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CAM TECHNIQUE
About This Methodology

CAM Technique® is a structured professional methodology for
makeup application designed specifically for camera-based visual
environments. It rests on a single principle: the camera does not
perceive a face the way a human observer does, and makeup intended
for the recorded image must therefore be designed for the camera
rather than for the room.

The methodology integrates four areas of technical knowledge: the
behavior of light and its interaction with facial structure, the optical
characteristics of camera systems, the material science of cosmetic
formulation, and structural facial correction through the RIO
framework of Reinforcement, Integration and Optimization.

It is presented here as a working system rather than a set of stylistic
recommendations. Every principle in this guide is intended to be
applied, tested against the camera output, and adapted to the specific
conditions of a production.

About the Author

Polina Kuzmenkova is an internationally recognized makeup artist,
licensed California cosmetologist and beauty educator based in Los
Angeles, and the author of CAM Technique®. Her professional
credentials include MAC PRO Artist and MAKE UP FOR EVER PRO
Artist status, certification as an international judge by the
International Beauty Judging Academy (IBJA), and service as an official
judge of the World Beauty Championship (WBC XVII).

Her competitive and industry recognition includes first place at the
World Beauty Championship 2020 (Master category), Young Talent of
the Year at the IBA International Beauty Awards 2021, Makeup Artist
of the Year at the IBA International Beauty Awards 2023, and the
National Business Awards 2026 title of Beauty Innovator in Makeup
Arts.

Her production work spans fashion, film and editorial: lead makeup
artist at Los Angeles Fashion Week (2023 and 2026), Paris Fashion
Week 2026 at the Maison de I’Amérique Latine, official backstage
makeup artist at Florida Men’s Fashion Week 2026, lead makeup artist
on the feature film Paradox Effect (2024), editorial work for Playboy
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Netherlands, and campaigns for 11Nil and Dolce Cabo. She is the
author of two peer-reviewed scientific publications on camera optics
and cosmetic material behavior, indexed in Google Scholar (see
References [12] and [13]).

She developed the methodology presented in this guide in daily
professional practice in Tyumen, Russia, as lead makeup artist for the
television channel Tyumenskoye Vremya, where she prepared the
channel presenters for live broadcast, and as a makeup artist and brow
specialist at the Tu Cara and Brow Bar salons, before formalizing it as
CAM Technique® and continuing its development in Los Angeles.
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FOREWORD

In more than three decades as a unit still photographer on American
feature film and television productions, I have watched makeup
succeed or fail in front of the lens on every kind of set. I worked with
Polina Kuzmenkova on three productions between 2023 and 2025,
covering bridal, agency test and corporate photography, and the most
consistent feature of her work was its predictability: the makeup
performed in front of the camera exactly as she said it would before we
began shooting. The methodology set out in this book moves the
technical work upstream, into the makeup itself, so the image arrives
at the lens already prepared for the sensor. It is the kind of structured,
reproducible practice this industry needs more of.

Darren Michaels, SMPSP

Unit Still Photographer - Full Member, Society of Motion Picture Still
Photographers - Member, International Cinematographers Guild, IATSE Local
600 - Los Angeles, California

I have trained more than a thousand makeup artists, and the hardest
thing to teach has always been how makeup behaves in front of a
camera. After a professional review of CAM Technique, our studio
integrated the methodology into its training curricula and commercial
work standards in 2023, and it has been in daily use ever since. This
book puts on paper the system our profession has been missing.

Ulker Safarova
Founder and Lead Educator, Ulker Beauty Studio - Tyumen, Russia
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PREFACE

Camera-based media has become the way we communicate.
Photography, video, digital platforms, high-resolution streaming and
Al-generated imagery have changed how the human face is seen,
recorded and judged. Professional makeup education has not kept
pace. It still teaches techniques built for live, in-person viewing rather
than for the camera.

Makeup for camera is usually treated as a variation on traditional
makeup, held together by intuition, personal experience and rules
passed informally between artists. That is no longer enough. High-
resolution sensors, complicated lighting and digital post-processing
expose weaknesses in an application that the naked eye never sees.

I developed CAM Technique® (Camera-Adaptive Makeup
Technique) to close that gap. It is a structured, camera-centered
methodology that draws on optics, the behavior of light, cosmetic
material science and facial architecture to produce consistent,
predictable results across photographic and video formats.

This is not a beauty guide, and you will not find trends or stylistic
preferences in it. It is a working manual that explains why certain
decisions hold up on camera and how to adapt an application to
different visual environments on purpose rather than by luck.

The purpose of this guide is threefold:

® to define camera-adaptive makeup as a distinct professional
discipline,

® to formalize CAM Technique® as a reproducible methodology,
@® to provide makeup artists with a technical framework

applicable to photography, video production, digital media and
high-definition imaging.
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I have written this for professional makeup artists, educators,
content creators and industry specialists who work with camera-based
imagery and want to understand, technically, how makeup performs
on screen.
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OFFICIAL DEFINITION OF CAM
TECHNIQUE®

CAM Technique® (Camera-Adaptive Makeup Technique) is a
structured professional methodology for makeup application built
specifically for camera-based visual environments.

It rests on a single principle: the camera does not see the way you
do. The methodology accounts for optical distortion, loss of depth,
light absorption, reflection behavior and the way a sensor interprets
color.

CAM Technique® integrates:

@ optical principles of light direction, intensity and reflection,

@ cosmetic material science, including pigment behavior and
particulate interaction with light,

@ structural facial correction adapted to camera perception,

® controlled density and layering techniques optimized for high-
resolution imaging.

Traditional approaches try to reproduce a natural appearance in the
room. CAM Technique® does not. It prioritizes visual accuracy,
structural clarity and tonal balance as the camera records them.

You can apply it across formats, from photography and video
production to digital platforms, close-up work and high-definition
environments. What it gives you is a repeatable system, so you can
predict and control how an application translates from the face in front
of you to the image on screen.

10
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DEVELOPMENT HISTORY OF
CAM TECHNIQUE®

CAM Technique® did not appear as a finished system. I built it in
stages, over several years of daily work in front of cameras, moving
from practice to published research, from research to a formalized
methodology, and from methodology to documented adoption by other
professionals. The record below sets out that development in order.
Origins: television and salon practice. The methodology began
in daily professional work in Tyumen, Russia, before it had a name. As
lead makeup artist for the television channel Tyumenskoye Vremya, a
division of the state broadcasting company GTRK Region-Tyumen, I
prepared the channel presenters for live broadcast. That work meant
facing intense studio lighting, high-resolution broadcast cameras and
shooting blocks long enough to expose any instability in a product,
every working day. Live television allows no second attempt and no
retouching: whatever the lighting does to the makeup goes on air. In
parallel I worked as a makeup artist and brow specialist at the Tu Cara
and Brow Bar salons, where I was recognized as a top makeup artist in
2021, and where a continuous flow of clients photographed for
commercial and personal use let me test the same principles outside
the broadcast studio. These two environments produced the
observations everything in this guide rests on: that the camera does
not see what the eye sees, and that the difference is systematic enough
to be worked with deliberately rather than corrected after the fact.
2020: Research foundation. In November 2020 I published a
peer-reviewed article on camera optics and facial perception,
examining how lens focal length, shooting distance and perspective
distortion systematically alter perceived facial proportions, and
deriving principles of adaptive makeup correction for recording
conditions. The article carries my professional affiliation at the time,
the Tu Cara and Brow Bar salons in Tyumen. See References [12].
2021: Material science and formalization. In August 2021 I
published a second peer-reviewed article documenting the behavior of
cosmetic products under studio lighting: chemical composition, light
reflection and thermal response. The research question came directly

11
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from the broadcast studio, where heat and continuous light change
how a product performs over the course of a shooting day. See
References [13]. In the same year I consolidated the accumulated
principles under the name CAM Technique.

2022: First documented transfer. From January 2 to 4, 2022 1
delivered the methodology as a three-day individual mentorship
program to a practicing makeup artist and educator. That was the first
documented transfer of the system to another professional. The
curriculum of that program, covering camera perception, light
physics, cosmetic material behavior, structural correction and the
applied workflow, is the structure this guide follows in Parts I to VI.

2023: Institutional adoption. A professional beauty studio and
makeup school integrated CAM Technique® into its training curricula
and commercial work standards, where the methodology remains in
use. In the same period I applied the methodology on professional
productions in California, in collaboration with veteran motion picture
photography professionals.

2024 and 2025: Production practice and technical disclosure.
I applied the methodology across film, editorial, fashion and corporate
production in Los Angeles. I documented its core frameworks, RIO
Correction and the five proprietary visual systems, in a formal
technical disclosure, and a patent application was filed and remains
pending.

2026: Certification and publication. The CAM Technique®
Certified Partner Program opened the methodology to studios and
educators under license (see Appendix F), and this guide, the first
complete published statement of the system, was released.

12
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PART I. Camera as a Visual
Environment

13
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CHAPTER 1

The Emergence of Camera-Adaptive
Makeup as a Professional Discipline

1.1 The Shift Toward Camera-Based Visual Culture

Over the past two decades, visual communication has changed
fundamentally. We used to be seen in person; now we are seen through
a lens. Photography, video, social platforms and high-definition
streaming have become the main channels through which faces are
viewed, judged and remembered.

The face is no longer experienced primarily in three-dimensional
space. It is experienced as a recorded, processed, displayed image,
and that image is held to standards that have little to do with how we

look across a table.

Despite this transformation, professional makeup practices have not
evolved at the same pace.

1.2 The Gap Between Traditional Makeup and
Camera Reality

Most makeup education is built for live environments: stage, editorial,
everyday wear. Those approaches depend on how the human eye reads
depth, color and texture in real space.

When applied to camera-based contexts, these principles often
produce inconsistent results.

Makeup that appears balanced in person may:

@® lose structural definition on camera,

@ appear uneven in tone,

14
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@ reflect light unpredictably,

@ fail under high-resolution conditions.

The gap is not a matter of poor technique. It is a mismatch of
method. Traditional makeup was never designed to account for
camera optics, sensor behavior or controlled lighting.

1.3 The Rise of High-Resolution Imaging

Advancements in camera technology have significantly increased the
demands placed on makeup application.

Modern imaging systems, whether a smartphone, a professional
camera or cinema equipment, work at high and ultra-high resolutions.
They capture:

@® micro-level skin texture,
@® subtle tonal inconsistencies,
® product buildup and layering,

@ reflective irregularities.

Distribution amplifies all of it. Close-up framing, zoom and high-
definition displays reveal details that used to go unnoticed.

As a result, makeup is no longer evaluated only by aesthetic
standards, but also by technical performance under recording
conditions.

1.4 The Limitations of Intuitive Practice

15
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Without a formal methodology, makeup for camera has been learned
the slow way: trial and error, informal guidance and gradual
adaptation over years of work.

While experience remains valuable, this approach presents several
limitations:

@ lack of consistency across different environments,
@ difficulty in predicting outcomes,
@® dependence on post-production correction,

@ inability to transfer knowledge systematically.

Without a structured framework, results remain variable and
difficult to reproduce.

1.5 The Need for a Systematic Approach

The increasing complexity of camera-based environments requires a
shift from intuitive practice to structured methodology.

A systematic approach to makeup for camera must address:

® how light interacts with skin and cosmetic materials,
@® how camera sensors interpret color and texture,
® how facial structure is altered through optical compression,

® how different media formats affect visual output.

16
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This approach transforms makeup from an interpretive art into a
controlled visual process.

1.6 The Foundation of CAM Technique®

CAM Technique® (Camera-Adaptive Makeup Technique) was
developed to provide this systematic framework.

The methodology starts from the idea that makeup should be
designed for the recorded image, not for the room. It draws on several
disciplines:

@® optics and light behavior,
@® cosmetic formulation and material science,
@ structural facial analysis,

@® camera and lens characteristics.

None of this replaces artistic judgment. It supports your judgment
with decisions you can predict, repeat and explain.

1.7 Redefining the Role of the Makeup Artist

As camera-based media becomes the dominant form of visual
communication, the role of the makeup artist expands beyond
aesthetic execution.

The makeup artist becomes responsible for:

@ ensuring structural clarity of the face on camera,

@® controlling how materials interact with light,

17
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@® adapting application to technical conditions,

@ anticipating how the final image will be recorded and
displayed.

This role requires a hybrid skill set that combines artistic sensitivity
with technical understanding.

1.8 Camera-Adaptive Makeup as a Distinct Discipline

Given all of this, makeup for camera should no longer be filed under
general makeup practice. It is a distinct professional discipline with its
own principles, tools and methods.

Recognizing camera-adaptive makeup as a separate field allows for:

@ clearer standards of practice,
@® more effective education and training,
@® improved consistency in professional results,

@® alignment with technological advancements in visual media.

CAM Technique® formalizes this discipline, providing a structured
approach that responds to the demands of modern imaging systems.

CHAPTER SUMMARY

@ Visual culture has shifted toward camera-based perception

18



CAM TECHNIQUE

@® Traditional makeup methods are not sufficient for modern
imaging environments

® High-resolution technology increases technical demands on
makeup

@® Intuitive approaches lack consistency and predictability

® CAM Technique® introduces a structured, interdisciplinary
methodology

This chapter lays the conceptual groundwork for treating makeup as
a camera-adaptive discipline. The chapters that follow build the
technical principles on top of it.

19
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CHAPTER 2

Purpose and Structure of This
Methodological Guide

2.1 Defining the Scope of the Guide

This book is a methodological framework for makeup application in
camera-based environments. It is not a source of stylistic direction,
trend analysis or aesthetic preference.

The focus throughout is functional: how makeup behaves under
recording conditions, which means controlled lighting, high-resolution
capture and digital processing.

The scope of this guide is limited to:

® photographic and video production,
@ digital content creation,
® close-up and high-definition environments,

® professional and semi-professional camera use.

Makeup intended exclusively for live, unrecorded settings falls
outside the primary focus of this methodology.

2.2 Intended Audience

I have written it for professionals working in any field where the face is
captured, processed and distributed through camera-based media.

The intended audience includes:

20
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@® professional makeup artists,
@® educators and trainers in makeup and visual disciplines,
@® content creators working with video and photography,

@ visual production teams seeking consistency in on-camera
appearance.

The material assumes you already know how to apply makeup. What
it introduces is a structured approach, and that structure may differ
from the way you were trained.

2.3 Methodological Positioning of CAM Technique®

CAM Technique® is presented in this guide as a systematic and
reproducible methodology, rather than a collection of techniques.

The method is built on the integration of multiple domains:

@ optical behavior of light,
@® cosmetic material properties,
@® structural analysis of the face,

@® camera and lens characteristics.

Every chapter feeds into one system. Product choice, application
density, correction placement and texture control are not separate
decisions; they are variables inside a single visual outcome.

2.4 Structure of the Book

21
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The structure of this guide follows a progressive logic, moving from
foundational principles to applied methodology.

Part I introduces the camera as a visual system and explains
how it differs from human perception.

Part II examines the behavior of light and its interaction with
the face.

Part III focuses on cosmetic material science and formulation
behavior.

Part IV presents structural correction through the concept of
RIO Correction.

Part V addresses color translation and visual balance.

Part VI outlines the practical implementation of CAM
Technique®.

This sequence reflects the order in which variables affect the final
image, from external conditions to applied technique.

2.5 How to Use This Guide

This book is intended to function as both a theoretical reference and a
practical working tool.

It can be approached in two ways:

Sequentially, to build a complete understanding of the
methodology from first principles to application.

Selectively, by consulting specific chapters relevant to a
particular technical challenge.

22
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Because the methodology works as an integrated system, applying
one idea in isolation tends to give you partial results. It performs
properly when you use it as a whole.

2.6 Terminology and Conceptual Consistency

Certain terms used in this guide differ from conventional makeup
language.

For example:

® “density” refers to optical sufficiency rather than product
thickness,

@ “structure” refers to visual readability rather than anatomical
form alone,

@ “correction” refers to adaptation for camera perception, not
aesthetic alteration.

These distinctions are intentional. They establish a consistent
conceptual language necessary for describing makeup as a technical
process.

2.7 Limitations and Variables

While CAM Technique® provides a structured approach, it does not
eliminate variability.

Final visual outcomes depend on multiple external factors,
including:

@ lighting conditions,

@ camera settings,

23
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® lens characteristics,

@® post-production processes.

The methodology exists to reduce unpredictability, not to remove
your judgment from the process. You will still need to adapt on the day.

