on the planet that 
is the same, and my vision as an 
artist is to capture that individual 
uniqueness through the creative 

photographic process.



Even when I shot my portraits in the field, in camera, my goal 
was not to make it look 100% natural. A photograph is not reality 
and never has been. It is, at best, a representation of reality. My 
goal is to give viewers something they don’t see everyday. I like 
to blend the natural with a touch of fantasy. That touch of fantasy 
takes us into the world of the make-believe which is often more 
interesting than reality.

What are the key ingredients in creating a believable com-
posite? 

A photograph has to invoke some kind of emotional experience. We 
could say that the most technically proficient photograph on the 



planet could be a complete bore. So, when it comes to a composite, 
getting a perfect cutout, or matching the subject’s perspective in the 
background is not the most important thing to the overall success.

I often use a 24mm lens to shoot my subjects and a 16mm to shoot 
the backgrounds. What? How can that work? Well, because we are 
swayed by emotions. Tug on someone’s emotions and reality or 
the technical proficiency factor is overshadowed by the influence 
of fantasy. So I keep preaching content and emotion are more 
important than the tools and techniques.  

Many of your composite portraits feature well-known per-
sonalities. Are there special or unique challenges that come 
with creating images for these clients? 

Not really. Because, as an artist, my job is to make them look 
larger than life. But that is the same task I have with all my sub-
jects. Just because someone is worth 100 million dollars doesn’t 
change my vision as an artist. With well-known personalities, the 
biggest challenge is that you normally have a shorter amount of 
time to get the job done. I actually love the high pressure of get-
ting it done quickly.

You are a huge advocate of personal projects. Can you explain 
why that is and share how many you typically create in a year? 

Self-assignments give me the opportunity to avoid having a client 
interject his or her agenda and water down my creative vision. This 
is not to say that on a client shoot I don’t end up with a killer image. 
But when you give yourself an opportunity just to create based on 
parameters you set, the end result is much more personal. It also 
gives me an opportunity to experiment and try new things. I love 



that process. I love found moments that aren’t overly scripted. I try 
to shoot around 50 non-client self-assignments a year.

How do you develop a concept for your personal work? For 
example, does your inspiration start with a unique background/
environment, a character, or simply a theme? 

It varies for each shoot. I am a firm believer that the creative pro-
cess is an emotional one and I try to let things take their course 
while I am in the thick of it. I often have a vague concept of where 
I would like to start, but once the subject comes into my studio, 
that can change. I also believe in the power of working in series. 
Repeat, repeat, repeat.



Do you have a fairly typical workflow you follow? Can you 
share a little about your thought process at each stage from 
conceptualization to completion?

As humans, we are generally creatures of habit. If I have a sports/
fitness scenario I go down one path and if I have a beauty/fashion 
scenario then I might go down another path. But you can definitely 
see a common signature in both scenarios. This is done on pur-
pose, because one of the greatest things you can do as an artist is 
to build a recognizable brand.

My experience has been that it takes about 2-3 years to build 
a brand in the marketplace. One of the greatest compliments 
someone can give me is that when they see my work, they know 
it is mine even before they see the credit line.

What tends to be the most challenging aspect of creating 
your digital composites and what would be the one or two 
enhancements to your favorite software program that would 
benefit your workflow the most? 

Without question, the hardest component is finding the right 
background. There is a marriage that needs to take place between 
the two elements, and sometimes it takes going through different 
options to find that right combination. And I often don’t know what 
will work until I put the two together. So what that tells you is that 
I need to have lots of background options on hand.

I happen to shoot all my own backgrounds, so I spend a great 
deal of time and energy building a library of images to meet those 
needs. My biggest mess right now is that my backgrounds are not 



cataloged. One of my current goals is to get [Adobe] Lightroom up 
and running as soon as I can.

You have long been an advocate of photographers redefin-
ing themselves as artists. What drove this desired change in 
perception and how has it affected your work? 

For years I looked at myself as a photographer. Yes, I would agree 
that I was an artist, but I worked within the boundaries of what 
we would call a traditional photographer. It wasn’t until I started 
working with composites that people started challenging that defi-
nition. I got all sort of emails saying that I had sold out and that I 
was not a photographer any more but had become an illustrator.

I spent around a year debating the issue until one day it dawned 
on me. If you really break it down, I am, at my core, an artist with 



a set of tools. My tools happen to be a camera, Photoshop, etc. The 
tools are constantly changing, but in the end, I will always be an 
artist. So, once I took on that mindset, my work changed drasti-
cally. I now had the freedom to create without identifying myself 
by a set of preconceived ideas established by others.

Where do you see the industry going and are there any specific 
changes you would like to see happen?
Take the tools and techniques away and what are you left with? 
The creative process. So, as the industry changes, the ones that 
survive are the artists, the trendsetters. As I teach, I am constantly 
pushing the artistic side of things to get folks to change their focus 
off of the tools and techniques. 

You’re known for some rather inspiring motivational quotes. 
Which is your favorite?

One of my quotes that I say all the time is, “Hard work will out-
perform talent any day of the week.” I really believe this. It all comes 
down to how many hours you are willing to put into refining your 
craft. The more you practice, the greater your end result will be.

Success rarely comes easily, especially for artists. What three 
personal qualities have really helped you to become success-
ful in your craft and business? 

One, as I mentioned in my quote, I have the tenacity to stick with 
something and put in the time.

Two, I am willing to take a risk in being me and not someone else. 
The world is looking for an original, not a copy.



Three, I have learned that not everyone is going to like what I do, 
and that is okay. You don’t need to win over the whole world, just 
a relatively small segment. No artist is loved by everyone. Once 
you understand that, then you don’t come undone when someone 
is a harsh critic, because the harsh critics will always be there.

You seem to have no shortage of cool projects in the pipeline. 
What's the most exciting one you're working on at the moment?

I am working on softening my look a bit by strobing in the field 
with ND filters to achieve a shallow depth of field. 
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W
hen Julia Kuzmenko McKim approached me to write 
an article for the Retouching Academy blog, I de-
cided I didn’t really want to write another technical 
tutorial. There are certainly plenty of those available 

on the net already. Instead, I felt the need to write about my par-
ticular style of visual storytelling, not just because I have something 
relevant to contribute, but because it’s the one aspect of photog-
raphy that excites me the most.

Although I’m nowhere close to the end of the road, I’d love to share 
with you what I’ve gathered and learned so far. In this first article 
of this three part series, we are going to talk about the function 
and potential of stories in photography. Then, in the next article 
we will look at some of the most important elements of a good 
story, and in the last article, we will conclude by talking about 
some tools to develop the story of a narrative photography project.

And even though the title suggests that this article focuses on 
conceptual photography, there is much to be gained from under-
standing the mechanics of storytelling for any genre of photography, 
because it will strengthen your ability to create depth in your own 
work and appreciate it in the work of others.

This special feature first appeared on the Retouching 
Academy blog in May 2014. Although not geared 
specifically toward retouching, the applicability 
was not lost on the members of our community. 
Understanding the photographer’s intent, his or her 
story behind an image, is critically important to the 
retoucher. We are pleased to share this series here 
with a wider audience.
BY JOHN FLURY



I will illustrate these articles with story-projects I have completed 
over the last two years, but instead of writing about the techni-
cal workflow of these projects, I will show the work progress as 
a series of images without comments. For some of these, I also 
provide links to existing tutorials.