2.8 Positioning Makeup as a Controlled Visual
Process

This guide positions makeup as a controlled and measurable
component of visual production.

Rather than relying on subjective evaluation alone, CAM
Technique® introduces a framework in which:

@® outcomes can be anticipated,
@ variables can be adjusted,

@® results can be replicated.

This shift aligns makeup practice with the technical demands of
contemporary media production.

CHAPTER SUMMARY

® This guide focuses on functional performance in camera-based
environments

@ It is intended for professionals working with recorded visual
media

24
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® CAM Technique® is presented as a structured,
interdisciplinary system

® The book progresses from theory to applied methodology

® Terminology is adapted to reflect technical processes

This chapter sets out the purpose, scope and structure of the book,
and the framework through which the methodology is presented.

25
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CHAPTER 3

How the Camera Perceives the
Human Face

3.1 Biological vs. Mechanical Vision

To understand how the camera sees a face, start with one distinction:
human vision and camera imaging are entirely different processes.
They produce different outputs, respond differently to light, and ask
different things of your makeup.

Your eye is an adaptive biological system. It adjusts continuously to
changing light, compensates for differences in contrast and reads
depth through two eyes working together. Your brain then
reconstructs a coherent three-dimensional picture, filling in detail,
correcting for shadow and folding in everything it knows about
context.

A camera sensor works mechanically. It samples light values at fixed
intervals across a flat surface, runs them through processing and
produces a two-dimensional file. It cannot adapt in the moment the
way your eye does. Whatever the sensor records is what ends up in the
image (see Figure 1).

26
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FACIAL COMPRESSION ZONES MAP

Compression risk across the face under camera capture and its impact on structure, dimension, and detail.

HIGH COMPRESSION ZONES
(Most prone to flattening)

STRUCTURAL RETENTION ZONES
(Maintain shape and dimension)

Center Forehead
Broad, flat area. Prone to
flattening and shine.

Orbital Socket
Natural shadow preserves depth.
Avoid over-brightening.

@ esalsidewal

Retains structure. Critical
for nose definition.

@ checkbone Undersice
Natural shadow creates lift

and contour.

@ owperimeter

Maintains lower-face structure.
Essential for facial balance.

COMPRESSION RISK KEY

D High

t likely to flatten

or over-made-up look, and

APPLICATION STRA' % % OUTCOME

@ « Protect high comres: ith low-reflectivi - = Balana ion zones
- sy Soft blending and tone control. i 2
> n o orlighten. %

face translates beautifully on camera.

Figure 1. Facial compression zones. The red areas flatten first when the face is
recorded; the blue zones hold their structure longest. Reproduced at full page
size in Appendix D, p. 152.

This difference is the foundation of everything that follows. Makeup
designed for the human eye will not automatically hold up on camera,
because the two systems are asking for different things.

3.2 How the Human Eye Processes Depth and Color

Your visual system reads depth through several channels at once: the
slight offset between your two eyes, the way objects shift as you move,
and everything you have learned about how space behaves. Two eyes
set slightly apart give you overlapping views, and from that overlap
your brain calculates distance and volume. The result is a three-
dimensional model of the face, updated continuously.

Color perception is just as dynamic. Your eye shifts its sensitivity to
suit the light around it. Skin looks natural in a warm room because
your visual system quietly compensates. Move into cool light and it
compensates again. Your brain normalizes color across an enormous
range of conditions, so what you perceive stays consistent even when
the light does not.

27
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This is why small imperfections, minor tonal inconsistencies and
slight asymmetries often go unnoticed in person. Human vision
absorbs and corrects a great deal of what a camera will faithfully
record.

3.3 How Camera Sensors Record Light and Color

A sensor is millions of light-sensitive pixels, each recording brightness
within a fixed dynamic range. Unlike your eye, it cannot hold full detail
in the brightest and darkest parts of a scene at the same time without
help. When it runs out of range, you get clipping: bright areas turn
pure white with nothing left in them, and deep shadows turn pure
black.

Color arrives through a Bayer filter, which assigns red, green or blue
to individual pixels and then interpolates between them to build a full-
color image. What you get is an approximation rather than an exact
record. Subtle tonal transitions that your eye reads without effort can
be lost, compressed or shifted along the way.

Sensors also hold a fixed white balance unless someone changes it. A
warm source will push the whole scene warm; a cool one will lay blue-
green over everything. The camera will not quietly neutralize those
shifts the way your eye does, and that has direct consequences for how
skin and cosmetic color appear in the footage.

3.4 Loss of Depth and Dimension on Camera

The biggest difference between seeing and recording is the loss of the
third dimension. The camera compresses a three-dimensional face
onto a flat plane. Volume, shadow and distance all collapse into light
and dark values on a single surface.

In the room, the natural shadows on a face carry that information:
under the cheekbones, along the nose, beneath the brow ridge. Your
brain reads them as structure without being asked. On camera the
same shadows often fall short. Without enough light absorption, the
face loses its definition and reads as flat and undifferentiated.
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You will see this most clearly in two situations: frontal lighting,
which erases most natural shadow, and high-key work, where the
exposure is set to lift darkness out of the frame. In both, the structural
cues that define a face in person are weakened or gone.

CAM Technique® answers this with structural reinforcement:
depth, shadow and highlight you build deliberately so the camera has
dimensional information to read, even when the natural shadows
cannot supply it.

3.5 Color Interpretation Differences Between Eye
and Camera

Your eye reads color in context. A neutral gray looks slightly cool
beside a warm tone and slightly warm beside a cool one. This is
simultaneous contrast, and it means you never perceive a color in
isolation. Whatever surrounds it changes it.

A sensor records light values directly, and the surrounding context
has little of the adaptive influence your eye applies. So colors that sit
together comfortably in person can read as discordant on camera,
especially where neighboring tones are high in contrast.

For makeup this has specific consequences. A product that looks
warm and flattering in the room can read orange or oversaturated on
screen. Colors you blended to sit smoothly together can show a visible
line under the wrong combination of light and sensor. The camera
gives you none of the perceptual smoothing your eye provides for free.

3.6 The Camera as a Flat Recording Surface

Treating the camera as a flat recording surface, rather than as a stand-
in for a human observer, is central to the whole methodology.

A recorded image then passes through conditions that live
perception never faces. It may be compressed in transmission, shown
on a screen calibrated differently from yours, viewed at any size or
distance, or reworked in post-production. Every one of those variables
changes what the audience finally sees.
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Makeup applied without accounting for them will perform
inconsistently from one screen to the next. Something that looks fine in
a video preview can look quite different on a high-resolution monitor,
on a phone, or after a social platform has compressed it. Treat the
camera image as a processed output you are designing for, not as a
faithful record of the room.

3.7 Implications for Makeup Design

The perceptual differences between human vision and camera imaging
have direct practical consequences for makeup application.

Structure you can see may still be too little for the camera. Depth
that looks natural in person can disappear under flat light. Color that
sits harmoniously live can shift on the sensor. Texture that seems
refined at arm's length can read as uneven once it is magnified.

None of these are failures of technique in the usual sense. They are
what happens when methods built for one perceptual system, human
vision, are applied to another, the camera sensor. Resolving that
mismatch is what this methodology exists to do.

Every decision in this book comes back to one question: how will this
look in the recorded image? Not in the mirror, not in natural light, but
through this camera under these conditions.

CHAPTER SUMMARY

@® Human vision is adaptive and three-dimensional; cameras are
mechanical and flat

® Camera sensors record absolute light values without
perceptual compensation

® Depth and dimension are lost in the compression from three
dimensions to two

® Colorisrecorded as fixed values, not interpreted relative to
context

® Makeup must be designed for the camera image, not for live
perception
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This chapter sets out why camera-adaptive makeup needs its own
methodology. The chapters that follow build on it, working through the
specific technical variables involved: light, material science and facial
structure.

31



Camera Types and Their Impact on
Makeup Performance

CHAPTER 4

4.1 Variability of Camera Systems

Cameras do not all see a face the same way. Sensor size, processing
algorithms, lens construction and compression each pull the final

image in a different direction (see Figure 2).

POLINA KUZMENKOVA

CAMERA SYSTEMS AND THEIR IMPACT ON MAKEUP

Key camera and sensor characteristics that influence image rendering and makeup strategy.
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Figure 2. Camera systems and their impact on makeup. Sensor size, dynamic
range and processing all change how one application reads on screen.

Flattens contrast
and depth.
Simplicity wins.

BROADCAST / ENG

(2/3" Sensor)

‘Dol

2/3" €CD / CMOS

(=11 x8mm)

Low to Medium

Moderate
(HD=4K)

Fixed zoom lens

Large DOF

Very deep

(Mostly in focus)

Standardized
Broadcast safe

Reduce shine,

strengthen contrast,

&5

,  COREPRINCIPLE

simplify.

~ Makeup must work in harmony

ACTION CAMERA
(Wide Angle)

Very small CMOS
(=123 =137

o0
Low

Low to Moderate
(1080p=5.3K)

Ultra wide
Very deep DOF

Very deep
(Hyperfocal)

High contrast
Vivid eolors

Matte, durable,

Wwater/sweat resistant.

Avoid heavy detail.
Exaggerates texture

& distortion.
Matte and strong.

‘@D”a

WWWWWW

i ol

Varies widely

(from 1/2.3" to Full Frame)

Medium to High

Moderate to High
(@K-8K)

Wide to mid telephoto
Varies by drone

Moderate to deep
Varies with altitude

Natural to vivid
Depends on profile

Long-wear,
wind/temperature proof,
Avoid weight.

e
reality and the

Reproduced at full page size in Appendix D, p. 153.

As a result, makeup that performs effectively in one recording
environment may produce inconsistent or undesirable results in

another.

Treat the camera as a primary variable, then. Density, structure and
material choice all shift depending on what you are shooting with.

4.2 Smartphone Cameras: Computational Imaging

and Contrast Enhancement
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Smartphones are the most widely used imaging systems in circulation,
and their defining trait is computational photography: software has a
heavy hand in the final image.

Key features include:

@ automatic contrast enhancement,
® skin smoothing algorithms,
@® dynamic range expansion (HDR),

@® aggressive sharpening.

These processes can create a misleading perception of makeup
performance. For example:

® skin may appear smoother due to software rather than product
quality,

@® contrast may be artificially increased, masking insufficient
structural correction,

@® texture irregularities may reappear under different settings or
lighting.

From a CAM Technique® perspective, smartphone environments
require:

@® controlled density to maintain structure despite smoothing
filters,
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@ precise correction to withstand algorithmic contrast shifts,

@® avoidance of products that create micro-reflection under direct
light sources.

4.3 Professional Photo Cameras: Optical Precision
and Detail Capture

Professional cameras, both DSLR and mirrorless, generally lean on
optical accuracy rather than computational help, though many now
offer processing options of their own. Larger sensors tend to give you
more detail, wider dynamic range and more faithful color.

This level of precision exposes:

® uneven product layering,
@® color mismatches,
@ texture inconsistencies,

@ reflective artifacts.

Unlike smartphones, professional cameras do not compensate for
makeup deficiencies. Instead, they reveal them.

Within CAM Technique®, this environment requires:

@® higher precision in blending,

@ strict control of material compatibility,
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@® balanced density to avoid both underperformance and surface
overload.

4.4 Video and Cinema Cameras: Continuous
Recording and Temporal Consistency

Video and cinema cameras introduce additional complexity due to
continuous recording over time.

Unlike still photography, where a single frame can be optimized,
video requires makeup to maintain consistency across:

® movement,
@® changing light conditions,

@® ecxtended duration of wear.

Additional challenges include:

@® heat and skin changes affecting texture,
@ variation in light angles during motion,

@ increased visibility of inconsistencies across frames.

CAM Technique® addresses this by prioritizing:

@ stability of materials over time,

@® controlled layering to prevent breakdown,
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@ structural consistency under motion.

4.5 Resolution as a Performance Multiplier

Across all camera types, resolution functions as a multiplier of both
strengths and weaknesses.

Higher resolution:

@® enhances structural clarity when properly constructed,

@® amplifies texture irregularities when poorly managed.

Makeup that passes at lower resolutions can fall apart in high
definition. Built properly, camera-adaptive makeup holds together
across all of them.

CAM Technique® treats resolution not as a passive factor, but as an
active condition that informs application strategy.

4.6 Color Rendering and White Balance Variability

Different cameras interpret color differently due to variations in
sensor calibration and internal processing.

Common effects include:

@ shifts in undertone (warmer or cooler rendering),
@® loss of subtle color transitions,

@® exaggeration of certain pigments.
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White balance settings further influence how complexion products
and color cosmetics appear on camera.

CAM Technique® accounts for this variability by:

@ selecting stable pigments,
@ avoiding borderline undertones that shift easily,

@® reinforcing color where necessary to maintain visibility.

4.7 Lens Characteristics and Image Distortion

While camera bodies define sensor behavior, lenses determine spatial
interpretation.

Different focal lengths produce different distortions:

@® wide-angle lenses exaggerate central features,
® standard lenses approximate natural perspective,

@® telephoto lenses compress depth.

This affects how facial proportions are perceived on camera.

CAM Technique® adapts to the lens, adjusting structural correction
for the framing and focal length you expect. That keeps facial balance
intact despite whatever the optics are doing.

4.8 Compression and Digital Output

Most footage is compressed before anyone sees it. Social platforms,
streaming services and mobile playback all reduce quality and flatten
tonal transitions.
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Compression can:

@ flatten contrast,
® reduce color depth,

@® introduce artifacts.

Makeup that relies on subtle transitions may lose effectiveness
under these conditions.

CAM Technique® compensates by prioritizing clarity over subtlety,
ensuring that key structural elements remain visible after
compression.

4.9 Camera Variability as a Core Principle of CAM
Technique®

A central principle of CAM Technique® is that makeup cannot be
designed independently of the recording system.

Camera type influences:

@® required density,
@ correction intensity,
@® material selection,

@® texture control.

By treating the camera as an integral part of the process, CAM
Technique® enables consistent results across diverse visual
environments.

38



CAM TECHNIQUE

CHAPTER SUMMARY

@ Different camera systems produce fundamentally different
visual outputs

® Smartphone cameras rely on computational processing
@® Professional cameras expose detail without correction
@® Video requires temporal consistency

® Resolution amplifies both strengths and weaknesses

® Lens and color rendering affect facial perception

The methodology folds all of these variables into one approach, so
that an application performs consistently whatever it is recorded on.
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CHAPTER 5

Resolution, Sharpness and Detail
Amplification

5.1 Resolution as a Defining Variable in Camera-
Based Makeup

Resolution sets the amount of detail a camera can capture, and
imaging technology keeps pushing that number up.

Resolution is never neutral. It shapes how your work is seen, judged
and understood.

A higher-resolution image is not simply a clearer one. It magnifies
your structural accuracy and your mistakes in equal measure, which
makes resolution something you have to design around.

Treat it as a primary variable. Density, texture control and material
choice all move with it.

5.2 From HD to Ultra-High Definition

The transition from standard definition to HD, 4K and higher formats
has fundamentally changed visual expectations.

With increasing resolution:

@® micro-texture becomes visible,
@® color inconsistencies become more pronounced,
® blending imperfections are exposed,

@ reflective particles become detectable.
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At lower resolutions some imperfections are compressed away or
simply lost. At higher ones, those same imperfections can become the
first thing anyone notices.

This shift requires a redefinition of what constitutes a “finished”
makeup application.

5.3 Sharpness and Edge Definition

Sharpness is about the clarity of edges. Modern cameras and
processing pipelines often push it further to make an image feel more
detailed than it is.

For makeup, this has two critical implications:

@® poorly blended edges become more visible,

@ intentional structure becomes more defined when correctly
executed.

Sharpness does not create structure; it reveals it.

Build your structure deliberately, so that added sharpness
strengthens the definition of the face instead of advertising every
inconsistency in it.

5.4 The Amplification of Micro-Texture

High-resolution imaging systems capture surface detail at a micro
level, including:

@® skin texture variations,

@® pores and fine lines,
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@® product layering,

@® powder distribution.

This creates a heightened sensitivity to texture irregularities.

A product that feels smooth in the room can read as uneven once it is
magnified. Too many layers, formulations that fight each other, or a
surface that was never properly prepared will all show.

CAM Technique® approaches texture as a controlled variable,
requiring:

@® compatibility between products,
@ precision in layering,

@® Dbalanced interaction with the skin surface.

5.5 Why “Invisible Makeup” Becomes Visible

The concept of “invisible” or “no-makeup” makeup is often based on
real-life perception rather than recorded output.

In high-resolution environments:

® low-density application fails to provide sufficient coverage,
@® uneven tone remains visible,

@® lack of structural correction results in flatness.
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As resolution increases, subtle imperfections are no longer masked
by distance or visual compression.

Invisible makeup is not the same as minimal makeup. What you are
after is optical neutrality: an application built solidly enough to look
balanced on camera, even when that takes more density than you
would expect.

5.6 Detail Amplification and Material Behavior

Resolution amplifies not only structure and texture, but also material
properties.

Reflective particles, uneven pigment distribution and formulation
inconsistencies become more apparent. This is particularly relevant
for:

@® powders with light-scattering particles,
@® foundations with uneven pigment dispersion,

@® products that separate under heat or movement.

As detail increases, material performance becomes a critical factor
in visual outcome.

Choose products for how reliably they behave under magnification,
not for how they look on the back of your hand.

5.7 The Balance Between Density and Surface
Integrity

The instinct with high resolution is to add coverage. Density does buy
you structural clarity, but past a point the extra layers start to cost you
surface integrity.

Over-application may result in:
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@ visible buildup,
@ cracking or separation,

@ increased texture visibility.

Insufficient application, on the other hand, leads to:

@® lack of tonal balance,
@® structural loss,

@® uneven complexion.

CAM Technique® defines an optimal balance between density and
surface refinement, where:

@ structure is preserved,
@® texture remains controlled,

@® materials behave predictably under magnification.

5.8 Resolution and Close-Up Framing
Close-up shots intensify the effects of resolution.

In close framing:

@® texture becomes dominant,
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@® structural imbalances are magnified,

@ transitions must be both precise and controlled.

Makeup designed for medium or long-distance viewing often fails
under close-up conditions due to insufficient refinement.

CAM Technique® accounts for framing by adjusting:

@® blending precision,
@ density distribution,

@ correction intensity.

5.9 Resolution as a Predictive Factor

One of the key principles of CAM Technique® is the ability to predict
how makeup will perform before recording.

Resolution plays a central role in this process.
By anticipating:

® the level of detail capture,

® the degree of texture visibility,

@® the sensitivity of the sensor,

makeup artists can adjust application accordingly, reducing the
need for corrective post-production.
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This predictive approach transforms resolution from a passive
characteristic into an active design parameter.

5.10 Redefining Professional Standards in High-
Resolution Environments

As high-resolution imaging becomes standard, expectations for
makeup performance continue to rise.

Professional standards must evolve to include:

@ structural clarity under magnification,
@ controlled texture behavior,

@ consistency across different resolutions.

This methodology brings makeup practice in line with those
demands, giving you a framework for holding an application together
as recording environments keep getting more detailed.

CHAPTER SUMMARY

® Resolution amplifies both strengths and weaknesses in makeup

® High-definition imaging exposes micro-texture and
imperfections

@® Sharpness enhances structure but reveals inconsistencies

® “Invisible makeup” is not sufficient for high-resolution
environments

@® Material behavior becomes critical under magnification
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Resolution is treated here as something predictive and structural: it
guides your decisions so the work performs consistently at every level
of detail.
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PART II. Light Physics and Facial
Interaction
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CHAPTER 6

Fundamentals of Light Physics for
Makeup Artists

6.1 Why Light Physics Matters for Makeup

Light is the medium your work is recorded through. Every decision you
make about product, density and placement is judged by how it
interacts with light on the way to the sensor. Without understanding
how light behaves, consistent results on camera are a matter of luck.

Light physics belongs at the center of your practice, not in an
appendix. The properties of light decide which products perform, how
much density you need, and why certain choices produce results you
can predict.

6.2 Hard vs. Soft Light

We classify light by the quality of its shadows. Hard light gives you
sharp, defined shadow edges, and it comes from a source that is small
relative to your subject: direct sun, a bare flash, a tightly focused
studio head. On camera it defines structure beautifully and exposes
texture, irregularity and sloppy application with equal enthusiasm.

Soft light gives you gradual, diffused transitions, and it comes from a
source that is large relative to your subject: an overcast sky, a big
softbox, a bounced flash. It forgives texture and inconsistency, but it
flattens contrast, so you will often need to build structure back in.

The quality of the light tells you how much density and correction to
apply. Hard light asks for precision in placement and blending. Soft
light asks for reinforcement, or the face will go flat.

6.3 Directional vs. Diffused Light

Directionality is the angle the light arrives from. Directional light
comes from a defined position, whether side, top, front or below, and
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lays down a matching pattern of highlight and shadow. Those patterns
are predictable, which means you can build to them on purpose.

Diffused light arrives from everywhere at once and cancels most
directional shadow. Every surface of the face gets even illumination
and natural depth disappears. In high-resolution work, where
structural contrast is doing most of the heavy lifting, the result reads
as flat.

Identify the directionality before you start. An application built for a
directional setup behaves differently once the light goes diffused, and
the reverse is equally true. Let the actual conditions on the day drive
your structural correction.

6.4 Color Temperature and White Balance

Color temperature describes how warm or cool a source is, measured
in Kelvin. Low values, roughly 2700 to 3200 K, give you warm orange
light: candlelight, tungsten. High values, 5500 to 6500 K and above,
give you cool blue light: daylight, overcast sky.

White balance is the camera's correction for that temperature. Set
correctly, white reads as neutral whatever the source. Set wrongly, the
whole image tips toward the color of the light, skin included.

Pigments respond to color temperature too. A foundation mixed to
look neutral in daylight can read warm under tungsten. A corrector
chosen for cool light can behave quite differently under warm studio
conditions. Work out the color temperature you are shooting in before
you choose products, and favor stable, neutral-undertone formulations
that will not swing dramatically.

6.5 Light Intensity and Exposure

Intensity decides how the camera exposes. In a bright environment the
sensor takes in more light, and reflective areas of skin can blow out,
recording as pure white with nothing left in them. In a dim one,
underexposure brings noise and unreliable color.
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Your products change how that intensity lands. Reflective finishes
amplify hot spots under strong light. Matte finishes cut surface
reflectivity and let the sensor spread the exposure more evenly. The
relationship between reflectivity and intensity should drive your
material choices for any given job.

Match your materials to the intensity you expect. Strong light means
keeping reflective products to a minimum. Lower light leaves room for
controlled luminosity to hold the dimension of the face together.

CHAPTER SUMMARY

Hard light sharpens structure but exposes texture; soft light
forgives texture but flattens structure

Directional light creates predictable shadow patterns that
makeup structure can be aligned with

Color temperature affects how pigments read on camera;
neutral formulations are more stable

Light intensity governs exposure; reflective products amplify
blown highlights

Light physics must be understood before application decisions
are made

This chapter gives you the optical grounding for the chapters ahead,
where we look at specific lighting setups and what each one does to
facial structure.
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CHAPTER 7

Lighting Setups and Their Effects
on Facial Structure

7.1 Why Lighting Setup Determines Makeup Strategy

Where the light sits relative to the face decides how highlight and
shadow fall across it. Every setup writes its own pattern, and that
pattern either supports the structure or erases it. Work without
knowing the setup and you will end up reinforcing what the light
already handles while ignoring what it hides.

Identify the lighting setup as part of your assessment, before
anything goes on the face. Then build structure that complements,
reinforces or compensates for the pattern that setup produces.

7.2 Frontal Lighting

Frontal lighting puts the source directly in front of the subject, at eye
level or a little above. It lights the face evenly, minimizes shadow and
produces a flat, smooth result. You will meet it constantly in beauty
photography, broadcast and direct-to-camera video.

It flatters skin texture, and it costs you dimension. The natural
shadows under the cheekbones, along the nasal bridge and beneath
the brow ridge simply go, and with them the cues that tell the viewer
this is a three-dimensional face.

Under frontal light you have to build the structure yourself. Shadow
beneath the cheekbones, nasal definition and eye socket depth all need
to be constructed through RIO Correction, covered in Part IV, because
the light will not produce any of it for you.

7.3 Side Lighting

Side lighting puts the key to the left or right of the subject. It creates
strong contrast between the lit and shadowed halves of the face and
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defines geometry dramatically: cheekbones, jaw and the shape of the
nose all become highly visible.

That three-dimensional impression comes at a price. Side light
exaggerates asymmetry and surface texture, and the shadow side can
fall away into darkness with no detail left. Without enough fill, the
exposure ends up unbalanced.

Under side light your priorities are symmetry and keeping structure
alive on the shadow side. Adjust density to balance the lit and
shadowed zones so the contrast does not tip over into an unnatural,
two-toned face.

7.4 Backlighting

Backlighting puts the key behind the subject. You get a luminous
outline that separates them from the background, and a face sitting
mostly in shadow. In photography it usually arrives with reflectors or
fill to bring the face back.

With backlight the face has to supply its own internal contrast,
because nothing is lighting the features directly. Flatness is a real risk
here, and the highlight and shadow you construct become the main
source of dimension in the image.

So under backlight, concentrate on internal contrast: deliberate
shadow placement, precise highlight zones and structural correction
strong enough to stand in for the frontal light you do not have.

7.5 Top Lighting

Top lighting sits directly above the subject. It digs deep shadows under
the brow ridge, beneath the nose and below the lower lip,
exaggerating bone structure in a way that reads as harsh on camera.

It has its place in theatrical and cinematic work when the harshness
is the point. For beauty or character work it is rarely kind, and it takes
real compensation to offset the shadow pattern it lays down.
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Work out where those shadows will land, then correct specifically for
them, so the hard angular pattern does not end up looking unnatural or
pulling focus in the final image.

7.6 Bottom Lighting

Bottom lighting, placed below face level, belongs mostly to theatre and
horror. It inverts the natural shadow pattern, lighting what is normally
dark and throwing shadows upward, and the effect registers as
strange immediately.

In professional production, bottom light usually means someone has
chosen a deliberately dramatic or surreal design. Go in knowing that
the normal rules of structural correction may need to be reversed, or
dropped altogether, so you are working with the effect instead of
fighting it.

7.7 Mixed and Practical Lighting

Plenty of jobs give you no single controlled source at all. Mixed lighting
stacks window light, artificial fill and practical lamps together, each
bringing its own color, intensity and direction. The result is complex,
often unpredictable, and demanding on the consistency of your work
(see Figure 3).
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LIGHTING SCENARIOS & RIO COMPENSATION GUIDE

Common lighting directions, the shadows they create, and how to correct with RIO (Rebalance in Camera).

1. FRONTAL LIGHTING 2. SIDE LIGHTING 3. BACK LIGHTING 4. TOP LIGHTING 5. BOTTOM LIGHTING | 6. MIXED LIGHTING
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Figure 3. Lighting scenarios and RIO compensation. Each light direction
produces its own shadow pattern, and each pattern calls for its own correction.

Reproduced at full page size in Appendix D, p. 154.

In mixed light the application has to hold together across every
directional and color condition present. Favor stable formulations,
neutral undertones that resist shifting, and structural correction deep
enough to stay readable no matter which source happens to dominate
a given frame.

CHAPTER SUMMARY

Frontal lighting flattens facial structure; structural makeup
must compensate explicitly

Side lighting defines structure but may exaggerate asymmetry
and texture

Backlighting requires strong internal facial contrast from
makeup alone

Top lighting creates harsh shadows that demand targeted
correction

Mixed lighting environments require stability and resistance to
color shift
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Once you understand what each setup does to facial structure, you
can anticipate the demands of a production rather than react to them
on the day. That anticipation is what separates this methodology from
working by feel.
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CHAPTER 8

Why Camera-Adaptive Makeup
Requires Increased Density

8.1 The Concept of Optical Density in Makeup

Density here has nothing to do with how thickly a product sits on the
skin. It means optical sufficiency: whether the makeup delivers enough
color, structure and coverage for the camera to read the face
correctly.

A thin, transparent layer can carry perfectly sufficient density for
the job. A thick one can still fall short if the formulation lacks pigment
or was never suited to the camera environment in the first place.

Density is functional, not aesthetic. Calibrate it to what the camera
needs, not to what looks right standing in front of the person.

8.2 Light Absorption and Color Loss

Light hitting skin is partly absorbed, partly reflected and partly
scattered, and the camera only ever records the reflected and
scattered portions. Makeup without enough pigment or density
absorbs too little, so the skin's own reflectivity takes over. You end up
with a washed-out result, uneven tone, or texture showing straight
through the product.

Color loss gets worse as light intensity rises, because the sheer
quantity of reflected light swamps subtle distinctions in pigment. A
product that looks rich and well-defined in daylight can read
desaturated, pale or simply absent under strong studio light.

The answer is to raise optical density until the color survives the
specific lighting you are working in. That is not over-application. It is
calibrated application, built to counteract what the light is doing.
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8.3 Why Standard Makeup Density is Insufficient on
Camera

Training for live work tends to prize blendability, translucency and a
natural finish. Those qualities suit the human eye, which fills in detail
and forgives small inconsistencies. On camera the same qualities
routinely leave you with too little coverage, ambiguous structure and
unstable color.

Moving from live to camera work means recalibrating what density
should be. The light, blended, barely-there application that reads
beautifully in person often fails technically once it is recorded. The
camera will not fill in missing information; it records the gap.

8.4 The Optical Necessity of Layered Application

Reaching the right optical density without wrecking the surface
usually means layering. Instead of one heavy pass, which costs you
texture, creates buildup and resists blending, build density through
several thin applications, each one stabilizing the layer beneath it.

Layering lets you raise density gradually and assess the result at
every stage. It also adheres better, wears longer and behaves more
predictably as the light changes around you.

Order matters as much as quantity. Corrective layers go before
structural ones, structural before finishing products. Each stage has
an optical job to do, and doing them out of sequence changes the
outcome.

8.5 Common Misconceptions About Over-Application

The usual objection to more density is that it will look heavy or
masklike. That worry comes from comparing how the makeup looks in
the room, up close and in daylight, and assuming the camera will see
the same thing.

Often it will not. In my professional observations, the camera tends
to compress and reduce the apparent visual weight of what you apply,
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and work that looks intensely applied in person frequently reads as
balanced and natural on screen. How much reduction you get depends
on exposure, camera profile, tone mapping and lighting, so treat it as a
tendency to plan for and verify, not as a fixed ratio.

Learn to judge density by what the camera returns, not by what you
see in front of you. This shift in how you evaluate your own work is the
hardest part of the methodology and the most important.

8.6 Density Calibration Across Camera Types

There is no single correct density. It moves with the camera you are
shooting on, the light you are working in and whatever happens to the
footage afterwards.

Smartphones running heavy computational processing will often
tolerate less applied density, because the software may lift contrast
and smooth texture on its own. Cinema cameras on manual exposure
typically need more, since less is being compensated for you. High-
resolution studio stills tend to demand the most precision of all, as
both too little and too much can show. These are starting points rather
than rules; confirm them against your own test capture.

Treat density as something you calibrate for the job in front of you,
not as a fixed standard you carry from one set to the next.

CHAPTER SUMMARY

@® Optical density refers to functional sufficiency, not physical
thickness

® Light absorption causes color loss that must be compensated
through calibrated density

@® Standard makeup density designed for live perception is
typically insufficient on camera

® Layered application achieves density without compromising
product integrity

@® Makeup appears less heavy in the camera image than in
person, so density must be adjusted accordingly
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Calibrated density underpins every application decision in this book.
The chapters ahead look at how it meets material science and
structural correction.
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CHAPTER 9

Skin Reflectivity and Light Behavior

9.1 The Skin as a Reflective Surface

Skin is not a passive surface. It works on light in ways that show up
directly in the recorded image. How skin reflects, and how the
products you put on it reflect, decides where highlight and shadow fall,
how texture reads and whether the structure you built stays visible.

This is not theory for its own sake. It tells you which products to
choose, which finish to aim for, and how to get a result that stays stable
once the camera is running.

9.2 Types of Light Reflection

Light reflection from skin occurs through two primary mechanisms:
specular reflection and diffuse reflection.

Specular reflection is light bouncing directly off a smooth surface.
On skin it gives you those bright, tight highlights on the tip of the nose,
the forehead and the cheekbones. Specular highlights are the main
source of shine on camera, and under strong light they are what blows
out first.

Diffuse reflection happens when light sinks slightly below the
surface, scatters through the layers of the skin and re-emerges at
many angles at once. This is the even, multidirectional glow we read as
healthy skin. Controlled properly, diffuse reflectivity gives you
luminosity and dimension worth keeping.