WHY STORIES?
Why should you care about the story when the end result is a 
photo, a moment frozen in time? Isn’t it enough that the photo just 
“looks cool”, “has nice lighting”, etc.? After all, we are constantly 
surrounded by imagery that has no apparent story. True. But keep 
in mind that in the vast majority of encounters with the photos 
around us, we almost completely ignore them. At best, we consume 
them and forget them moments later, like fast food.

However, if you are craving for more of a fine dining experience 
with your own photography, thinking about the story becomes 
the first and most important step.

Let’s start by talking for a moment about your own “ideal photo 
experience”. Try to think of a photo that stuck with you for many 
years and ask yourself why it was able to do so. Often people say: 
There is just SOMETHING... a certain Je Ne Sais Quoi (borrowed 
from French “I don’t know what”, an intangible quality that makes 
something distinctive or attractive — Wiktionary) if they’re a little 
on the posh side.

The ideal photo just seems to satisfy the viewer on a deeper level. 
How it does that might vary greatly from viewer to viewer, but I’m 
sure some of the following reasons will resonate with you.

http://en.wiktionary.org/wiki/je_ne_sais_quoi


A photo stays in my memory because:
— it has an emotional impact on me
— it compels me to come back to look at it
— it is beautiful making me contemplate the iceberg’s entirety; 

or with a different metaphor, the photo pushes only the first 
domino of a chain of dominoes that unravels in my head - all 
by itself

— it lets me discover new layers / new shades of beauty in the 
subject matter and, by extension, the world around me

— it is masterfully done on many levels: emotion, composition, 
the usage of space, choice of motifs, motion and dynamics, 
symbolic context, etc.

— I connect with it and can recognize a part of myself in it.



The power of a good book or film is that it lets you get emotionally 
invested in its protagonist(s). If filmmakers can achieve this with 
their movies and authors with their books, it goes without saying 
that photographers can do the same with their images.

And, of course, many have done exactly that - like Adrian Som-
meling, Brooke Shaden, Andrew Kufah, Kristy Mitchell, just to 
mention a few.

THE ART OF STORYTELLING 
The term story in photography has been somewhat diluted and 
become ambiguous in the last few decades. Especially in fashion 
photography, where story has become almost an empty buzz word 
for some photographers.

I’d like to suggest we take a moment and return to the very literal 
meaning of story and restart from there. Doing so will enable us 
to create and develop narratives that form a very strong backbone 
to the photograph’s concept.

But story goes beyond even that. I was baffled to discover that 
if my story holds up, almost all of the technical decisions would 
answer themselves or at least receive a good direction in which 
to search for solutions!

Composition, lighting, choice of clothing, styling and makeup, 
posing, props, location, everything can be set either to support 
or add more depth to the story.

I’d like to give you an example by using one of my recent works, 
“The Seamstress Of Her Own Destiny”, which is the story of a young 
woman’s inner fight to become a professional flamenco dancer.

http://adriansommeling.com/
http://adriansommeling.com/
http://brookeshaden.com/gallery/
https://www.flickr.com/photos/arkufahl/
http://kirstymitchellphotography.com/


THE STORY IN THE 
“SEAMSTRESS OF HER OWN 

DESTINY” ARTWORK
In this photo, you can see a woman frantically sewing a dress that 
falls on the floor and ends in a sort of vision of herself, as if the 
vision is part of the dress she is sewing.

The lighting is set deliberately, so we see she’s working at night in 
a dimly lit room. Her face shows the desperation to have the dress 
finished and perfect as soon as possible. Moonlight floats in from 
outside, full of hope. It shines on the body on the left of the photo.

This glowing light represents the outside world, to which the 
woman aspires to and in which she wants to present herself in 
the best possible way. All the colors are deliberately chosen to 
emphasize the story.

The light from the lamp is a sickly green color tone, without warmth 
or coziness. Whereas the blue moonlight from the left is much 
softer, gentler, almost caressing the woman on the floor. As another 
element to support the story, we can see an antique gramophone 
in the back. It’s an indication of her passion in life - music.

They close the story circle:  
Her vision is giving her the strength 

to pursue her goal.



The way it points at her head and hair, it looks a little bit like a 
factory loudspeaker, urging her to press on. Her pose is telling us 
so much about her frantic, desperate attempt to finally complete 
her work, while the pose of the woman on the floor looks almost 
weightless, no sign of straining in her arms and neck.

She grows like a flower towards the light. The growth motif contin-
ues in the background with the vines that lead the eye back to the 
lamp and thus, the woman on the table. The vines close a visual 
ellipse but are not present simply for aesthetic reasons.

Closing circles is one of the powerful tools of storytelling that we 
will talk about in the next part of this series on storytelling in 
conceptual photography. 

A full (technical) tutorial on this project can be found here.

http://obsoquasi.ch/zone-lighting-tutorial/
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IF
you have ever wondered how to stand out in 
the job market or why other less-skilled 
freelancers have had more success than you, I 
may have some answers.

Since the very inception of Mad Artist Publishing (MAP), I 
have had the privilege of speaking with, and learning from, 
thousands of students and creative professionals from across 
the creative industry. From these interactions, I have reached 
two startling conclusions:

the vast majority of creatives lack the fundamental 
skill to market their own talent, and...

most creatives seem to disregard the immense 
value that self-promotion and brand generation 
can have on their careers.

Those who embraced the value of self-promotion and devoted 
the time necessary to create a personal brand, succeeded faster 
and were happier with their financial situation.

Today, creative employment competition is fierce. Although 
this generation’s work-from-home ideology drives demand 
for creative programs, only a handful of graduates take the 
top jobs and few secure long-term employment. As a result, it 
is not uncommon for artists to supplement their income with 
a second job.

Nearly 90 percent of creative professionals will freelance or 
sub-contract at one point in their careers. Yet, the education and 
knowledge required to manage a successful freelance career 
is rarely taught in any creative curriculum. Self-promotion, 
branding, business management, and networking skills are 

1.

2.



crucial to sustaining a career in the creative industry as an 
employee or a freelancer.

In this climate, then, it’s imperative for you to be smart about 
your pursuits and secure your finances before your artistry. 
Invest in your promotion and that of your brand, and do so 
with consistency to avoid the trap of the starving artist; 
such an existence is not meritorious, it’s exhausting.

YOUR ONLINE PRESENCE
More than ever, what you have done is less important than what 
others think of you and how much they trust you. You are what 
Google and LinkedIn say you are. Having a responsive and easy-
to-use website is no longer enough, you must inject strategic 
promotion into your daily activities through social media and 
networking. You are only as popular as your latest post.

The number of Likes and followers on Facebook, Twitter, 
Pinterest, Instagram, Snapguide, Flickr, Bluecanvas, etc., does 
matter and can affect your success in a big way. Learn about 
your audience, the clients you want to attract, and choose the 
social platforms that work best for you.

Companies, clients, and recruiters care about two things when 
hiring: your portfolio and your level of professionalism. Your 
portfolio speaks for itself; your professionalism is defined 
by your online presence, your affiliations, and how you are 
perceived. Having a highly ranked online presence will show 
potential clients or employers that you are self-motivated and 
digitally literate.



YOUR PERSON A L B R A ND 
Establishing a great individual brand to match your offerings 
is crucial. We are surrounded by incredible works daily, but 
people want to learn about their favourite artists. Pull back the 
curtain and let the world see who you are and how you think. 