9.3 Matte vs. Reflective Surface Finishes

Matte surfaces absorb more light and throw back very little specular
reflection. On camera that means less shine and a clear field for your
structural work, with no competing highlights fighting it. Matte also
tends to stay stable across different lighting setups and camera bodies.
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Push matte too far, though, and you lose the depth we associate with
healthy skin; the face goes flat and dull. In some contexts, close-up
stills under soft light especially, a measure of controlled reflectivity
restores dimension and stops the skin reading as opaque.

Reflective surfaces do the opposite. They multiply specular
highlights and throw bright spots under direct or hard light.
Highlighters, luminizing foundations and finishing products carrying
coarse light-scattering particles are the usual culprits for blown-out
artifacts.

Treat finish as something you control rather than something you
inherit from the product. You are not chasing maximum matte or
maximum glow, but the level of reflectivity that gives you dimension
without artifacts the camera cannot handle.

9.4 Sebum, Skin Texture and Shine Development

Skin produces sebum continuously, and sebum is highly specular. As it
works its way to the surface, finishes that started matte turn
progressively reflective and the application begins to break down
underneath.

On camera that shows up as rising shine and disrupted texture. In
stills you can often capture the frame before it matters. In video and
film it unfolds in real time, and you have to manage it across the whole
shoot.

Handle sebum through your product choices and your technique.
Formulations with good oil resistance, mattifying agents and stable
binders delay the point where reflectivity takes over. Applying in a way
that leaves the barrier-forming layers intact buys you more time again.

9.5 Why Skin Reflects Light Even Without Flash

Artists moving from live work to camera often assume reflectivity only
matters with flash. It does not. Skin reflects ambient, continuous and
artificial light constantly. Flash changes the intensity and duration of
the reflection, not whether it happens.
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Under continuous studio light, LED panels, window light or
whatever practicals a location gives you, skin reflects at a steady level
set by the intensity of the source and the finish on the surface. That
reflection lands in every video frame and every non-flash frame you
shoot.

Reflectivity is not an occasional problem to solve, then. It is a
constant part of the work, in every environment you shoot in.

9.6 Reflective Particles in Cosmetic Formulations

Many formulations carry particles chosen specifically to reflect or
scatter light: mica, silica microspheres, titanium dioxide and a range
of synthetic pigments. They are there to add luminosity, blur texture or
brighten.

On camera they can behave in ways you did not order. Mica throws
strong specular reflection that reads as intense brightness under
direct light. Silica spheres scatter diffusely, which looks optically soft
but can turn whitish and powdery once the resolution is high enough to
see it.

Look hard at reflective particle content in everything you plan to
use. Products loaded with them need to be placed selectively and in
controlled amounts, or they will leave artifacts in the final image (see
Figure 4).
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REFLECTIVITY RISK MAP: PRODUCT & FINISH GUIDE

How different product types and finishes behave on camera under varying light conditions.
(HIGH REFLECTIVITY) (VERY HIGH REFLECTIVITY) CAMERA
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Figure 4. Reflectivity risk by product and finish. The further right a product sits,
the more likely it is to blow out under a strong source. Reproduced at full page
size in Appendix D, p. 155.

CHAPTER SUMMARY

® Skin reflects light through both specular and diffuse
mechanisms

@® Matte finishes reduce shine but must be balanced to avoid
visual flatness

® Reflective finishes add dimension but risk overexposure
artifacts under direct light

® Sebum development causes progressive shine breakdown and
must be managed throughout production

® Reflective particles in cosmetic formulations require careful
evaluation for camera environments

The reflectivity principles in this chapter sit underneath the material
science in Part III, where we look at how specific formulation types
behave optically on camera.
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PART 1I1II. Cosmetic Material
Science and Formulation
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CHAPTER 10

How Cosmetic Formulations Behave
on Camera

10.1 Formulation as a Technical Variable

Judge a formulation by what it does, not by how it looks in the pan. A
formulation is a set of chemical and physical properties, and those
properties decide how the product meets light, skin and the conditions
you are recording in.

Two products that look nearly identical going on can diverge sharply
on camera. One holds its tone under studio light while the other shifts
undertone. One stays smooth through heat and movement while the
other separates or travels. To understand why, you need to know what
these products are made of and how their components handle light.

10.2 Pigments and Color Stability

Pigments do the coloring. They are either organic, carbon-based
compounds built on complex ring structures, or inorganic, mineral-
derived compounds such as iron oxides, titanium dioxide and
ultramarines.

Organic pigments often give you brighter, more saturated color, and
as a class they can be less stable under heat, light and changes in pH.
Where that instability occurs, it shows up on camera as color shift: the
product no longer matches the hue or saturation you applied.
Inorganic pigments generally hold up better against those variables,
which makes them a reliable default for camera work, though stability
varies considerably between individual formulations.

Choose formulations with proven pigment stability across the color
temperatures and intensities you expect on the job. Pigments known to
swing orange or gray under studio light deserve caution, or avoidance.

10.3 Fillers and Binding Agents
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Past the pigments, formulations carry fillers and binders that set
texture, wear and optical behavior. Fillers you will meet constantly
include talc, mica, kaolin and synthetic polymers. Binders include
waxes, oils, silicones and film formers.

Fillers decide how a product disperses light. Talc absorbs it and
pushes the finish matte. Mica reflects directionally and gives you
shimmer. Silica scatters diffusely and softens apparent texture. The
ratio of these fillers, and the size of the particles, changes how the
product reads on camera.

Binders decide adhesion, wear and how the product copes with its
environment. Oil-based binders feel emollient but tend toward surface
shine as the hours pass. Silicone binders apply smoothly and wear
well, though some leave a reflective film that works against optical
neutrality.

10.4 Light-Interacting Particles

Formulations increasingly include specialty particles engineered to do
particular things with light: soft-focus agents, optical blurring
particles, color-correcting microspheres and luminizing elements.

Soft-focus agents scatter light in many directions at once, stopping
sharp shadows from forming inside skin irregularities and so reducing
apparent texture. That is why they turn up in almost everything sold as
HD or camera-ready.

Luminizing particles reflect directionally to create glow. Under
controlled light they give you dimensional, healthy-looking skin. Under
hard light or at high resolution they can turn into visible glitter or
uneven brightness that pulls attention away from your structural work.

Make the light-interacting properties of a formulation part of how
you choose it. Confirm how those particles behave under the lighting
and camera you will actually be using. Do not assume.

10.5 Product Compatibility and Interaction
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A camera-adaptive application usually stacks several categories in
sequence: primer, corrector, foundation, concealer, powder, contour,
blush. Each may be built on a different binding system with different
fillers and pigments. Layer incompatible formulations and you get
pilling, separation, uneven absorption or color shift.

On camera that reads as inconsistent texture, patchy coverage, or an
application that visibly falls apart as the day goes on. These are not
technique errors. They come from chemistry, from what the layers do
to each other.

So treat compatibility as a precondition, not an afterthought. Choose
products for how the whole system behaves together, not only for how
each one performs alone.

CHAPTER SUMMARY

® Pigment type and stability determine how color holds under
camera conditions

@ Fillers govern texture and light dispersion behavior

® Binders affect wear, adhesion and surface reflectivity over
time

® Light-interacting particles must be evaluated for camera
behavior, not just live appearance

® Product compatibility across a complete formulation system is
essential for stable results
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CHAPTER 11

Why Certain Powders Reflect Light
Without Flash

11.1 The Powder Problem in Camera Environments

Powders cause more unexpected optical trouble than any other
category. You use them to set a foundation, cut shine or add coverage,
and in the mirror or in daylight they look entirely correct. Under studio
light, LED panels or high-resolution capture, the same powder can
throw a white cast, excess brightness or a surface that reflects far
more than you intended.

The explanation sits in the particles: how they are composed and
how they handle light. None of it is visible to your eye, and all of it is
visible to a sensor.

11.2 Silica and Soft-Focus Particles

Silica is among the most common powder ingredients, sold hard on its
soft-focus properties. Spherical silica scatters light at many angles at
once, which shallows the shadows inside surface irregularities. To
your eye that blurs texture away.

To the camera it can read as a whitish cast, especially in high-
resolution stills under strong frontal light. The same scattering that
produces the soft-focus effect also sends light toward the sensor in
quantities large enough to overbrighten the skin. Very fine silica
applied generously is the worst offender.

11.3 Talc and Its Optical Behavior

Talc is a mineral filler with flat, platy particles. Depending on particle
size and how it is processed, that geometry can reflect light and read
as luminous under certain lighting. In loose and pressed powders talc
gives you coverage and absorbs sebum, but in some formulations it
also contributes a sheen that can work against you on camera.
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Layer a talc-heavy powder over already reflective skin and the two
compound each other under studio light. Between the skin's own
reflectivity and the talc's, you can end up with enough surface
luminosity to read as shine on camera while the makeup still looks
perfectly matte in the room.

11.4 Mica and Directional Reflection

Mica is a mineral with a plate-like crystal structure that reflects light
directionally and hard. It is where shimmer and sparkle come from.
Under any source, not just flash, mica sends a concentrated, high-
intensity portion of the light straight back at the camera.

Even where mica appears in small amounts for a subtle glow, high-
resolution sensors and strong light amplify what it does. Products sold
as natural-finish or lightly luminizing can still read as shimmery or
frankly sparkling in a frame.

So make mica content a first question when you choose a powder.
Save high-mica powders for places where you want a controlled,
deliberately placed highlight. Keep them out of setting powders,
complexion products and anywhere you need optical neutrality.

11.5 Choosing Powders for Camera Environments

Choosing powders well means knowing what is in them and being able
to predict how those particles will behave under the light you are
actually shooting in.

The powders that work for camera share a profile: low-reflectivity
particle systems, no coarse mica, controlled silica, and stable neutral
pigment that will not whiten or shift.

Test your powder under the production lighting before you commit
to it. What you see in a mirror or in daylight tells you very little about
how those particles will behave under studio conditions.

CHAPTER SUMMARY
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Silica particles can cause white cast and overbrightening in
high-resolution camera conditions

Talc's platy geometry creates surface reflectivity that
compounds existing skin shine

Mica reflects directionally and intensely under all light
sources, including continuous lighting

Powder selection for camera environments requires particle
composition analysis

Camera testing under production lighting is more reliable than
mirror or natural light assessment
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CHAPTER 12

HD Makeup: Marketing
Terminology vs. Optical Reality

12.1 The Rise of HD Terminology in the Cosmetics
Industry

HD, for high definition, entered the makeup vocabulary in the early
2000s, arriving alongside high-definition television and digital cinema.
Manufacturers started attaching it to products aimed at high-
resolution work.

The category has grown enormously since: foundations, powders,
primers, concealers, finishing products. What it has never acquired is
a standard definition. The term is used inconsistently across products
with wildly different properties, and most of the time it is marketing
language rather than a technical specification.

12.2 What HD Formulations Actually Do

That said, some real formulation traits do improve camera
performance, and they turn up in HD-positioned products often
enough to be worth knowing: finer particles, higher pigment load, less
filler and gentler soft-focus scattering agents than you find in standard
lines.

Finer particles blend better and leave a smoother surface, so texture
is less visible under magnification. Higher pigment load gives you
color stability and coverage density. Less filler means fewer reflective
artifacts. Soft-focus agents at sensible concentrations blur texture
without laying down a white cast.

Where a product genuinely has these traits, it will help you. In those
cases the HD label is pointing at a real difference with real optical
consequences.

12.3 When HD Formulas Fail

72



CAM TECHNIQUE

HD designation does not guarantee camera-appropriate performance.
Several categories of failure are common.

Plenty of HD-labeled products, though, carry exactly the same
reflective systems as conventional ones: mica, coarse silica, and
enough titanium dioxide to throw a white cast. A label on the box does
not change what those ingredients do to light.

Others deliver the soft-focus effect beautifully in stills and fall apart
in video, where you need consistency over time and where the product
keeps interacting with the skin all day. Something that photographs
perfectly in one frame can develop uneven texture and shine across an
afternoon.

And an HD formula built for photography may be quite wrong for
close-up video, social content or any format with its own compression
and color rendering. Performance is always specific to context, and the
label tells you nothing about which context this one suits.

12.4 Functional vs. Promotional Labeling

Keep functional evaluation separate from packaging. Whether a
product belongs in camera-adaptive work is settled by its formulation
and by how it behaves when you test it under production conditions,
not by the category someone put it in.

Judge products on pigment type and stability, particle size and
composition, reflectivity under the light you expect, how they wear
over hours, and whether they get along with everything else in the
sequence.

An HD product that meets those criteria is a good choice. An HD
product that does not is a bad one, whatever the marketing says. And a
product with no HD claim anywhere on it, which happens to have the
right optical properties, is every bit as valid.

CHAPTER SUMMARY
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HD as a cosmetic term has no standardized definition and is
primarily a marketing designation

Genuine HD formulations may offer finer particles, higher
pigmentation and soft-focus agents

HD-labeled products can still contain reflective particles that
cause camera-specific problems

Performance must be evaluated by formulation characteristics
and tested behavior, not by label

CAM Technique® applies functional evaluation criteria
independent of marketing category
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CHAPTER 13

Foundation Performance in Camera-
Adaptive Makeup

13.1 The Central Role of Foundation

Foundation is the primary layer of everything that follows. It sets the
tonal base, delivers the first coverage and creates the optical surface
every corrective and structural product will sit on. How it performs on
camera decides how well every later layer can perform.

So do not choose it on color match and texture preference alone.
Choose it for its ability to carry sufficient coverage density, hold its
color under the production lighting, and leave a surface the rest of
your products can work on.

13.2 Coverage, Density and Opacity

Coverage is how far a foundation masks the color, tone and texture
underneath. Light coverage leaves a lot of skin showing; full coverage
gives you a uniform, opaque surface. How much you need depends on
the resolution and proximity of the recording, the light, and how much
tonal variation you are starting with.

In high-resolution stills and close-up video, the sensor amplifies
every inconsistency: redness, discoloration, uneven pigmentation.
Those need coverage that neutralizes them completely. In lower-
resolution or wider work, medium coverage will often do. Calibrate to
the format in front of you.

Opacity is not the same thing as coverage. A product can mask color
fully and still transmit a lot of light. Semi-transparent foundations with
full-coverage pigment can let skin texture and reflectivity influence the
final result anyway. Match opacity to how much reflectivity you need to
control.

13.3 Why Second-Skin Formulas Often Underperform
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Second-skin and skin-tint foundations are built for minimal coverage
and a translucent finish. They enhance natural skin rather than
replacing it, and off camera they are lovely: light to wear, invisible to

apply.

On camera, particularly close up or at high resolution, they usually
cannot give you the tonal coverage, structural masking or reflectivity
control you need. The skin underneath, with all its unevenness and
natural shine, stays visible through the product, and the sensor makes
more of it than your eye did.

This is not an argument against light, comfortable formulations. It is
an argument for sufficient coverage and optical density for the
environment you are shooting in. A foundation that reads as natural on
camera is not necessarily a light one; it is one with the right optical
properties for the context.

13.4 Oxidation and Color Shift on Camera

Many foundations oxidise. The product reacts with skin oils and with
oxygen in the air, and the color deepens or shifts within hours. In
person the shift can be subtle. On camera it is often obvious, especially
in video shot across a long day.

If a foundation is prone to it, choose the color for where it will end up
rather than where it starts. Match to the skin as the product will look
after oxidation, not at the moment you apply it. For long shoots,
formulations that resist oxidation are worth seeking out.

13.5 Application Strategy for Camera-Adaptive
Foundations

Whatever formulation you settle on, how you apply it changes the
optical result. Aim for even density, transitions that disappear into the
skin, and a surface texture the next layers can work with.

Tools that compress more, a sponge used with a pressing motion,
give you denser and more even coverage, though they can leave
product sitting on the surface rather than married to the skin. A brush
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compresses less and leaves more texture, which suits some jobs and
not others. There is no reason not to use both on the same face, in
different zones, to get different densities where you want them.