Grow your follower lists by posting works-
in-progress, ideas, and concept work. 
Encourage open dialogue by asking for 
critique of your work, and always credit 
everyone who helps you.

Artists tend to hide behind their tablets, 
cameras, and canvases. Break that habit! 
Seek out and network with like-minded 
artists, art directors, writers, authors, or 
photographers. Connect with them online, 
at local galleries, or at art shows. Always 
leave your ego at the door and take the 
high road when dealing with inappropriate 
situations or individuals.

Be confident, dress the part, carry your business card, and be 
yourself. Networking may feel awkward and uncomfortable at 
first, but to grow you must expand your horizons and interests 
by stepping out of your comfort zone. As international cricketer 
Rohit Sharma once said, “If you want to make it big, you must 
challenge yourself, get out of your comfort zone, and succeed 
in doing well outside of your comfort areas.”

Meet new people. Join local organizations and clubs; exchange 
ideas with individuals who are not directly in your field. Widening 
your circle can increase employment opportunities by exposing 
you to potential clients you may not have considered otherwise. 
Involve yourself in collaborative projects, donate your skills, and 

ENCOURAGE SHARING OF YOUR 
CONTENT; STOP HIDING AND 
PROTECTING IT. INFORMATION 
IS NO LONGER A COMMODITY; 
WHAT YOU DO WITH IT IS WHAT 
MATTERS. IDEAS INSPIRE, NOT 
ACHIEVEMENTS.



share your knowledge freely; this will not go unnoticed and will 
help you years down the road. 

Serial entrepreneur and New York Times bestselling author 
Kevin Kruse said it best: “Life isn’t about getting and having; 
it’s about giving and being.”

SH A RE YOUR IDE A S A ND 
KNOWLED G E
Many successful freelancers and company leaders have 
mediocre talent and skill, but they are adept at partnering with 
people and rallying them to create exceptional work that maps 

back to their success. If you are somewhat 
established, promote others in your posts 
and create informative tutorials, then 
share them on Youtube, Facebook, or 
Livestream.

Self-promotion works — self-adulation 
does not. Self-promotion is the art of 
spreading ideas, concepts, and a greater 
vision. Self-adulation is just the promotion 
of accomplishments and deeds that have 
already been done.

People will help you promote your ideas 
if you make them feel good about the 
message and about themselves because 

they want something to cheer for, a cause to support. Your 
ideas and creativity might inspire hope, thought, or action, but 
as a general rule, bragging about how much you made from a 
project is not going to give you a sincere connection or reaction 
unless sharing those details is part of a broader informative or 
educational message.

ENCOURAGE SHARING OF YOUR 
CONTENT; STOP HIDING AND 
PROTECTING IT. INFORMATION 
IS NO LONGER A COMMODITY; 
WHAT YOU DO WITH IT IS WHAT 
MATTERS. IDEAS INSPIRE, NOT 
ACHIEVEMENTS.



MARCIN’S 5 RULES 
FOR SUCCESS

THE WIDER THE NE T YOU C A S T, 
THE MORE OPP ORT UNITIES 
YOU WILL  C ATCH
Display your work everywhere; add your portfolio to as many 
creative websites as you can and take the time to properly 
optimize your filenames for Search Engine Optimization 
(SEO). Take part in contests and challenges and donate your 
works as prizes. Rent out your best prints for use in office 
buildings, or to real estate staging companies, or for display 
at business events.

It is up to you to promote yourself. Remember, it only takes 
one right person to notice your work to change your life. 

The creative industry is an amazing place to be, filled with 
interesting people and even more interesting opportunities. 
However, the reality is that job competition is fierce. Those 
who take the early initiative and realize the significance that 
self-promotion, marketing, and business-savvy play in their 
careers will stand apart, succeed faster, and secure longevity, 
even if they are not the strongest or most talented of artists. 

NEVER FORGET: 
there is always 
someone more 
accomplished than 
you. The moment 
you get a big head is 
the same moment 
reality smacks you 
in the face and 
you realize you are 
not as good as you 
thought you were. 
Be humble.
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All photographers and retouchers think they know about 
copyright, but if that were true, these common myths 
wouldn’t keep resurfacing online. When it comes to the 
high-stakes world of copyright law, we recommend you 
consult an attorney who knows the facts.  

Pro Rule Of Thumb: If you do not have specific permission, preferably written, 
from the owner of a photo, you cannot legally display it on a website, post it 
on your social media profile, copy it, send it around by Email or other means, 
make photos or illustrations derived from it, sell it, or otherwise exploit it.

DISCLAIMER: The following is a summary of important information regarding 
the use and misuse of photos on the Internet. It is not specific legal advice. 
Copyright is a specialized field of law, and there are sometimes exceptions 
to the rules. If you have a specific copyright concern, you should consult a 
lawyer with expertise in copyright issues concerning the use and misuse 
of photos on the Internet.

MYTH 1 "I do not need to register my photos 
with the copyright office, because 
I 'automatically' have copyright at 
the instant I snap the shutter."

This is a serious misunderstanding of the law. Yes, you do own copyright 
without registration. But if you want to protect your photos from theft, 
you should register them with the Copyright Office before you publish or 
distribute them. If you register your photos, you gain powerful remedies 
against infringers. These can include:



• Civil penalties ("damages"). The pirate is on the hook for up to 
$150,000 for each misused photo.

• Attorney's fees: infringer has to pay your attorney's hourly fees 
and all costs such as copies, postage, filing fees, etc.

• Restraining orders, Preliminary and Permanent Injunctions 
against the infringer, and even seizure of the pirate's computer 
equipment in some cases.

An important practical point is that if the photos are registered, you might 
find an attorney to take the case on contingency, which means he takes 
the risk of gambling on a win, rather than you paying him by the hour. Faced 
with a lawsuit over registered images – and an injunction, which would likely 
mean being put out of business forever – many pirates will quickly settle 
up and pay.

By contrast, if you did not register your photos, it is almost impossible, as 
a practical matter, to nail an infringer. To get any damages at all, you have 
to prove how much the pirate made off your particular photos, or exactly 
how much money the theft cost you. Either is almost impossible to prove. 
And you do not recover attorney's fees, so the cost of the lawsuit would 
far outweigh your possible recovery.

So, if you have registered your work, you are in good shape to convince an 
infringer to stop, or to successfully sue him. If you have not registered, you 
probably cannot do anything about pirates.

MYTH 2 "I got the photo off the Usenet 
(newsgroups, social media, etc.), 
so it is in the 'Public Domain.'"

The above demonstrates a misunderstanding of the term 'Public Domain’. 
The term has the specific legal meaning that no one controls the photo, 



anyone can use it as he wishes. There are two ways for a photo to fall into 
the public domain:

• The owner clearly gives up his rights, such as by signing a 
document saying, "I now give up my copyright and irrevocably 
place this work in the public domain", or...

• 75 Years have passed since the owner died.
When an owner posts a photo to Usenet, he does not lose his rights any-
more than he would by publishing the photo in a magazine or on his own 
website. When an owner posts to Usenet, the only license he gives is for 
replication and transmission within the Usenet system. There have been 
many copyright cases involving websites which obtained their content 
from the Usenet – and courts have awarded fines in the millions of dollars 
against the pirates.

In addition, photos are often posted to Usenet against the owner's wishes, 
for example the many infringing copies of work owned by Playboy, Pent-
house, and top photographers. Such posts are themselves violations of 
copyright. Obviously, if the original post to Usenet was illegal – as many 
are – subsequent copying and misuse are equally illegal.

In short, taking photos from Usenet and using them elsewhere, such as 
on a website, is copyright infringement, and you risk the severe penalties 
of piracy.

MYTH 3 "My website or blog post is 
'Fair Use', so I haven't violated 
copyright."

"Fair use" is a legal "defense" against a claim of copyright infringement. It 
was created to allow use of copyright material for socially valuable pur-
poses such as commentary, parody, news reporting, education and the 
like, without permission of the copyright holder. A typical instance would 



be a brief quotation from a book as part of a book review. Uses allowed by 
"Fair Use" are normally a small part of a work and include an author credit 
and attribution. Fair uses are generally for non-profit purposes.

Fair use is rarely allowed where the use competes directly with the work 
or harms its commercial value.

Most fair use situations involve text. It is difficult to imagine any situation 
involving the Internet where someone copying a photo could claim the fair 
use defense. In typical infringement activities, such as unauthorized posting 
to Usenet, stocking websites from Usenet trolling, scanning from Playboy 
magazine, or simply copying from other websites, the fair use doctrine does 
not apply because the pirate is taking 100% of the work, not acknowledg-
ing the creator, hurting the work's market value, or competing directly with 
the creator or licensed users of the work, among other reasons.

So if you are a photo pirate, do not even think about the fair use doctrine. 
In your context, it is a myth. Your lawyer will laugh at you, and the judge 
might not have a sense of humor where thievery is concerned.

MYTH 4 "If it does not have a copyright 
notice on it, it is not copyrighted, so 
I can use it freely."

This myth results from past law and misunderstandings of past law being 
passed along. In virtually all cases, photo copyright is valid whether or not 
there is a copyright notice.

A copyright notice has two main functions. First, it warns off at least a few 
would-be pirates that the work is not to be stolen. Second, it has some 
useful legal effects because it prevents the infringer from claiming he 
was making an "innocent" mistake. The copyright notice may be omitted 
because the owner or legitimate user does not want to deface the photo, 
or even because an intermediary infringer has deliberately removed the 



notice. (Removing a copyright notice is itself a serious legal violation.) And 
of course, if someone has illegally scanned and posted Playboy pictures 
or the like, there will not be a notice. However, the absence of a copyright 
notice does not change the fact that a work is copyrighted.

We are reminded of an anecdote about a thief who stole a bicycle from a 
public place. When caught by the owner, the thief protested: "I didn't know 
that it was your bike!" "You sure as blazes knew that it wasn't yours!” replied 
the owner.

A proper notice has the © mark, or word "Copyright" or abbreviation "Copr."; 
the year; and the name of the owner. For example, if this author took and 
published a photo in 2000, it might be marked, "© 2000 David L. Amkraut" 
or "Copyright 2000 David L. Amkraut" or "Copr. 2000 David L. Amkraut". 
You can add "All Rights Reserved" if you want – it has no real significance 
in the U.S. and many other countries, though there are some countries in 
which it bears some meaning.

The commonly seen parentheses "(c)" instead of the proper copyright mark, 
“©", has no legal significance and may invalidate the notice. So, if you do not 
see a copyright notice, do not assume the photo is yours to use; someone 
owns copyright and you have to get his permission before using it.

MYTH 5 "If I am not making money off 
the photos, I am not violating 
copyright."

Copyright infringement is not excused if you are doing it for some reason 
other than profit, such as malice or the collectivist notion that an individual's 
creative work "should be free for all to share." These are the typical motives 
of some people who post thousands of Playboy photos to newsgroups.

The court may fine you more or treat you more harshly if you have a profit 
motive, but you can still get punished – and badly – if your actions are 



harming the commercial value of the infringed pictures, if you infringed 
"knowingly" or "willfully," or if the judge thinks it’s appropriate to "send a 
warning" to discourage other would-be infringers.

Violating copyright is illegal whether you do it for money, love, competitive 
advantage, malice, or any other reason.

MYTH 6 "I'll win. I have a lot of rights in 
court. And they cannot do much to 
me anyhow."

Very wrong. A pirate is far more likely to be sued in civil court than to be 
arrested and criminally charged. As a civil defendant, you have far fewer 
rights than in a criminal case. The Plaintiff only has to convince the judge 
that he is more right than you are. He does not have the heavy burden of 
"beyond a reasonable doubt," as he would in a criminal case.

A copyright Plaintiff does not have to prove much to win. He just needs to 
show two things: (1) Ownership of the copied work; and (2) Copying or other 
misuse by the Defendant. He proves the first by showing his Certificate of 
Registration from the Copyright Office. He proves the second by showing 
his photos and your infringing copy side-by-side. End of story.

And a copyright suit, in federal court, moves surprisingly quickly. You could 
be slapped with a restraining order immediately after the suit is filed, mean-
ing an end to your infringements under threat of arrest for contempt of 
court. For technical reasons having to do with the copyright law and federal 
rules of procedure, final judgments may be reached within a few months.

Perhaps you think you can charm or fool a jury? If the facts and issues 
are clear – and they generally are in such cases – the judge will decide the 
case. You will never see a jury. Think you can fight it? Talk to a copyright 
specialist attorney and think of paying by the hour for what will probably 



be a hopeless defense. And do not forget, Mr. Pirate, that when you lose 
you will also be stuck for the Plaintiff's legal fees.

Can they "do much" to you? Copyright penalties have been called "nuclear." 
Penalties of up to $150,000 per photo are permitted. And an injunction, 
which, depending on your business method, may put you out of business 
forever, is likely. Do not assume you can successfully defend a legitimate 
copyright case, especially when registered photos are concerned. As a rule 
of thumb, if you get caught, better try to settle cheap and quickly.

MYTH 7 "Copyright violation is not a crime – 
it is just a quarrel between two 
businessmen."

Wrong. Copyright violation is a crime as well as a civil wrong. Read the splash 
screen disclaimer at the start of any video you rent if you think otherwise. 
Or talk with an FBI agent. Most of the copyright cases we see are federal 
felonies, as well as civil law violations. In addition to the severe civil and 
criminal penalties of copyright violations, the same acts leave the pirate 
open to additional civil and criminal charges, for wrongdoing like "unfair com-
petition," and violation of the "No Electronic Theft" law and other statutes.

We are not saying that a pirate can expect to be arrested by FBI agents 
for his theft of photos. But it is a possibility, especially if the FBI responds 
to demands for action against Internet pirates and begins pursuing such 
cases more actively, and especially if the pirate is infringing on a large scale 
or infringing work owned by a large corporation.