CHAPTER SUMMARY

® Foundation is the primary optical layer and must be selected
for camera performance

® Coverage and opacity are distinct concepts that must both be
calibrated to production demands

@® Second-skin formulas typically fail in high-resolution or close-
up camera contexts

@® Oxidation-prone foundations may shift color visibly during
extended video production

@® Application method affects density distribution and must be
matched to the camera context
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CHAPTER 114

Correctors and Concealers for
Optical Balance

14.1 The Purpose of Correction in Camera-Adaptive
Makeup

Correctors and concealers have a specific optical job here:
neutralizing color variation and tonal inconsistency that would
otherwise pull the eye in the recorded image. In live makeup their role
is largely cosmetic. In camera work it is technical.

Color correctors cancel the unwanted undertones in skin
irregularities, redness, sallowness, patches of pigmentation, before
foundation goes on. Concealers add coverage where foundation alone
falls short. Between them they give you the neutral, consistent base
that structural work depends on.

14.2 Strategic Density Placement

Different parts of the face need different amounts of this. Zones with
real tonal variation, darkness around the eyes, redness at the nose,
discoloration on the chin or jaw, active blemishes, need full corrective
density. The transitions out of those zones need blending that keeps
the coverage without leaving an edge.

Think about how the camera reads contrast transitions. A sharp
edge between a heavily covered zone and lightly covered skin around
it can be completely invisible to you and land as a clear line in a high-
resolution image.

Place density strategically: heaviest at the center of the corrective
zone, easing outward, fully integrated into the base before you set
anything. That gradient is what keeps the image optically continuous.

14.3 Avoiding Mask-Like Results
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Overdo correction, or place it imprecisely, and you get the masklike
face: uniformly coated rather than naturally contoured. It almost
always comes from applying coverage without paying attention to
gradation and transition.

It matters on camera because it strips out the micro-variation in tone
that tells the viewer this is living skin. Even at full coverage, good
camera correction keeps some natural variation alive. Not
inconsistency, but the subtle differentiation that separates a
professionally finished face from a theatrical one.

14.4 Color Correction for Camera Environments

Color correctors work on complementary color: orange and peach
cancel the blue and purple under the eyes, green cancels redness,
yellow lifts areas that read sallow or gray.

Which corrector you choose has to account for the color
temperature you will be working under. A peach corrector behaves
differently beneath daylight-balanced studio light than beneath warm
tungsten. What matters is whether it neutralizes under the light of the
production, not under the light at your station.

Test your correctors under production lighting before you commit.
The viewfinder or the monitor is what decides whether the correction
worked, not how it looks to you at the makeup table.

CHAPTER SUMMARY

@® Correctors and concealers serve a technical optical function in
camera-adaptive application

@® Strategic density placement requires graduated coverage with
invisible transitions

@® Masklike results arise from uniform coverage without tonal
variation or graduated blending

@® Corrective color selection must account for the specific color
temperature of production lighting

® Camera-based evaluation is the definitive test of corrective
product effectiveness
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PART 1IV. Structural Facial Design
and RIO Correction
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CHAPTER 15

Introduction to RIO Correction
within CAM Technique®

15.1 Defining RIO Correction

RIO Correction is the structural core of CAM Technique®. The name
stands for Reinforcement, Integration and Optimization: three stages
you work through to adapt facial architecture for the camera.

It is not contouring, and the difference matters. Contouring
reshapes the face toward an aesthetic ideal, guided by personal style
or whatever the current fashion happens to be. RIO Correction does
something else entirely. It replaces the structural information the
camera loses when it flattens a three-dimensional face into a two-
dimensional image, so that the face still reads as solid and defined on
screen.

15.2 Why the Camera Demands Structural
Reinforcement

Part I established that the camera compresses three-dimensional
space onto a flat plane. The first casualties of that compression are the
natural shadows your face makes on its own, the ones produced by the
shape of the skull and the direction of the light. Under frontal or
heavily diffused lighting, they can disappear almost entirely.

Once those shadows are gone, the camera has nothing left to tell it
where the face rises and where it recedes. Bone structure softens.
Contours lose their edges. What you get on screen is a face without
depth, even though nothing about the face itself has changed.

RIO Correction puts that information back. You place depth,
transition and highlight where natural shadow and light would have
fallen, and the dimensional impression the camera could not perceive
on its own returns.
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15.3 Reinforcement: Establishing Depth

In the first stage you place deeper tones wherever the face genuinely
recedes, or wherever you need shadow to explain the bone beneath. In
practice that means the hollows under the cheekbones, the sides of the
nasal bridge, the temples, the perimeter of the forehead and the area
below the jaw.

Think of this depth as information rather than decoration. Each
placement tells the camera that a surface is falling away from the lens.
Leave it out and the sensor records one evenly lit plane with nothing to
distinguish near from far.

Choose products with enough pigment and density that the sensor
reads them as real shadow. A shade that looks convincingly shadowed
to your eye across the room can vanish completely on camera, and it
will vanish fastest under bright or frontal light.

15.4 Integration: Creating Seamless Transitions

The second stage is about the transitions between your reinforced
zones and the complexion around them. A hard edge between
structural depth and surrounding skin is as damaging on camera as
any other blending failure: it reads as a drawn line rather than a
natural gradient.

Blend the reinforcement outward from each placement zone in a
gradient that says continuous surface. The transition needs to be
complete enough to disappear in the final image, while the core of the
zone keeps enough density to hold the structure you built.

15.5 Optimization: Defining Highlights

In the third stage you place lighter tones on the surfaces the main light
would naturally find: the high planes of the cheekbones, the nasal
bridge, the brow bone, the center of the forehead and the cupid's bow.

This is not about shimmer or glow. The highlight gives the camera a
contrast reference, telling it which surfaces project toward the light.

82



CAM TECHNIQUE

Without that reference, the dimension you built during reinforcement
stays half-finished.

For structural work, reach for matte or low-reflectivity highlight
products. Anything more reflective introduces artifacts the camera
will pick up and exaggerate. Remember what the highlight is actually
doing: it signals that a surface projects toward the light. It achieves
that through being lighter than what surrounds it, not through shine
(see Figure 5).

RIO CORRECTION ANATOMICAL DIAGRAM

Three RIO operations working in synergy to restore natural structure, dimension, and on-camera harmony.

THE THREE RIO OPERATIONS ANATOMICAL MAP

E REINFORCEMENT | REINFORCEMENT ZONES (R)
Rebuil in natu

- Temples
« Forehead perimet
* Area below jawline

n INTEGRATION

e
and natural gradation.
OPTIMIZATION

Enhance high planes that catch
light and define facial structure

@ All three operations must be balarced. O flattens. O highlights texture.
The RIO system restores natural architecture and adapts it for the camera.

Figure 5. The RIO correction map. Reinforcement rebuilds depth, integration
blends the transitions, optimization places the light. Reproduced at full page
size in Appendix D, p. 156.

15.6 Difference Between RIO Correction and
Classical Contouring

Classical contouring, as most of us were taught it, reshapes the
perceived face toward an ideal: narrowing a wide face, lengthening a
round one, playing down a prominent nose. It is a stylistic technique in
service of an aesthetic result.

RIO Correction is a structural technique in service of a technical
one: making sure the camera can read the face as dimensionally
coherent. It follows how the camera perceives depth and contrast, not
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conventions about what is attractive. Sometimes that produces results
that look quite unlike classical contouring, heavier in placement,
softer at the edge, or sited somewhere else entirely, because it is
answering to optics rather than to the eye in the room.

CHAPTER SUMMARY

RIO Correction stands for Reinforcement, Integration and
Optimization

Its purpose is to restore dimensional information lost in the
camera's compression of 3D space

Reinforcement places shadow information; Integration creates
seamless transitions; Optimization defines highlights

RIO Correction is distinct from classical contouring in purpose,
placement and product choice

The goal is dimensional coherence for camera, not aesthetic
alteration of facial shape

84



CAM TECHNIQUE

CHAPTER 16

Sculpting Facial Architecture for
Camera

16.1 Reading the Face as a Geometric Structure

Structural correction starts with reading the face as geometry rather
than as a set of features you like or want to change. Look at each area
in terms of its relationship to the lens: which surfaces come forward,
which fall back, and which are the transitional planes between the two.

That reading tells you where to reinforce and how hard. Surfaces
that project and catch light want highlight optimization. Surfaces that
recede into shadow want reinforcement. The transitions between them
want integration.

16.2 Enhancing Bone Structure

Your main structural targets are the bony prominences that give the
skull its geometry: the zygomatic arch at the cheekbone, the frontal
bone across the forehead, the nasal bones at the bridge, the orbital rim
at the brow ridge, and the mandible through jaw and chin.

These project into space and handle light differently from the soft
tissue and hollows between them. Clearly defined, they tell the camera
the face is three-dimensional. When the natural pattern of shadow and
projection is too weak for the camera, which under diffused or frontal
light it usually is, you reinforce them with applied depth and highlight.

16.3 Creating Visual Depth

Depth on camera comes from the contrast between dark and light
zones. The stronger the contrast between a hollow and a projecting
plane, the more convincingly dimensional the face reads. But the
placement has to be anatomically honest, corresponding to where light
and shadow would genuinely fall.
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Put depth somewhere no lighting condition would ever shadow and
it will look invented, because it is. You are not writing new shadows
onto the face. You are reinforcing the ones directional light would have
made if there had been enough of it.

16.4 Correcting Facial Flatness

Flatness, the absence of visible depth, is the most common structural
failure in makeup that has not been adapted for camera. It happens
when the contrast between your shadow and highlight zones is too
weak for the camera to read as structure.

You do not fix it with more coverage or a heavier base. You fix it by
putting tonal contrast in the right places, at a density the camera can
register. A face with flawless tone and texture will still read flat if there
is no structural contrast in it.

Work through RIO: reinforce the recessed zones, integrate carefully,
optimize the projecting surfaces. What you get is a face that
communicates spatial dimension to the camera whatever the lighting
does.

CHAPTER SUMMARY

@ Facial architecture is analyzed as a geometric structure, not a
collection of aesthetic features

® Bony prominences are the primary targets for structural
reinforcement

@® Visual depth is created through anatomically appropriate
contrast between shadow and highlight

@ Facial flatness is resolved through tonal contrast placement,
not through coverage
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CHAPTER 17

Face Shape Adaptation for Camera
Perception

17.1 Face Shape as a Camera Variable

Different face shapes bring different structural problems to camera
work. How projecting and recessed surfaces are distributed, how
width relates to length, and the geometry of individual features all
change how a face reads and how much reinforcement it needs.

Treat face shape as a set of structural characteristics with specific
camera consequences, not as a category to be corrected toward some
conventional ideal.

17.2 Round Face Structures

Round structures have similar horizontal and vertical proportions,
softly curved contours and little angular definition. With few strong
contrast boundaries to work from, the camera has almost nothing to
register as three-dimensional information, and the face can come back
undifferentiated and soft.

Here you create the angular contrast the face does not supply:
defined shadow under the cheekbones, a stronger jaw line, less
fullness through the temples. You are not changing the shape of the
face. You are giving the camera enough structural contrast to read
dimension.

17.3 Oval and Long Face Structures

Oval and elongated structures communicate dimension more readily,
because the natural length-to-width ratio builds in contrast. The risk
runs the other way: compression of spatial depth can make them read
longer still, and horizontal balance may need support.

For these faces, build horizontal weight through cheekbone
definition, place highlight wider across the lateral cheekbones, and
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keep the vertical run of highlight on the nasal bridge and forehead
shorter than instinct suggests.

17.4 Managing Asymmetry on Camera

Every face is asymmetrical. In person your visual system smooths it
over, because perception is adaptive and constantly moving. On
camera it can become far more obvious, since a flat recording surface
captures the precise dimensions of the face in one frozen moment.

Correct asymmetry selectively. Not all of it needs touching, and a
degree of natural asymmetry reads as real in a way that manufactured
symmetry never does. Concentrate on the asymmetries that unbalance
the image: different apparent depth on each side, one eye sitting
higher than the other, a noticeable difference in the size of a feature.

The technique is to place depth and highlight independently on each
side, so that the balance the camera perceives comes out even,
whatever you were given to start with (see Figure 6).

ANGLE STRATEGY & CORRECTION MAP

How face angle and camera perspective affect appearance—and where to adjust makeup.
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Figure 6. Angle strategy and correction. The same face reads differently at
every camera angle, so the correction moves with the lens. Reproduced at full
page size in Appendix D, p. 157.
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CHAPTER SUMMARY

Face shape is evaluated for its specific camera performance
characteristics, not aesthetic conventions

Round structures require angular contrast creation to
communicate dimensionality on camera

Elongated structures may need horizontal balance
reinforcement

Asymmetry correction is applied selectively, focusing on
structural imbalance in the camera image
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CHAPTER 18

Eye Definition in Camera-Adaptive
Makeup

18.1 Why Eyes Lose Definition on Camera

The eyes are among the most structurally complex parts of the face
and among the most consistently underserved in camera work. Several
optical effects gang up to make the eyes look smaller, softer and less
present on screen than they do in the room.

The lash line, which draws the main border of the eye, loses its
contrast against skin under high-key or frontal light. The upper lid
loses shadow depth when lit from above or straight on, so the lid space
flattens into one continuous surface. Iris color can desaturate or shift
under certain temperatures, taking away the impact of the eye itself.

18.2 Lash Line Reinforcement

Reinforcing the lash line gives you more return than almost anything
else you can do to the eye. Without a defined lash line the eye reads
smaller and less distinct. This is not decoration: you are creating a
contrast boundary that the camera can register as the structural edge
of the eye.

That boundary needs enough density to survive the production
lighting. Applied lightly, or with a very translucent product, it can
vanish entirely from the final image. Work right at the lash root and
leave no gaps, since any break in the line reduces the density the
camera sees.

In most camera environments you need both upper and lower. The
lower lash line does a great deal for the apparent size and definition of
the eye, and it is the part most often neglected in work that has not
been adapted for camera.

18.3 Lid Structure and Shape Optimization
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The structure of the lid, how deep the crease is, how much surface
shows, how it gives way to the brow bone, is what tells the camera
about depth in this area. A flat lid with no crease contrast reads as a
single plane, which shallows the socket and takes the dimension out of
the brow structure above it.

Within RIO, you place depth in the crease to reinforce the shadow
directional light would have made there, and highlight on the brow
bone to define the projecting surface above. The contrast between the
two hands the camera the geometry of the orbital area.

Where there is little natural crease to work with, on monolid or
hooded structures, follow the geometry you actually have. Place the
contrast where it will be visible once the eye is open and sitting
naturally, which is rarely where it looks right with the eye closed.

CHAPTER SUMMARY

® Eyes consistently lose definition, size and contrast in camera
recording

@® Lash line reinforcement creates the contrast boundary the
camera requires to register the eye

@® Both upper and lower lash line reinforcement are typically
required

@® Lid structure optimization uses depth and highlight contrast to
communicate orbital geometry

® Eye structure correction must account for individual eye
geometry
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CHAPTER 19

Eyebrow Architecture for Camera
Balance

19.1 The Function of Eyebrows in Camera-Based
Makeup

Brows do structural work that has nothing to do with expression or
fashion. They are one of the main horizontal references on the face,
giving the camera a clear geometric marker for the scale, symmetry
and proportional balance of everything above and below them.

Leave them underdefined and the upper third of the face loses its
anchor. The proportions between forehead, eyes and midface turn
ambiguous, and the balance of the whole face in the frame suffers for
it.

19.2 Contrast and Geometry

Brow architecture for camera needs two things: contrast and
geometry. Contrast is the tonal difference between the brow and the
skin around it. Geometry is the precision of the shape itself, where it
starts, where the arch sits, which way the tail runs, how thick it stays.

Without enough contrast the brow reads as a faint smudge rather
than a structural feature. This happens most with fair or sparse brows
under strong light, where the hair itself can seem to lighten and
disappear. Give the camera enough contrast to register the brow as a
distinct element with real visual weight.

19.3 Why Overly Natural Brows Lose Definition

Natural brow technique, hair-by-hair strokes, feathering, light filling,
is built to imitate real brow hair at conversational distance. At the
resolution and distance of a camera, it frequently fails to deliver the
contrast and geometric clarity the brow needs.
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Fine strokes that convince completely in person may not register
individually at all. The cumulative effect of a low-density natural finish
can come back much lighter and less defined than you intended,
especially under high-key or frontal light.

So lean toward sufficient density and clean geometry. The aim is not
a drawn-on or artificial brow. It is a brow whose structure reads as
clearly on camera as it does when you are standing in front of it.

19.4 Achieving Visual Symmetry

Symmetry matters more here than in live work, because a static two-
dimensional image emphasizes geometric inconsistencies that
movement and live perception quietly suppress.