SUMMARY
Unless you have specific permission, you cannot distribute, copy, pub-
licly display, sell, or otherwise exploit or commercially use someone else's 



photos. Photos posted to the Internet are not yours to use. They are not 
in the "public domain." In fact, with extremely rare exceptions, no recently 
created photo is in the public domain. The "Fair Use" doctrine almost never 
excuses infringement of a photograph, particularly where the infringing 
use is commercial or where it hurts the market for the photo. Copyright is 
normally valid with or without a copyright notice. Copyright infringement 
is copyright infringement, regardless of the infringer's motive. People who 
infringe photographs are likely to be crushed in court, and even have their 
businesses closed down. Copyright violation may be treated as a serious 
crime as well as a civil wrong. 
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BY REBECCA BRITT

PRACTICAL ADVICE  
FOR BEGINNING 
RETOUCHERS

BEGINNER’s CORNER

Photo & post-production by Chris 
Gonzales of L’Obsession Secrète, 
Wollongong, NSW, Australia



In this edition of Beginners’ Corner, photographer and retoucher 
Rebecca Britt shares some practical advice for those of you just 
getting into retouching. It’s easy to get ahead of yourself when 
you can’t wait to jump in and start enhancing some images, but 
trust us, Rebecca’s salient advice will help you avoid mistakes 
that could otherwise derail your efforts.

aking the first steps in retouching your images can be 
overwhelming, to say the least. With all of the features and 
options available in Photoshop, Lightroom, and the dozens of 
other programs and plug-ins out there, it’s enough to make 
your head spin. With that in mind, this advice should help 
make the transition from shooting to retouching just a little 
easier for those new to the concept. 

S TA RT WITH THE BA SIC S
Starting with the basics may seem like an obvious step in 
learning how to retouch, but in my experience, it’s the step 
that beginners ignore most. All too often, I see aspiring 
photographers/retouchers get ahead of themselves and 
the results can be disastrous. Good results require having 
a good understanding of the basics in whatever program 
you use. In Adobe Photoshop, for example, you should have 
a good understanding of layers, masks, adjustment layers, 
and the various tools in your tool palette before you delve into 
challenging online tutorials or how-to articles. Photoshop is 
an incredibly massive program and jumping into an advanced 
tutorial can easily lead to frustration if you haven’t mastered 
the basics.



PICK THE RIG HT IM AG E 
( A ND S T Y LE )
Another common mistake budding retouchers make is that 
they don’t pick the right image to retouch in the first place.

To create a good retouch you need to start with a good 
image. I know what you’re thinking: But, Rebecca, isn’t 
that the point of retouching? To make an image better?

Yes, of course retouching is a way to make images look their 
best, but if you start with an image that was not photographed 
correctly – perhaps due to bad/improper lighting or a poor 
choice of angle – or that includes a model with unflattering 
or sloppy makeup, then it will be much harder to polish that 
image. And if you are just starting to learn how to retouch, 
working with poor source images will only lead you down a 
path of frustration, not to mention risk delaying your skill 
development.

Yet, even starting with a good source image can lead to 
problems if you attempt a style of post-processing that 
doesn’t match the image. For instance, if you are trying to 
learn how to do a beauty retouch, then you should practice on 
images shot with that kind of retouching in mind. Of course, 
you can (and should) experiment once you have mastered 
several styles of retouching, but using the appropriate style 
for an image can be just as important as picking the right 
image from the start.

COP Y RIG HT INFRING EMENT 
IS  A  NO -NO
Okay, you’ve watched some Internet tutorials and are 
ready to start practicing your retouching skills, but don’t 
have any high-quality images to use for practice. Should 
you just grab some images from Google Images, Deviant 
Art, or some other website? After all, you won’t use them 



for anything other than practicing, so it shouldn’t be big 
deal, right? Wrong.

It ’s not just unethical to alter an image without the 
photographer’s consent – it’s illegal in many countries 
around the world. Always ask for permission from the original 
photographer or copyright holder before editing an image 
that isn’t yours.

There are a ton of great places to find free images for the 
purpose of practicing, including retouchingacademy. com.

SUBTLE T Y IS  KE Y
When learning any new technique, 
first-time retouchers tend to go a 
little overboard. For example, after 
new retouchers learn frequency 
separation, they typically push their 
images so far that the subject’s skin 
has been completely smoothed out, 
defeating the purpose of the technique 
in the first place.

To avoid this mistake, be sure to turn 
your layers on and off frequently as 
you edit so that you can see just how 
much your image is changing with each 
step (dodging and burning, cleaning up 

skin, color adjustments, etc.). Toggling the visibility of your 
layers can help immensely when deciding how much of an 
effect is right for your image. 

Take it slow in the beginning and don’t push your image too 
far. Your images will look better and more natural that way. 
Once you have mastered the basics in Photoshop, then you 
can feel free to experiment and test out more extreme edits.

WHEN YOU STARE AT AN IMAGE FOR 
LONG PERIODS WITHOUT RESTING 
YOUR EYES, YOU INCREASE THE 
LIKELIHOOD THAT YOU’LL MISS 
SOMETHING — COLOR SHIFTS, 
UNEVEN TEXTURE, ETC. — OR 
INADVERTENTLY PUSH YOUR IMAGE 
TOO FAR JUST TO GET IT DONE. 
TAKE “EYE BREAKS” EVERY FEW 
MINUTES. LOOK OUT THE WINDOW.

http://retouchingacademy.com/discounts-useful-sources-for-ra-community/


Check out 
Common Frequency 
Separation Mistakes Which 
Will Ruin Your Retouching 
Results by Julia Kuzmenko 
McKim and Frequency 
Separation Rehab by 
Michael Woloszynowicz 
articles on Fstoppers.

TA KE A B RE A K
This is a step that sometimes even the best retouchers 
overlook, working on the same image for hours without 
taking the time to sit back and rest their eyes.

Focus on something far away. Remind yourself to blink when 
you get back to work. Then, every half-hour or so, be sure to 
get up, walk around, or do another activity for a few minutes. 
This will not only give your eyes another much-needed break, 
it will help reinvigorate you and keep you from sitting still 
for too long.

When you think you have completed your edit, do not post 
it to your social media sites right away. Wait a while, maybe 
even overnight. By waiting to post, you may discover that 
you missed something or that you did too much or too little. 
Either way, giving your edited image some time to “breathe” 
before posting it can help ensure you only share your best 
possible work.

MORE TH A N ONE WAY C A N B E 
THE RIG HT WAY
Photoshop can seem overwhelming to beginning retouchers 
because of its scope and perceived complexity. The good 
news is that you don’t need to master the entire program to 
be a good retoucher – in fact, mastering just a handful of 
basic tools and techniques can take you a really long way – 
and what may have seemed at first to be a dizzying array of 
options, in reality turns out to be nothing more than multiple 
options to achieve the same results. This isn’t complexity 
designed to thwart the beginner; it’s flexibility!

Often, the method you choose to accomplish a step in your 
retouching is more a matter of personal preference than a 
question of better/worse or right/wrong. In Photoshop, there 
is rarely only one right way to accomplish something, and 

https://fstoppers.com/fashion/common-frequency-separation-mistakes-which-will-ruin-your-retouching-results-30913
https://fstoppers.com/fashion/common-frequency-separation-mistakes-which-will-ruin-your-retouching-results-30913
https://fstoppers.com/fashion/common-frequency-separation-mistakes-which-will-ruin-your-retouching-results-30913
https://fstoppers.com/fashion/common-frequency-separation-mistakes-which-will-ruin-your-retouching-results-30913
https://fstoppers.com/originals/frequency-separation-rehab-42129
https://fstoppers.com/originals/frequency-separation-rehab-42129


that flexibility enables every retoucher the opportunity to 
develop his or her own style of working. 

It’s not uncommon to find a number of tutorials that achieve 
similar results using completely different workflows, and 
one may be no more correct than another. That said, I do 
recommend that when seeking more advanced tutorials, you 
look for ones that come from industry professionals whose 
work you respect. This will help give you the confidence to 
learn new skills while avoiding the frustration of having to 
unlearn bad ones.

PR AC TICE IS  THE 
G ATE WAY TO SUCCESS
No one is innately perfect when they try 
something new. Hard work, determination, 
confidence, and realistic expectations are a 
necessary part of mastering any new craft, 
and retouching is no exception. It can take 
years to master it. Your first few images won’t 
be perfect; in fact, they’ll be far from it, but 
that’s okay. It’s part of the process. Just 

keep at it. There is no magic wand, no tutorial or workshop 
that is going to make you a master retoucher overnight. 
Practice is the key. The more you practice and hone your 
skills the more polished your images will be. And don’t get 
discouraged if other people learn faster than you do. Like 
any artistic endeavor, retouching is a personal journey that’s 
taken one step at a time. 

SO, BUST OUT YOUR WACOM 
TABLETS AND PENS AND START 
PRACTICING. THE MORE TIME 
AND EFFORT YOU INVEST INTO 
YOUR SKILLS, THE MORE LIKELY 
YOU ARE TO FIND SUCCESS.

Check out more of Chris’s work at www.obsessionsecrete.com

http://www.obsessionsecrete.com/


BEGINNER’s CORNER

AN INTRODUCTION  
TO THE CLONE STAMP TOOL 

PS Tool Tutorial

BY ALLEN TURNER



The venerable Clone Stamp Tool 
has been a part of Photoshop 
since the program’s humble 
beginnings when the tool did 
little more than create direct 
copies of pixels. It has grown 
in sophistication along with 
Photoshop to become a de facto 
tool in the retoucher’s toolkit. In 
this introduction to the tool, we 
will explore how the tool works 
and its various options, then apply 
this information to some practical 
examples.

WORKING WITH THE 
CLONE S TA MP TO OL
A basic clean-up is typically one of the first 
steps in an effective retouching workflow 
and Photoshop offers an excellent set of 
basic retouching tools for this purpose: the 
Healing Brush Tools, the Patch Tool, and 
the Clone Stamp Tool. Each of these tools 
has its own algorithm geared for specific 
retouching tasks. 

One of the things I’ve noticed is that 
beginner retouchers tend to stick with a 
particular retouching tool simply because 
of their familiarity with it. But to be fast, 
flexible, and efficient, you need to use the 
most appropriate tool for the task.

Among the basic retouching tools, the 
Clone Stamp Tool ranks as one of the most 
important to master because of its unique 
functionality. Other tools and techniques 
may be used somewhat interchangeably, 
but none can replace the Clone Stamp Tool. 

H OW  D O E S  IT  WO R K?
The Clone Stamp Tool copies pixels from 
one part of an image (the source area) to 
another (the destination area). With the 
Clone Stamp Tool selected, hold down the 
Option key (Mac) or ALT key (PC) to switch 
to the sampling target and click on an area 
to use it as your source. Release the Op-
tion/ALT key and paint with the tool to clone 
pixels from the source area to the destina-
tion area. Depending on your tool settings 

Register to download Issue 1 bonus ma-
terials from www.retouchingacademylab 
.com, then share your results and ideas 
with fellow-artists in the Retouching 
Academy community group!

http://www.retouchingacademylab.com
http://www.retouchingacademylab.com
https://www.facebook.com/groups/RetouchingAcademy/
https://www.facebook.com/groups/RetouchingAcademy/
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1 TOOL PRESETS. To optimize your work-
flow, you can create and re-use predefined 

tool presets for various retouching tasks. The 
little gear icon in the top right corner of the 
Tool Presets menu allows you to change the 
size of the icons in this menu, save or load your 
own presets, and access the Preset Manager.

1
2 Size & Hardness 4 Show Overlay, Mirroring 6,8 Opacity, Flow 9 Airbrush 10 Aligned 
11 Sampling 12 Ignore Adjustment Layer

and the task at hand, you may need to paint 
multiple strokes.

The Clone Stamp Tool is most effective 
when you need to preserve both the color 
and texture of your source without blurring 
or softening high-contrast transitions in 
your destination area.  

You can use the Clone Stamp Tool to 
retouch flyaway hairs, especially those hair 
strands that cross other hairs or are in front 
of the face or eyes; correct problems with 
teeth, clean up makeup and fingernails; fix 
outfits and accessories; and more.

In the next few sections, we’ll cover the 
important options and settings that will 
make your work with the Clone Stamp Tool 
even more flexible and that will yield the 
best possible results.

OV ERV IE W
The Clone Stamp Tool is located in 
the Tool bar (Window > Tools) below 
the Brush Tool by default. After se-
lecting the tool, you can modify its 
functions and settings in the Options 
menu (Window > Options).

videos




























PR AC TIC AL 
IMPLEMENTATION
Understanding the various modes and 
options within Photoshop is obviously im-
portant, but now let's take a quick look at 
a couple of common examples that demon-
strate how to use the Clone Stamp Tool to 
retouch and repair images. 

R E MOV IN G  PA R T S 
O F  T HE   IM AG E
In this example, some teeth appear behind 
the lower lip and we've decided we don’t 
want them in the final image. Let’s see 
how we can remove them using the Clone 
Stamp Tool.

PRO TIP:

To keep track of my final retouching 
goal, sometimes I like to use a new blank 
layer above my image's background layer 
to capture my “mark-up” notes. These 
notes include my retouching plan as well 
as which tools I plan to use to achieve the 
outcome I am after.

Tap to watch a quick video

Distracting teeth 

With the Clone Stamp Tool, we can use 
parts of the tongue to remove the offending 
teeth. We need to keep the integrity of the 
texture of the tongue and not create any 
unnatural patterns when cloning. We also 
have to make sure that the outline of the 
lip does not get wobbly or softer than it is 
in the original image. 
We will work with a small hard brush tip since 
we have to deal with quite a bit of texture 
and small details here.  The brush tip size 
should be just big enough to cover the visible 
height of the tooth that we will be replacing.
Since we will make our corrections on a new 
blank layer, the Sampling of the tool can be 
set to All Layers or Current & Below. Sample 
from the nearby tongue surface and replace 
the teeth, careful to match the texture, 
luminosity, and color of the surrounding 
areas. We don’t have to be too precise at this 
point to keep the edge of the lip intact – we 
will deal with that in our next step.







Nail - Before

WO R KIN G  WIT H  N A IL S
As with most tasks, there are many ways 
to correct makeup and nail issues in Photo-
shop, but in this example, we will use the 
Clone Stamp Tool again. 

I hope you learned something new in this 
quick introduction to the Clone Stamp 
Tool and are excited to apply what you’ve 
learned to your own images. Just remem-
ber, every image is unique and there is nev-
er only one way to approach a retouching 
challenge, so be sure to practice a variety 
of techniques. 