Perfect anatomical symmetry is neither achievable nor the point.
What you want is visual symmetry: both brows appearing to occupy the
same position relative to the eyes and the midline once the camera
sees them. With a markedly asymmetrical face, that can mean placing
the brows asymmetrically in reality to arrive at a symmetrical
impression on screen.

CHAPTER SUMMARY

® Eyebrows are primary geometric reference elements for
camera-based facial balance

@ Sufficient contrast and precise geometry are both required for
brows to read clearly on camera

@® Natural hair-stroke brow techniques frequently fail under
camera conditions

® Visual symmetry in the camera frame is the objective, which
may differ from anatomical symmetry
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PART V. Color, Texture and
Visual Balance
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CHAPTER 20

Color Translation from Reality to
Camera

20.1 Why Colors Appear Differently on Camera

The color you apply and the color that arrives in the image are not the
same thing. A whole chain sits between them: the color temperature of
the source, how the sensor interprets color, white balance, post-
processing and finally whatever screen someone watches it on.

So colors that look accurate and flattering in person can come back
different in hue, saturation or tonal quality. Treat that gap as
predictable rather than random. It can be anticipated and managed on
the day instead of chased in post.

20.2 Color Distortion and Loss of Nuance

Sensors compress the color information in a scene. Subtle transitions,
the slight step between a highlight and a midtone, the soft gradation
from a warm cheek to a neutral jaw, get reduced or lost. Lower bit
depths, heavy compression and screens with limited gamut all make it
worse.

In practice, any color effect that depends on fine distinctions is at
risk. The barely-there blush that looks beautifully natural in person
can read as nothing at all. Carefully gradated contour can lose its
transitions and arrive as a stripe rather than a shadow.

Calibrate your intensity for the compression you expect. Apply color
at a level that will survive recording and display and still be there in
the final image.

20.3 High-Risk Colors in Camera Environments

Some colors carry known risks. Orange-leaning formulations, plenty of
warm bronzers and some foundations among them, can push further
orange under certain temperatures and read unnatural or
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oversaturated. Cool pink products can drift toward lavender or simply
look faded under warm light.

Pure whites, bright concealers, white highlighters, aggressive light-
correcting formulas, can exceed the sensor's dynamic range in a
brightly lit setup and blow out with no detail left to recover. Deep
saturated lip and eye colors can shift in hue or saturation depending on
how the sensor is calibrated.

Keep these risk categories in mind, then handle them the same way
each time: choose products carefully, calibrate color under the
production lighting, and confirm how it renders in the camera output
before you commit.

20.4 Color Balance Strategies

Good color balance means choosing products that stay stable across
the lighting and recording conditions you expect, checking accuracy in
the camera output rather than in the room, and leaving yourself room
to correct where you need it.

Choose foundation and complexion color against the camera image,
not against your own eye. Evaluate blush, contour and highlight for
how they render under the actual lighting setup before you finalise
anything. Test lip and eye color under production conditions, where
shifts in saturation and hue can undo what you intended (see Figure 7).
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PRE-APPLICATION PARAMETER CHARACTERIZATION MATRIX

Comprehensive assessment before product selection and application
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Figure 7. Color temperature and white balance. A foundation mixed to look
neutral in daylight can read distinctly warm under tungsten. Reproduced at full
page size in Appendix D, p. 158.

CHAPTER SUMMARY

® Color appearance in the camera image is not a direct
translation of its application appearance

@® Sensor compression reduces subtle color nuance; application
intensity must be calibrated accordingly

@® Certain color ranges present known risk for camera-specific
distortion

@® Color accuracy is verified in the camera output, not in the
mirror or under natural light
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CHAPTER 21

Blush, Bronzer and Highlight
Placement

21.1 The Camera-Specific Function of Blush

Blush does two jobs here. It restores natural color that studio lighting
tends to wash out, and it reinforces cheek structure as part of RIO.
Under strong light, skin often comes back more uniform and less
animated than it looks in daylight. Well-placed blush puts back the
color variation that reads as vitality and dimension.

Let the anatomy of the cheek and the lighting setup guide
placement. As a rule, blush sits at and slightly below the apex of the
cheekbone, where it builds the impression of structure rather than
simply adding color to the middle of the face.

21.2 Bronzer as a Structural Tool

Bronzer here is a reinforcement tool more than a color product. It
deepens the tonal value where the face should recede, the sides of the
forehead, the perimeter, the hollows under the cheekbones, and adds
to the structural dimension you built with RIO.

Watch its color properties closely. Bronzers heavy in orange can
push further orange under warm light and leave you with a skin tone
that fools nobody. Bronzers loaded with shimmer or mica throw
reflective artifacts under strong light. Favor matte or low-reflectivity
formulations in neutral-warm undertones.

21.3 Controlled Reflectivity in Highlight Placement

Chapter 15 covered the structural highlight, where tonal contrast tells
the camera which surfaces project. What concerns us in this part is
different: the color and reflectivity of highlight products used to
enhance the complexion, rather than to correct dimension.
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Reflective highlighters, the ones carrying mica, titanium dioxide or
other scattering particles, need a careful hand on camera. Placed in
small controlled amounts on the highest planes of the cheekbone, they
give skin a natural luminosity that reads well. Overdone, or in a poor
formulation, they produce irregular bright spots that pull attention
away from the structure underneath.

21.4 Why Excessive Highlighting Disrupts Camera
Balance

The fashion for very high-luminosity, heavily highlighted skin sits
badly with camera work. Under studio light, extreme highlighting
creates points of specular reflectivity that overexpose or leave visible
artifacts. Sheer highlight spread across large areas brightens the
whole surface uniformly, which is precisely what kills the tonal
contrast your structure depends on.

Work by controlled reflectivity instead. Place highlight selectively, in
small zones, using products whose reflective intensity suits the light
you are in. You are after luminosity rather than brightness: a
dimensional quality on the skin, not an overall sheen (see Figure 8).
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Figure 8. Placement map: where each product goes, and what it is doing
optically once it is there. Reproduced at full page size in Appendix D, p. 159.
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CHAPTER SUMMARY

Blush restores color vitality and reinforces cheek structure
under studio lighting

Bronzer functions as a structural depth tool; orange saturation
and shimmer must be avoided on camera

Reflective highlight must be placed in controlled zones with
appropriate product intensity

Excessive highlighting reduces tonal contrast and disrupts
camera structural balance
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CHAPTER 22

Lip Structure and Visibility on
Camera

22.1 Why Lips Lose Definition and Color on Camera

Lips suffer more than most areas from the loss of color and contrast
between the room and the recording. Lip color that looks vivid, well-
drawn and correctly proportioned in person can arrive faded, soft at
the outline and smaller than you intended. Three things are happening
at once: desaturation, edge softening and the loss of structural
definition.

Several factors feed into it. The skin around the mouth often carries
tonal values close to the lips themselves, which flattens contrast at the
border. The sensor treats the lip as a region of color inside the face
rather than as a distinct structure. And under some lighting the
natural shading of the Cupid's bow and the shadow beneath the lower
lip, which carry the volume of the mouth in person, simply disappear.

22.2 Definition, Contrast and Volume

Lip definition for camera comes down to two jobs: clarifying the edge
and reinforcing the internal structure. Edge clarification gives you a
clear boundary between lip and skin, restoring the contrast the
camera needs to register the mouth as a defined feature. Internal
reinforcement keeps the tonal variation inside the lip, deeper at the
center, lighter or more saturated at the peaks of the Cupid's bow,
which is what communicates volume.

Liner does structural work here, not decorative work. Its job is
optical: it builds the contrast edge that stops lip color dissolving into
the surrounding skin. For camera, apply it slightly inside the visible
border, since the small expansion that works in editorial can look
exaggerated in close-up.

22.3 Matte vs. Cream Textures on Camera
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Texture changes how lip color reads in several ways. Matte
formulations hold their color from application through the whole wear,
resist traveling past the border and stay pigment-stable. In high-
resolution and video work, where color consistency and a clean edge
matter most, matte is usually the safer choice.

Cream and gloss bring reflectivity to the mouth. Sometimes that is
exactly right, giving the lips a dimensional, full impression. Under
strong frontal or hard light, though, the reflective surface can throw
overexposed spots or wash the color out altogether.

Choose texture for the conditions, the impression you want and the
resolution you are working at. Matte is the default when color stability
matters most; reach for cream when volumising luminosity suits the
job and the lighting will allow it.

22.4 Preventing Lip Desaturation on Screen

Desaturation, where lip color comes back less vivid than it went on, is
a constant problem in camera work. It bites hardest under warm light,
which can neutralize cool lip colors, and in video that will be heavily
graded.

You can head it off. Choose colors with a higher pigment load, layer
for density, apply a little more intensely than looks necessary in
person, and check how the color renders in the viewfinder under
production lighting before you call it finished.

CHAPTER SUMMARY

® Lips consistently lose definition and color saturation in camera
recording

® Edge clarification and internal structure reinforcement are
both required for camera-visible lip definition

® Lip liner provides the optical contrast boundary that camera
requires

® Matte formulations provide greater color stability; cream
formulations require controlled lighting conditions
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® Color desaturation is managed through increased pigment
density and camera testing
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PART VI. Applied CAM
Technique® Methodology
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CHAPTER 23

Step-by-Step CAM Technique®
Workflow

23.1 Overview of the CAM Technique® Process

The applied workflow turns everything in the preceding chapters into
a sequence you can repeat. Each stage does a specific optical job and
needs to be finished before the next one starts. The order is not
arbitrary; it follows the order in which the optical variables have to be
dealt with if the result is going to hold together on camera.

There are four stages: Skin Preparation, Base Construction,
Structural Correction through RIO, and Detail Refinement. For each
one below you will find what it is for, what it asks you to decide, and
how to know when it is done (see Figure 9).

CAM TECHNIQUE WORKFLOW
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Figure 9. The four-stage workflow, with an on-camera check after every stage.
Reproduced at full page size in Appendix D, p. 160.

23.2 Stage One: Skin Preparation
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Skin preparation sets up the physical and optical conditions everything
else depends on. It covers cleansing, toning, treating whatever the
surface needs, and choosing a primer system that suits the job in front
of you.

Cleansing clears away surface oils, product residue and whatever
the day has deposited, all of which undermine adhesion and surface
integrity. For camera work you want the cleansed surface free of
excess moisture and oil, so the layers that follow have something
stable to sit on.

Let the optical requirements pick your primer. Pore-minimizing
primers for close-up high-resolution work, mattifying primers for video
where shine is going to develop, color-correcting primers where the
tonal inconsistency is significant enough to need addressing before
foundation.

Preparation gets treated as a preliminary in general practice. In
camera work it is a critical optical intervention. Prepare the surface
badly and you compromise the density, adhesion and optical
performance of every single layer you put on top of it.

23.3 Stage Two: Base Construction

Base construction lays the tonal foundation that structural correction
and detail refinement will be built on. It covers corrective color,
foundation and the initial setting of the base.

Corrective work comes first, dealing with darkness around the eyes,
redness and hyperpigmentation before foundation goes anywhere
near them. Choose the correctors for the specific corrections you need
and test them under the production lighting.

Apply foundation at the density the format, coverage needs and
lighting call for, all of which you established in your pre-application
assessment. Choose your application method for the surface texture
the next stage needs: one that will take further product without pilling
and blend cleanly at the edges of your structural placements.
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Initial setting, usually a light pass of a camera-appropriate powder
in the areas most likely to shine, stabilizes the base before structural
products arrive. Powder too early, over your corrective work, and you
undermine it, so set selectively and only once the full base is complete.

23.4 Stage Three: Structural Correction (RIO)

Structural correction is RIO applied to the finished base.
Reinforcement goes into the anatomically correct shadow zones:
under the cheekbones, along the sides of the nasal bridge, at the
temples and jaw. Blend each zone before you move to the next.
Optimization highlights go on last, on the projecting surfaces the light
will find by itself.

Check the viewfinder or the monitor as you work through this stage,
to confirm the corrections are reading at the level you expect. Adjust
density, placement and blending against what the camera is showing
you, not against the face in front of you.

Eye structure belongs to this stage too: lash line reinforcement, lid
optimization, brow architecture. The principle is the same throughout,
sufficient density and correct placement for the camera to register it
(see Figure 10).
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Brow architecture
| clean geometric definition, symmetry

“4

Brow-bone highlight
projecting surface above the eye

A* =

Lid structure — crease depth
defines eye socket for the sensor

Lash-line reinforcement
lash root, upper and lower

Figure 10. Structural correction at the eye: brow architecture, brow-bone
highlight, lid crease depth, lash-line reinforcement.

23.5 Stage Four: Detail Refinement
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Detail refinement covers color, blush, bronzer and highlight, along
with lip color and any texture or coverage still outstanding. It works
inside the structure you built in Stage Three: place color so that it
supports the structure rather than flattening or fighting it.

Do the final evaluation on camera, under production lighting, at the
distance and format you will actually be shooting. This is where you
confirm that all four stages have done their job and the application is
ready to work (see Figure 11).

Stage Four — Detail Refinement

"Color application comprising blush, bronzer, highlight, and lip color, placed within the
structural framework established in Stage Three."

— CAM Technique® Technical Disclosure, Ch. 23.5

BLUSH PLACEMENT FINAL RESULT — STAGE FOUR

Figure 11. Stage four: blush placement on the left, the finished application on
the right.

CHAPTER SUMMARY

® The CAM Technique® workflow has four stages: Preparation,
Base, Structure (RIO) and Detail
® Each stage must be complete before the next begins
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Skin preparation is a critical optical intervention, not a
secondary step

Base construction establishes tonal consistency and product
adhesion

Structural correction (RIO) is evaluated in the camera output,
not in person

Final evaluation is performed under production conditions on
camera
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CHAPTER 214

Common Professional Errors in
Camera Makeup

24.1 The Origin of Camera-Specific Errors

The common errors in camera work are not failures of skill. They come
from applying skills and standards built for another context, live and in
person, to the different demands of recording. Naming them clearly is
the first step to getting them out of your practice.

24.2 Under-Application

Under-application, not enough product density to do the optical job, is
the single most common error. It comes from judging the work by how
it looks in the room, and from the belief that makeup has to be
undetectable in the mirror to look natural on screen.

It shows up in several ways: tonal inconsistencies still visible
through the base, structural corrections that never register, lip and
eye definition that disappears in the image, and an overall look of
someone who was not quite ready. At high resolution the skin's own
surface shows straight through the layer, and the reinforcement you
placed has no optical presence at all.

The answer is not simply more of the same product. It is changing
the standard you judge density by, from the mirror to the camera
output.

24.3 Incorrect Powder Selection

Powders that behave impeccably away from a camera, setting the
base, controlling shine, finishing the surface, can cause real optical
trouble once you are recording. Reflective particles, whitening agents
and certain soft-focus systems leave artifacts that are invisible in the
room and unmistakable in the image.
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What makes this error expensive is when you find it: usually after
reviewing footage or test frames, by which point the makeup has to
come off and go back on. Test every powder under the anticipated
production lighting before the day, and the problem does not arise.

24.4 Lack of Structural Correction

Build a base and skip the structure, Stages One and Two without Stage
Three, and you get a technically clean, visually flat result. Tone is even,
coverage is effective, and the camera receives no dimensional
information whatsoever. It is well-made work that is wrong for the
medium.

Structure often gets left out because the face looks well defined in
person and the artist assumes the camera will see the same thing. As
this whole book argues, it will not. The camera does not read depth the
way your eye does, and definition that is obvious in the room routinely
fails to register once you are recording.

24.5 Ignoring Light Conditions

Working without reference to the production lighting is a foundational
error. Density, correction intensity, materials and color all depend on
the light you will be shooting in. Makeup built for one lighting context
can fail completely in another.

It usually happens when the makeup is done at a station lit quite
differently from the set, and never checked under the real conditions.
Make the final evaluation of every decision under the production
lighting, on camera, before you start.

CHAPTER SUMMARY

® Under-application is the most frequent camera makeup error,
caused by mirror-based evaluation

® Incorrect powder selection introduces reflective artifacts that
are only visible on camera

® Omitting structural correction produces technically clean but
dimensionally flat camera results
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@® Camera makeup must be designed and evaluated with
reference to the specific production lighting
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CHAPTER 25

Adapting CAM Technique® to
Different Media Formats

25.1 Format as a Defining Variable

This is an adaptive methodology rather than a fixed set of instructions.
The principles hold across every camera environment, optical density,
structural correction, material compatibility, application that answers
to the light, but how you apply them is calibrated to the format in front
of you.