Tap to watch a quick video

IMAGE CREDITS:
Photo & Retouch: Nico Socha
Model: Maduo Lebang
MUA: Erika Sadlonova

STEP 1 / M A KING 
A SELEC TION
To create a nice, clean edge around the nail, 
we will start by making a relatively sharp 
selection around it, then refine its edge with 
the Refine Edge feature and work within 
this selection to produce quick and accurate 
results. Later, we will add a Layer Mask on 
top of this layer to finalize the outlines of 
the nail.
Use either the Pen Tool or the Polygonal 
Lasso Tool to make the selection around the 
actual nail, not just the nail polish.

http://nicosocha.com/portfolio-2/beauty/beauty/






GLOSSARY

TERMS OF THE TRADE
The retouching industry is no exception when it comes 
to technical jargon, but do you really know the difference 
between a color cast and a color shift or a band-pass filter 
and a band-stop filter? Check out our list of some Terms 
of the Trade and make sure everyone you work with has a 
common and accurate understanding of this basic vocabulary.

COLOR CAST / COLOR SHIFT — Although sometimes intentional, a color cast is 
typically an unwanted tint or shift in color. For example, a photograph taken 
under fluorescent lighting can have a greenish cast if the white balance was 
set to Daylight. Simple color casts can be addressed in-camera while shooting 
by selecting the appropriate White Balance setting, or in post, ideally while 
processing the Raw files. One effective technique for neutralizing color casts 
in Photoshop is to identify the color cast and apply its complimentary color. 
See How to Remove Color Casts In Photoshop for a quick tutorial.

COLOR SHIFTS can occur when converting from one color space or color mode 
to another. For example, global color shifts occur when converting from 
Adobe RGB to sRGB or from RGB to CMYK. Local color shifts can also oc-
cur as a result of dodging and burning, wherein dodged areas may appear 
less saturated than surrounding non-dodged areas and burned areas may 
appear more saturated than surrounding non-burned areas. Such shifts 
require color corrections, and a multitude of color correction techniques can 
be used, depending on the specific issue at hand.

http://en.wikipedia.org/wiki/Complementary_colors
https://www.youtube.com/watch?v=09XC9WGTLyc


GLOSSARY

COLOR CORRECTIONS / COLOR GRADING — Color corrections are often necessary to 
fix issues such as uneven skin tones, color casts, and color shifts. Corrections 
can be made in a Raw Converter and in Adobe Photoshop using a variety of 
techniques, including channel-specific Curves/Levels, Hue/Saturation, Color 
Balance, Selective Color, and Gradient Map adjustment layers, as well as by 
painting on a blank layer set to Hue or Color blending modes.

COLOR GRADING or toning is the process of intentionally shifting the colors in 
an image to achieve a particular style or mood. 

DODGE AND BURN (D&B) — Dodging and Burning is a technique that originated 
in darkroom film days, and was used in printing to manipulate the luminosity 
of an image by brightening (Dodging) and darkening (Burning) select areas. 
A similar approach can be used to edit digital images using various imple-
mentations of this technique in Photoshop. On a macro (global) scale, D&B 
can affect visual interest, enhance overall contrast, and better define an 
object’s form or contour, adding volume and depth to a 2-dimentional image.

On a micro (local) scale, retouchers use D&B to correct detail-level issues 
like skin texture problems.

Macro D&B may also be referred to as “sculpting and contouring,” and micro 
D&B may be referred to as "pixel-level D&B." See The Ultimate Guide to the 
Dodge & Burn Technique for more information regarding the different ap-
proaches to digital image D&B.

COMPOSITING — A process by which artists combine separate visual elements 
to create a cohesive single image using a variety of masking techniques 
and blending modes. Effective composites implement consistent light and 
shadow, depth of field, perspective, and color to achieve believable results.  

https://fstoppers.com/post-production/ultimate-guide-dodge-burn-technique-part-1-fundamentals-9261
https://fstoppers.com/post-production/ultimate-guide-dodge-burn-technique-part-1-fundamentals-9261


GLOSSARY

BANDING — Visually distinct stripes or bands in an image that typically occur in 
smooth gradients, particularly when rendered at low bit-depths (8-bit or lower). 

BLENDING MODES — Blending modes are used to blend the visual data of the 
top layer (blend layer) with that of the underlying layer (base layer); they can 
also be used to change a brush’s behavior.

COLOR BLENDING MODE — The Color blending mode combines the luminance 
of the color(s) in the base layer with the hue and saturation of the color(s) in 
the blend layer.

HUE BLENDING MODE — The Hue blending mode combines the luminance and 
saturation of the color(s) in the base layer with the hue of the color(s) in the 
blend layer. 

SATURATION BLENDING MODE — The Saturation blending mode combines the 
luminance and hue of the color(s) in the base layer with the saturation of the 
color(s) in the blend layer.

MASKING — Masking is a simple but important non-destructive technique 
that enables retouchers to conceal or reveal different parts of an image 
layer, adjustment layer, or layer group in Photoshop. A black mask conceals, 
a white mask reveals. Masks can be created using a variety of painting and 
selection techniques.
Multiple independent masks can be applied to a single layer by creating a 
group that will contain the original layer and its mask, adding a mask to this 
new group, then repeating the process as many times as necessary.



GLOSSARY

FREQUENCY SEPARATION — Frequency Separation (FS) for digital imaging is a 
technique that separates image data into distinct frequency ranges. Typi-
cally, image data is split into two frequencies – low and high – to facilitate 
the correction of micro texture issues on the high frequency layer without 
affecting the color and contour information contained on the low frequency 
layer. Care should be taken when using FS because, as with any technique, 
it can be overused or misused, leading to poor results. Used sparingly and 
in the right circumstances, FS can be a helpful tool in a photographer’s and 
retoucher’s toolkit. See The Ultimate Guide to the Frequency Separation 
Technique for more information.

BAND-PASS & BAND-STOP — Often erroneously used as interchangeable terms, 
a band-pass filter is one that permits a specific range or band of frequencies 
to pass (the passband) while attenuating/rejecting all frequencies outside the 
band. A band-stop filter actually does the opposite: it rejects a specific range 
or band of frequencies (the stopband) while passing all other frequencies. 
For digital image retouching, the Inverted High Pass method to smoothing 
select frequencies is an application of a band-stop filter.

https://fstoppers.com/post-production/ultimate-guide-frequency-separation-technique-8699
https://fstoppers.com/post-production/ultimate-guide-frequency-separation-technique-8699


PRO TIPS Compositing in Photoshop

In this edition of Pro Tips, learn how to photograph 
the elements you want to include in your composites 
and discover a simple, yet powerful approach to 
blending them seamlessly in Photoshop.

COMPOSITING: 
SOME THINGS ARE JUST 
BLACK AND WHITE

BY BRANDON CAWOOD



IN TRO D U C TI O N
When you first enter the world of composite photography, 
the thought of using the powers of Photoshop to combine 
multiple images into one masterpiece may be somewhat 
overwhelming. Masking, cloning, and blending, OH MY! 
However, the truth is that there are many simple tricks that 
can make the task of compositing both more fulfilling and 
much less painful. When it comes to compositing, knowing 
how to use the Multiply and Screen blending modes can 
save you hours of time and frustration – it truly is a matter 
of black and white.

This tutorial will show you how to photograph different ele-
ments for your composites and add them to your images 
in only a few simple steps. This is an effective process for 
anyone from the full-time professional to the first-time Pho-
toshop user. After learning these methods, you should be 
on your way to adding smoke, fog, flames, sparks, bullet 
shells, dust, debris, or any other element your heart de-
sires. Whether you are about to tackle your first composite 
or just looking to add that little extra pizazz to your work, 
follow along and hopefully learn something new! Now, let’s 
get fancy and make something magical!