Four variables separate one format from another: how much
resolution and detail is captured, how close the camera is and how it
frames, how much movement and duration is involved, and what
happens to the footage in post. Each one changes how your work will
look by the time an audience sees it.

25.2 Photography

Still photography asks the most of your surface precision. One frame
holds a fixed moment, and the viewer can study it as long as they like,
at whatever resolution the file allows. Blending faults, uneven texture
and reflective artifacts all show more clearly in a still than in moving
footage.

For stills, put surface refinement first: seamless transitions between
every product zone, reflectivity controlled for the source and modifier
in use, and structural correction strong enough to survive the focal
length and aperture you are shooting at. Flash brings its own
variables, its color temperature and its intensity relative to the
ambient light, and you want those confirmed in test frames before the
shoot starts.

25.3 Video Production
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Video adds time to the equation. The work has to hold its optical
performance not for one moment but across the whole recording,
which might run from a few minutes to several days. Sebum,
migration, heat and movement all keep changing how the makeup
looks while the camera runs.

For video, durability comes first: products with genuine long-wear
properties, oil-resistant binders, little tendency to travel or separate.
You can often pitch structural correction slightly lower than you would
for stills, since movement supplies some of its own dimension, but it
still has to stay camera-readable from the first take to the last.

25.4 Social Media Content

Social content gets made everywhere: controlled studios, natural and
mixed-light locations, professional bodies and phones, tight face
framing and wide lifestyle shots. That range is exactly why this work
asks for more adaptability than any other format.

As Chapter 4 covered, phones process their output heavily.
Sometimes that flatters your work and sometimes it produces
rendering you did not expect. The smoothing and contrast algorithms
can eat into the structural correction you placed, so you compensate
with more density than the same face would need on a professional
body.

25.5 Close-Up and High-Definition Shooting

Close-up and ultra-high-definition work is the most demanding context
there is. Proximity and resolution together magnify everything on the
surface: product texture, the edges of your blending, reflective
particles, tonal transitions. An application that is flawless at normal
shooting distance can fall apart with the lens close to the face at full
resolution.

Close-up work needs your most precise blending, your strictest
particle selection and structural corrections deep enough to still
function under maximum magnification. Shoot a test at the intended
framing and distance beforehand. There is no substitute for seeing it.
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CHAPTER SUMMARY

CAM Technique® is adapted to specific format demands while
maintaining consistent principles

Photography demands the highest surface precision and
reflectivity control

Video requires formulation durability and resistance to
progressive wear

Social media contexts vary widely and require adaptive format
assessment

Close-up and high-definition shooting demand the highest
blending precision and particle management
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CONCLUSION

Camera-Adaptive Makeup as a
Specialized Professional Field

The Evolution of Visual Media and Professional
Demands

Camera-based visual communication is not a passing trend. It is the
medium of contemporary professional, commercial and personal visual
culture. Between photography, video, streaming, social platforms and
Al-generated imagery, the recorded image has become the main
context in which human appearance is judged, communicated and
remembered.

Traditional makeup education has not kept up with what that
demands. Skills honed for live, in-person work, however expert, are
not the same skills as those needed for consistent, technically
controlled results on camera. The gap between the two is real, it is
systematic, and it shows up in your professional outcomes.

I developed CAM Technique® to close that gap with a structured,
reproducible methodology grounded in how camera systems actually
behave optically. It does not replace artistic skill or years of
experience. It gives those things a technical framework to work inside,
so the results come out predictable across photographic and video
formats.

Growth of Digital and Video-Based Media

Digital and video media keep expanding, with no sign of slowing. High-
definition and ultra-high-definition production is now within reach of
anyone and expected everywhere. Sensors keep improving. Platforms
keep asking for better output. The standards applied to makeup in
recorded media will keep rising with them.
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Working in camera contexts without a technical methodology puts
you at a real disadvantage. You are relying on intuition built from
experience, and that intuition does not always transfer between
formats, lighting environments and camera systems. It also leaves you
exposed to the same recurring errors: under-application, the wrong
materials, structure left out entirely, all of which follow from applying
live standards to camera demands.

Al, High-Resolution Imaging and Future Demands

Artificial intelligence and new imaging technology are adding another
layer. Al retouching, real-time video enhancement and generated
imagery are becoming ordinary parts of the pipeline, and as they
develop, the standards your live work is measured against will keep
shifting.

The surprise is that Al tools usually make the demands on live
makeup stricter rather than looser. Automated retouching works best
on a well-built base, correcting isolated imperfections rather than
rescuing fundamental failures of structure or density. The better your
camera-adaptive work, the more effectively those tools can refine the
final image. Your application is the technically sound foundation the
whole pipeline rests on.

The Makeup Artist as a Technical Visual Specialist

This methodology reflects a wider change in what the job actually is.
Understanding light physics, cosmetic material science, camera optics
and structural correction is no longer supplementary knowledge. For
anyone whose work ends up on camera, it is core professional
competency.

Responsibility for the visual outcome runs past the application itself.
You need to understand the production context, talk to the team about
technical conditions, choose materials that suit the recording
environment, and judge your results by camera-based standards. It is a
hybrid role, and it asks for artistic sensitivity and technical expertise
together.
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The Integration of Artistry, Optics and Material
Science

None of this asks you to trade creative vision for technical method.
Artistic sensibility, aesthetic judgment and expressive intent remain
the heart of the work. What the methodology gives you is reliable
technical infrastructure to execute inside.

The best camera-adaptive work combines structural precision with
creative expression: faces that are technically correct and visually
compelling at once, that read as professional on screen while carrying
the artist's intention. Get the technical foundations right and your
creative energy goes into expression instead of troubleshooting.

As camera-based media keeps shaping how we see and are seen,
bringing artistry, optics and material science together in one practice
will only become more central to doing this work well.
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CAM Technique®: Applied Case
Studies and Visual Systems

Why Case Studies Matter Within CAM Technique®

What defines CAM Technique® is the step from understanding to
controlled application. The case studies that follow show the
methodology working under real camera conditions, and how optical
variables change makeup performance across different production
environments.

These case studies are intentionally structured as technical analyzes
rather than beauty editorials. Each example examines:

* recording conditions,

e  optical problems,

* limitations of traditional approaches,
e CAM Technique® solutions,
 final camera outcomes.
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CASE STUDY 1

Frontal Lighting and Facial Flatness

in 4K Beauty Video

Production Context

Recording format: 4K beauty video

Camera type: Mirrorless full-frame camera

Lighting setup: Large frontal softbox

Frame type: Tight close-up

Distribution platform: YouTube and Instagram Reels

Initial Visual Problem

The subject appeared visually balanced in person. However, during
camera testing, the face lost dimensionality under frontal soft lighting.

Observed camera issues included:

disappearance of cheekbone structure,
loss of eye depth,

flattening of the mid-face,

reduced lip definition,

excessive uniformity of skin tone.

The makeup appeared "clean" in person but visually undefined in the
recorded image (see Figure 12).
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VISUAL 2

FACIAL FLATNESS UNDER FRONTAL LIGHTING

How frontal softbox lighting affects the face — and how CAM Technique® restores dimension

BEFORE: NATURAL MAKEUP UNDER FRONTAL SOFTBOX AFTER: CAM TECHNIQUE® STRUCTURAL REINFORCEMENT
Lost Structure. Flat Resuilt. Restored Dimension. Natural Depth.

THE CHALLENGE

WHAT HAPPENS WHAT CHANGES

nnnnnnnnnnn

LIGHT SETUP. LIGHT BEHAVIOR RESULT LIGHT SETUP LIGHT BEHAVIOR RESULT
Frontal Softbox Evon, frontal light Flat appearance, Frontal Softbox Controlled highlights Restored dimension,
i + CAM Technique® and intentional natural strusture
Naturally define shadow placement
- jasen. s o/ 4
sion < >
bt Q‘ = 1 & V ‘ 5 i ' =
l - l -
KEY TAKEAWAY A o
“\ /= Frontal lighting can flatten even the most beautiful face. CAM Technique® uses strategic light intaraction and pehmgue! g
DU : dimension visi ible

makeup placement to rebuild structure and bring back natural, camera-ready dimension

Figure 12. Facial flatness under frontal lighting: the same face before and after
structural reinforcement. Reproduced at full page size in Appendix D, p. 161.

Traditional Makeup Approach

The initial application followed conventional beauty makeup
principles:

* lightweight foundation,

*  minimal contour,

*  soft natural blush,

 skin-finish complexion products,

* subtle eye definition.

Under 4K recording conditions, these techniques failed to provide
sufficient optical information for the camera sensor.

CAM Technique® Solution
The application was reconstructed using CAM Technique® principles:
Structural Reinforcement

* increased shadow depth beneath cheekbones,
* reinforcement of orbital structure,
* nasal side-plane definition,
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* strengthened lash-line contrast.
Optical Density Calibration

Foundation density was increased through layered thin applications
rather than a single heavy layer.

Reflectivity Control

Reflective highlighter was removed from central facial zones to
prevent flattening under frontal light (see Figure 13).

IXTIVRY ety Shot - Hih Defition ooy, 7,

7. CAMERA ANALYSIS

10. OPTICAL DENSITY SCALE™ (CAM SYSTEM)
actght sbsorpion and

11. SENSOR RESPONSE MAPPING™
s processes the s

ssssssssssssssssss

Figure 13. Optical density calibration for 4K capture: coverage built in thin
layers rather than one heavy pass. Reproduced at full page size in Appendix D,
p. 162.

Final Recorded Outcome

The face maintained dimensional integrity despite soft frontal lighting.

Visible improvements included:
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* restored facial depth,

* stronger eye visibility,

e clearer structural separation,

* improved readability on mobile screens.

The final makeup appeared more defined in person but significantly
more balanced on camera.

Facial Compression Zones™

Diagram Description

A front-facing facial map divided into:

* High Compression Zones

e Medium Compression Zones

. Structural Retention Zones
High Compression Zones

Areas that visually flatten first under frontal lighting:

 center forehead,
*  mid-cheek,
* nasolabial transition,
e chin center.
Structural Retention Zones

Areas where shadow reinforcement remains most visible:

* orbital socket,

* cheekbone underside,

* jaw perimeter,

* nasal sidewall.
Visual Purpose

This system demonstrates where structure disappears first under
camera compression and where correction should be intensified.
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CASE STUDY 2

Smartphone Camera
Overprocessing and Texture
Distortion

Production Context

Recording format: smartphone social media content
Device: modern smartphone with HDR and AI smoothing
Lighting: indirect daylight

Frame type: selfie close-up

Platform: TikTok

Initial Visual Problem

The subject experienced inconsistent makeup appearance across
different recording modes.

Observed issues:

texture sharpening around the nose,

uneven tonal transitions,

exaggerated under-eye dryness,

unstable contrast between foundation and natural skin.

The makeup appeared acceptable in the mirror but unstable under
computational processing.

Traditional Makeup Approach

The original application prioritized:

dewy skin,

lightweight complexion,
reflective primer,
luminous setting products.

The smartphone processing algorithm amplified micro-contrast and
surface reflectivity.
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CAM Technique® Solution

Surface Neutralization

Highly reflective primer was replaced with a controlled semi-matte
base.

Controlled Diffuse Reflection

Products with coarse mica particles were eliminated.

Texture Compression Strategy

Under-eye layering was reduced while pigment density was increased
selectively.

Sensor-Aware Structural Contrast

Facial contrast was reinforced slightly above real-life visibility
thresholds to survive algorithmic smoothing (see Figure 14).

VISUAL 3

REFLECTIVE PARTICLE BEHAVIOR

How different cosmetic particles interact with light on the skin

1. MICA REFLECTION (PEARLESCENT) 2. SILICA SCATTERING (DIFFUSE) 3. MATTE PARTICLE ABSORPTION
Mica particles reflect light, creating Silica particles scatter light in multiple directions, Matte particles absorb light, reducing
brightness and dimension. blurring imperfections and creating soft focus. reflectivity and controlling shine.

Incident Light Reflected Light Incident Light \, Incident Light

Particle
—— (Plate-like)

NJ  EFFECT: High reflectivity, adds luminosity, :' . "_ EFFECT: Light scattering blurs texture, EFFECT: Light absorption reduces reflectivity,
Z|X  creates highlights and a glowing appearance. *.,.* reduces shine, creates a soft-focus effect. controls shine, creates a matte finish.
LEGEND KEY BENEFIT IN MAKEUP
Incident Light Reflected Light > Scattered Light Absorbed Light J’ Enhances dimension  +**",  Blurs imperfections . Controls shine
4+ and radiance *..- and evens texture and sets the look

SCIENCE IN BEAUTY
‘The balance of reflective, scattering, and absorptive particles is key to achieving the perfect makeup finish.
CAM Technique® optimizes this balance for each unique lighting environment.

Figure 14. Surface neutralization for smartphone capture, controlling the shine
the processing would otherwise exaggerate. Reproduced at full page size in
Appendix D, p. 163.

Final Recorded Outcome
. more stable skin texture,
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* reduced Al sharpening artifacts,
* improved tonal continuity,
* consistent appearance across front and rear cameras.

The result appeared slightly more structured in person but
significantly more refined on screen.
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VISUAL SCHEMA
Sensor Response Mapping™

Diagram Description

A comparison grid showing how different camera systems interpret
identical makeup.

Columns:

* Human eye

. Smartphone HDR
*  Professional DSLR
e Cinema camera

. texture,

*  contrast,

* reflectivity,

* depth,

*  color saturation.
Visual Purpose

This system demonstrates that makeup performance changes
depending on sensor processing and image algorithms (see Figures 15
and 16).
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CINEMATIC CLOSE-UP- 4K VIDEO PRODUCTION i
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Figure 15. Sensor response mapping: how four capture systems interpret one
identical application. Reproduced at full page size in Appendix D, p. 164.
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CASE STUDY 3

Flashback Effect From Silica-Based
Powder

Production Context

*  Studio photography
* Direct flash photography
* High-resolution editorial shoot
* Neutral gray backdrop
Initial Visual Problem

The complexion appeared significantly lighter in photographs than in
person.

Observed issues:

*  white under-eye cast,

 forehead overexposure,

* powder visibility,

* inconsistent tonal balance between face and neck.

Cause Analysis

The setting powder contained:

* high silica concentration,
* reflective soft-focus particles,
* light-scattering microspheres.
These particles reflected flash intensity directly toward the sensor.
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Social Media Content — Smartphone vs. Professional Camera epopd Y
CASE STUDY 3 Adapting CAM Technique® for Mum—Plaﬂwm.pH igh-Frequency Content Creation Prlina Kecamenkova.
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Figure 16. Powder reflectivity under direct flash, before and after the powder
was changed. Reproduced at full page size in Appendix D, p. 165.

CAM Technique® Solution

Powder Replacement

The original powder was replaced with:

* low-reflectivity micro-milled powder,
* minimal silica content,
* neutral pigmentation.

Zone-Based Powder Distribution

Powder was removed from:

* upper cheek area,
* central forehead,
* orbital highlight zones.
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Optical Testing Protocol

Multiple flash tests were performed before final recording.

Final Recorded Outcome

* elimination of flashback,

* stable skin tone under flash,
* improved tonal continuity,

* preserved facial structure.

Reflective Particle Risk Scale™

Diagram Description

A vertical spectrum showing cosmetic particles ranked by camera
reflectivity.

Low Risk:

* iron oxides,

e  kaolin,

* neutral talc systems.
Medium Risk:

* coated silica,
*  soft-focus polymers.
High Risk:

*  mica,

e titanium dioxide overload,

e reflective microspheres.
Visual Purpose

This system classifies cosmetic particles according to optical
instability under camera lighting.
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CASE STUDY 4

Facial Asymmetry Under Side
Lighting

Production Context

* Cinematic interview setup

*  Strong directional side lighting

* Medium close-up framing

* Long-form video production
Initial Visual Problem

Natural facial asymmetry became exaggerated under side lighting.
Observed issues:

. one eye visually smaller,

* asymmetrical cheek depth,

* uneven jaw visibility,

* imbalance between lit and shadow sides.
Traditional Makeup Approach

Traditional symmetrical contour placement intensified the imbalance
because the lighting itself was asymmetrical (see Figures 17 and 18).