• Shooting on a white/black background

• Blending Modes

• Adjusting Levels



STEP 1 / SHO OTING YOUR ELEMENT S
Editor’s Note: retouchers who do not shoot their 
own images should consider the information in 
this step when working with a photographer or se-
lecting appropriate stock images for use in their 
composites.

This is the first and most vital step in this 
tutorial. The key is to shoot your elements 
on a solid black background or a solid white 
background. Doing this is going to allow 
you to use blending modes in Photoshop 
to make the background transparent and 
place your elements wherever you want 
them in your image. I recommend lighting 

a white background to ensure even “color” 
across the whole background. A cool trick 
you can use when shooting something 
like flying rocks or debris outside is to 
use a bright, cloudless sky for your back-
ground. In post, you’ll be able to desaturate 
the sky to make it white.
When shooting on a black background, 
you will want to light your elements from 
the side or from behind so you don’t spill 
light onto the background. You want it to 
be as black as possible.



STEP 2 / PREPA RING R AW FILES
After shooting your elements, open your raw files in your raw con-
verter of choice. The key here is to make the background as black 
or as white as possible. Use the exposure, highlights, shadows, and 
blacks sliders. Try to affect only the background. Start with the 
shadows or highlights sliders first. If you are using elements without 
color, such as bubbles or rocks, go ahead and pull the saturation 
down; otherwise, move on to the next step.



STEP 3 / USING B LENDING MODES
This is where it gets easy. If your elements are on a black background, 
then use the Screen blending mode. The Screen blending mode 
makes anything black transparent. Be careful though, because the 
Screen blending mode affects shades of grey as well.
If your elements are on a white background, use the Multiply blending 
mode. The Multiply blending mode makes anything white transpar-
ent, so watch your highlights in your elements if they are white. You 
may have to duplicate your layer and mask back in your highlights. If 
you are seeing the edges of your photograph or anything unwanted, 
just paint over those areas with a black brush for elements on black 
backgrounds or a white brush for elements on white backgrounds.



STEP 4 / A DJ US TING LE V EL S
Sometimes after you apply these blending modes, especially with 
things like fog or smoke, you may notice that the element looks too 
strong. It may leave what looks like a haze over your image. Cor-
recting this problem is easy: simply adjust the levels. I suggest 
using a Levels adjustment layer so that you can change it later if 
necessary. If you are using an element on a black background, you 
are going to want to push the left (blacks) slider toward the middle. 
If you are using elements on a white background, you are going to 
want to do the opposite. You can also play around with the mid-
tones slider as well to further refine the results.



FIN A L  T H O U G H T S
I know there are many readers who already know this technique 
and to them this tutorial may seem very basic. However, this is one 
of my favorite techniques to use when I composite, and one that 
truly has saved me hours upon hours of work. Compositing is one of 
those things that can be very simple or very complex and technical. 
It’s all about how far you want to take your images. Try this tech-
nique and feel free to write and let me know what other composite 
tips you would like to see covered! 



PRO TIPS

ARTIST’S TOOLBOX
WITH BRANDON CAWOOD

CANON EOS 5D 
MARK III BODY
$2,79900

I have been shooting with Canon cameras 
since my very first Canon 400D in 2006. 
I upgraded to a full-frame 5D in 2009 and 
have been upgrading further every 2-3 
years. I have always been happy with my 
Canon camera bodies; none have ever let 
me down.
One of the default settings I always 
change after purchasing a new camera 
is the focus lock function – I re-assign it 
to one of the buttons on the back of the 
camera. This way, I can focus by pressing 
on the focus button with my thumb and 
release the shutter with my index finger. 
This convenient setup, commonly referred 
to as “back-button focusing,” has become 
second nature to me.Tap on the images for more details.

Prices current as of March 2015.

http://www.bhphotovideo.com/c/product/847545-REG/Canon_5260A002_EOS_5D_Mark_III.html


SIGMA 35MM F/1.4 
DG HSM LENS
$89900

The Sigma 35mm f/1.4 is the favorite lens 
in my kit. Even over my Canon L-Series 
lenses. The build quality is amazing and 
beautiful. The images it captures are tack-
sharp! This lens is wide without giving me 
a ton of distortion, which is perfect for 
my composites 75% of the time. I plan on 
purchasing more of the Sigma Art Series 
lenses in the future!

SIVAN HEALTH AND 
FITNESS BALANCE 
FIT CHAIR
$7499

I often sit at my computer for hours at a 
time. As a result, I noticed that my back 
was starting to hurt more and more. I 
decided to invest in a Sivan Balance Fit 
Chair, and I am very happy I did. The 
Balance Fit Chair is basically a chair that 
holds a yoga ball. I have noticed a huge 
difference since switching to this chair.

http://www.bhphotovideo.com/c/product/898831-REG/Sigma_340_101_35mm_f_1_4_DG_HSM.html
http://amzn.com/B009RMAEZI


PAUL C. BUFF 
EINSTEIN E640 
FLASH UNITS
$49995

One of the best moves I ever made as a 
photographer was switching from speed-
lites to studio strobes. I was on a budget at 
the time, but even now I would still invest 
in Einstein strobes. The Cyber Commander 
transceiver enables me to control each 
strobe individually without ever touching 
them. This allows me to shoot without 
an assistant if need be and still keep the 
shoot flowing. These lights can take a 
beating and are super affordable, yet the 
quality is up to par with its more expensive 
competitors. Paul C. Buff also has incred-
ible customer service.

http://www.paulcbuff.com/e640.php


FEATURE Inspiration

https://www.facebook.com/HernandezDreamphography


FRANCISCO ARROYO  

www.fotocreative.es

https://www.facebook.com/pages/fotocreative/454529334567393
https://www.linkedin.com/in/fotocreative
https://500px.com/fotocreative
http://www.fotocreative.es


EVELYN BENCICOVA  

https://www.facebook.com/pages/Evelyn-Bencicova-photography/512209952127627?fref=ts
http://instagram.com/evelyn_bencicova
https://www.behance.net/evelynbencicova
http://evelynbencicova.tumblr.com/


VOODICA PHOTOGRAPHY

https://www.facebook.com/Voodica
https://500px.com/voodica


ULI STAIGER  

www.dielichtgestalten.de

https://www.facebook.com/uli.staiger
https://www.behance.net/uli_staiger
https://500px.com/Uli_Staiger
http://www.dielichtgestalten.de


APIX 10

www.apixten.com

https://www.behance.net/apixten
http://www.apixten.com


www.andreyapopov.com

ANDREY POPOV

https://www.facebook.com/AndreyPopovPhotography
http://www.andreyapopov.com


FELICIA SIMION

www.feliciasimionphotography.com

https://www.facebook.com/felicia.simion.photography
https://instagram.com/feliciasimion/
https://500px.com/feliciasimion
http://www.feliciasimionphotography.com


ISMAIL INCEOGLU 

www.17thstudio.com

https://www.facebook.com/17thStudio
http://www.17thstudio.com


MARTIN STRAUSS 

www.straussfoto.de

https://www.facebook.com/menschenfotograf.martin.strauss
http://www.straussfoto.de


Submissions For Future Issues

Get published in [RE]TOUCHED and have your work seen by thousands of creative 
professionals. For details, please visit our Submissions page.

Your copyright remains your own

http://www.retouchedmag.com/submissions/
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