CAM Technique® Solution

Adaptive Structural Correction

Correction intensity was adjusted differently on each side of the face.
Light-Aware Shadow Compensation

The shadow side received:

* stronger orbital definition,
. increased cheek structure,
. modified brow reinforcement.
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Controlled Tonal Redistribution

Foundation density was adjusted asymmetrically to maintain camera
balance.

Film & Television - Mixed Lighting Environment —
CASE STUDY 4 BRLRAGE bl bl WL i Polic Kasamenkov

Figure 17. Adaptive structural correction under side lighting: each side receives
a different correction intensity. Reproduced at full page size in Appendix D,
p. 166.

Final Recorded Outcome

* improved facial equilibrium,
* reduced asymmetry visibility,
* more stable visual proportions during movement.

Dynamic Structure Compensation™

Diagram Description

A split-face diagram showing:
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* lighting direction,

. natural shadow,

* corrective shadow,

* compensatory highlight zones.
Visual Purpose

This framework explains how structural correction changes depending
on directional light.

LIGHT DIRECTION & CORRECTION MAP

How each light setup influences the face and where to correct with makeup.

COMMON LIGHT SETUPS CORRECTION ZONES ON FACE CORRECTION ZONES LEGEND

Color-coded areas show where to apply makeup adjustments
to balance each lighting scenario.

FRONT LIGHT 1 FRON

Add contour to create dimension.
Use matte products to reduce shine.
Focus on temples, sides of nose,
under cheekbones, and chin,

Light from camera

direction.

Effect: Flattens features,

reduces natural shadows,

increases shine.

D 2 SIDE LIGHT CORRECTION
Balance shadows on the opposite side.
Slightly brighten and soften transitions.
Focus on shadowed cheek and
temple, far side of face.

i
? @ sioELGHT
> Light from 45° angle.
- Effect: Creates dimension
on one side, deey
. shadows on opposite side. 3 TOP LIGHT CORRECTION
Lift and brighten under-eye area
Soften deep shadows in eye soekets,
1
I
v

© Tor LiGHT under nose, and under lower lip,

Light from above. | 4 BACK LIGHT CORRECTION

Effect: Deepens eye sockets " Add subtle contour to prevant

and under-eye area, creates

it a0 flatness when rim light reduces

facial definition.

[] 5 UNDER LIGHT CORRECTION
Avoid. If unavoidable, add contour

@ BAcKLGHT

o XD Light from behind subject.

under cheekbones and jawline to

Effect: Creates rim light, minimize harsh shadews.
can blow out ediges, acids
separation
L APPLICATION TIPS
A © unper LiGHT Q « Adjust foundation and powder for
i it o Bek the dominant ight diection.
s T - Bl diension e gt vshes vt
ook gk e el + Soften andibrighten where shadows deepen.
: texture. z =% > = = = Tost under the actual shooting
p=—4 FrontLight (B sidelight (B TopLight ) Backlight [ Under Light i g Shasttrpasis

KEY PRINCIPLES , CoNTROL RESTORE BALANCE PRESERVE ADAPT TO
Makeup must work with light, ¢ REFLECTIVITY =@ DIMENSION . SHADOWS NATURALITY - CAMERA
RotagNo I 116 poM K bestony +Y 4+ Usematteor </ Add depthwhere Brighten or soften Enhance features Camera sees differently

dimension, control reflectivity,
and maintain natural contours
in every lighting eondition

soft-focus products light flattens areas that become without creating than the eye. Adjust
to manage shine. natural planes. too dark. obvious makeup. accordingly.

Figure 18. Light direction and correction zones: how the corrective map
changes with the position of the key light. Reproduced at full page size in
Appendix D, p. 167.
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CASE STUDY 5

Social Media Compression and Loss
of Structural Detail

Production Context

* Instagram Reel export
* compressed mobile playback,
* mixed indoor lighting,
e vertical framing.
Initial Visual Problem

Makeup that appeared balanced during filming became visually flat
after platform compression (see Figures 19 and 20).
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Figure 19. Structural loss after social-media compression: what the platform
removes from a balanced application. Reproduced at full page size in Appendix
D, p. 168.

Observed issues:

* contour disappearance,
*  blush desaturation,

* lip edge softening,

* reduced eye visibility.

Cause Analysis

Compression algorithms reduced:

. tonal transitions,
* local contrast,
* fine structural differences.
Subtle makeup placement became visually compressed.
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VISUAL 5

CAMERA-TYPE MAKEUP TRANSLATION

The same makeup looks different across devices and platforms,
CAM Technique® adapts to preserve structure, tone, and balance.

REFERENCE 1. SMARTPHONE 2.DSLR 3. CINEMA CAMERA et b S
kg unite satn i (stil Photography) (Log / Fimie Capturs) @ ¢ ADARTATION

Figure 20. Contrast and tonal transitions before and after compression-aware
correction. Reproduced at full page size in Appendix D, p. 169.

CAM Technique® Solution

Compression-Aware Contrast Strategy

Structural contrast was intentionally increased before export.

Color Reinforcement

Blush and lip tones were calibrated above real-life neutrality
thresholds.

Eye Visibility Optimization
Lash-line density and orbital contrast were increased selectively.

Final Recorded Outcome

* preserved structure after upload,
* stronger readability on mobile screens,
* improved facial separation in compressed playback.
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Optical Density Scale™

Diagram Description

A five-level scale showing makeup density relative to recording
environment.

Level 1:

Live natural-light makeup
Level 2:

Smartphone casual content
Level 3:

Professional photography
Level 4:

4K beauty video

Level 5:

Cinema close-up production

Visual Purpose

This system explains that density requirements increase as recording
precision and compression sensitivity increase (see Figure 21).
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RECORDING &
LIGHTING CONDITIONS
(Input from Fig. 2)

1. 4K EDITORIAL FLASH

(Studio, Strobes, Controlled)

« High resolution
« High contrast
« Diract light / specular risk

2. SMARTPHONE HDR
D DAYLIGHT

(Qutdoer, Natural Light}

+ HDR processing

« Wide dynamic range
« Variable sunlight

3. CINEMA LOG

MIXED LIGHT
(Ginema Camera, Log Profile,

Mixed Sources)

« Lower contrast (log)
« Wide latitude

* Mixed color tomp.

4. SOCIAL MEDIA EXPORT
(COMPRESSED)

POLINA KUZMENKOVA

PRODUCT-SELECTION DECISION MATRIX

Selection rules by recording and lighting conditions for key cosmetic categories
(Based on Section 6.3.3 of the CAM Technique® Methodology)

FOUNDATION
&TINTS

Matte or natural-matte
finish; high coverage
‘optional. Avoid highly
emollient formulas.

Key: oil-cantrol, opacity,
flash stability

Light to medium

coverage; flexible
finish. Aveid cakey
or heavy textures.

Key: natural blend,
skin-like finish

Medium to full
coverage, Neutral
undertone. Avoid
oxidation-prone
formulas.

Key: color stabi
latitudinal range

Light to medium
coverage. Avoid

Compressed

Video/imoge)
* High compression
= Limited color depth
* Detailloss

products.

Key: smooth appearance,
compression-safe

8 POWDERS

Translucent, finely
mille; no flashback.
Avoid mica and large
shimmer particles.

Key: silica-based,
matte, HD-safe

Lightweight, soft-focus.
Avoid heavy setting
resulting in flat or
chalky appearance.

Key: blur effect,
minimal texture

Matte, non-reflective.
Avoid silca flashback
in strong sources.

Avoid visible texture.

Key: low reflectivity,
even diffusion

Light setting only.
Avoid heavy powder
that accentuates
texture after
compression.

ine, lightweight,
texture control

6 BLUSH

Matte o satin
textures. Avoid
shimmer, frost
or pearl.

Key: pigment-rich,
low reflectivity

Cream or stain
preferred. Powders
must be finely
milled, matte.

Key: seamlass blend,
natural flush

Matte or cream:
formulas. Avoid
shimmer that
breaks down in log.

Key: depth retention,
diffused color

Cream or liquid
preferred. Powders
may lose color
impact.

Key: saturation,
eolor payoff

BRONZER
& CONTOUR

Matte enly.
Neutral undertone.
Avoid shimmer

or satin.

Key: natural shadow
replication

Soft matte or natural
satin. Avoid overly
warm or orange
undertones.

Key: natural warmth,
buildable

Matte contours for
structure. Cool/neutral
tones to maintain
dimension.

Key: sculpting
definition, realism

Soft matte. Aveid
harsh, deep cantours
that can look muddy
after compression.

Key: soft definition,
natural depth

8 HIGHLIGHT

Mierofine, low-luster
only. Avoid gitter,
mica, and metallic
particles.

Key: subtle sheen,
no sparkle

Subtle, skin-like
radiance. Avoid
reflective or
metallic finishes.

Key: subtle glow,
non-specular

Very subtle.
Skin-like luminance.
Avoid specular

highlights.

Key: controlled
luminance

Aveid visible
highlight. Minimal
sheen that does not
create hotspots.

Key: minimal reflectivity,

LIP PRODUCTS

Long-wear, non-glossy
or satin. Avoid glossy
and oily textures.

Key: high pigment
stability, transfer
resistance

Hydrating tints,
satin or natural
finishes. Avoid
igh-shine gloss.

Key: natural color,
hydration, comfort

Long-wear, matte
or satin. Avoid
shine that clips in
highlights.

Key: consistency,
color fidelity

Tinted, matte or
satin finishes.
Avoid gloss - may
ook patchy.

Key: lasting color,

fow

NOTES

SELECTION RULE KEY
+ Aways test under actual

HOW To UsE
* deat i ® ® A @f 1. 1dantify your recorcing and ighting condition (fom Fig. 2.
Bt pariomance Moy work vith proper Fisk o suboptiml ioh ik of posr 5 Pallonlihs saloctsh ks scooes ok Soaritls s camers and ighting conditions.
v pectormance rosite (., Nachbck, = . choose lowe
Shine, colr shit) rofloctivity and higher stabilty

Figure 21. Product selection by recording condition: which finishes hold up in
each capture environment. Reproduced at full page size in Appendix D, p. 170.
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APPENDICES

Appendix A: Professional Checklists

A.1 Pre-Shoot Makeup Evaluation

Use the checklist below immediately before production starts. Confirm
every item against the camera output, under production lighting.

Skin preparation: surface clean, primed and free of excess
moisture

Base coverage: tonal inconsistencies fully neutralized
Foundation density: sufficient for the production format and
resolution

Setting: base stabilized, no unintended shine or reflectivity
Structural correction: shadow reinforcement placed and
integrated in all required zones

Highlight optimization: projecting surfaces defined with
appropriate reflectivity level

Eye definition: lash line reinforced, lid structure and brow
architecture confirmed on camera

Color application: blush, bronzer and highlight placed and
evaluated in camera output

Lip definition: edge clarity confirmed, color density sufficient
on camera

Overall camera evaluation: completed application reviewed in
camera viewfinder or monitor under production lighting

A.2 Lighting Compatibility Checklist

The following checklist is used to assess the compatibility of the
makeup application with the specific lighting setup of the production.

Light source type identified: hard or soft, directional or
diffused

Color temperature established and confirmed against camera
white balance

141



POLINA KUZMENKOVA

Lighting setup identified: frontal, side, back, top or mixed
Required structural correction intensity assessed relative to
lighting setup

Powder and finishing products tested for reflective artifacts
under production light

Color rendering of all cosmetic products confirmed in camera
output under production light

Shine management strategy confirmed for the light intensity
and duration of production

A.3 Product Selection Guidelines

The following guidelines support product selection for camera-
adaptive application.

Foundation: assess coverage density, oxidation tendency,
opacity and surface compatibility with subsequent layers
Correctors: confirm color-correcting effectiveness under
production lighting, not under natural light

Powder: confirm absence of high-reflectivity particles (mica,
coarse silica); test under production lighting before use
Structural products: confirm sufficient pigmentation for
camera registration under the production lighting intensity
Blush and bronzer: confirm matte or low-reflectivity finish;
assess undertone stability under color temperature of
production

Highlight: confirm reflectivity level is appropriate for lighting
conditions; apply in controlled zones only

Lip products: confirm color density and edge clarity in camera
output; assess texture compatibility with lighting

Appendix B: Glossary of Technical

Terms

Optical, Cosmetic and Camera-Related Terminology

The following terms are used throughout this guide with specific
technical meanings as defined below.
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Bayer Filter. A mosaic color filter array placed over a camera sensor
that assigns red, green and blue light values to individual pixels. The
Bayer pattern is the basis for color recording in most digital cameras
and directly influences how cosmetic colors are captured and
rendered.

Bit Depth. The number of binary units used to record each color
channel in a digital image. Higher bit depth preserves more subtle
tonal variation. Images with lower bit depth undergo greater color
compression, which affects how subtle cosmetic transitions are
preserved in the recorded output.

Clipping. The loss of image detail in extreme highlight or shadow
areas, resulting in pure white or pure black areas with no recoverable
information. Highly reflective makeup products can contribute to
highlight clipping under strong studio lighting.

Color Temperature. A measure of the warmth or coolness of a light
source, expressed in Kelvin. Warm light sources have lower Kelvin
values; cool sources have higher values. Color temperature directly
affects how cosmetic pigments appear in the recorded image.

Computational Photography. Image processing performed by
software within a camera system, particularly in smartphones, that
algorithmically enhances sharpness, contrast, dynamic range and
other image qualities. Computational photography can mask makeup
deficiencies or create unexpected rendering effects.

Density (Optical). As used in CAM Technique®, optical density
refers to the functional sufficiency of a cosmetic product to achieve its
intended optical outcome in the camera image. Distinct from physical
thickness.

Diffuse Reflection. The scattering of light from a surface at multiple
angles simultaneously. Diffuse reflection produces a soft,
multidirectional light quality and is associated with the luminous glow
of healthy skin.
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Dynamic Range. The range of light intensities between the deepest
shadow and the brightest highlight that a camera sensor can capture
with detail simultaneously. Makeup application must account for the
dynamic range limitations of the recording system.

Hard Light. A light source that is small relative to the subject,
producing sharp-edged, high-contrast shadows. Hard light reveals
surface texture and structural definition with precision.

HD (High Definition). As a cosmetic term, HD refers to formulations
marketed for use in high-resolution camera environments. The term
has no standardized cosmetic industry definition. In CAM
Technique®, HD products are evaluated by their functional
formulation characteristics rather than their label.

Mica. A naturally occurring mineral with platy crystal geometry,
used as a shimmer and reflectivity ingredient in cosmetic
formulations. Mica reflects light directionally and intensely and must
be used with caution in camera environments.

Optical Density. See Density (Optical).

Oxidation. A chemical reaction between cosmetic formulations and
skin oils and environmental oxygen that causes some foundation and
concealer products to deepen or shift in color over time after
application.

RIO Correction. A structural correction framework within CAM
Technique® standing for Reinforcement, Integration and
Optimization. Applied to restore dimensional information lost in the
camera's compression of three-dimensional facial structure to a two-
dimensional image.

Sensor. The light-sensitive component of a digital camera that
converts incoming light into electronic signals used to generate the
digital image. Sensor size and technology directly influence resolution,
color rendering and dynamic range.

Silica. A mineral ingredient used in cosmetic powders for its light-
scattering, soft-focus properties. Silica particles scatter incident light

144



CAM TECHNIQUE

in multiple directions, reducing apparent texture. In high
concentrations, silica can produce a white cast in recorded images.

Soft Light. A light source that is large relative to the subject,
producing gradual, diffused shadow transitions. Soft light is more
forgiving of surface texture but reduces facial contrast and structural
definition.

Specular Reflection. The direct reflection of a light source from a
smooth or polished surface, producing a localized, high-intensity
highlight. Specular reflection from skin or cosmetic products is the
primary source of on-camera shine.

Talc. A mineral filler with platy geometry used in powder
formulations to provide coverage, absorb sebum and contribute to
surface texture. Talc has inherent surface reflectivity that can
compound skin shine in camera environments.

White Balance. The camera's adjustment for the color temperature
of the light source, intended to render neutral surfaces as visually
neutral in the recorded image. Incorrect white balance causes color
casts across the entire image, affecting how cosmetic pigments
appear.

Appendix C: Applied Reference
Photographs

The photographs below record a completed application under
controlled lighting. Use them as a visual reference for the structural
principles in Part IV and for the workflow in Chapter 23 (see Figures
22 to 25).
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Figure 22. Completed application, full face.
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Figure 23. Completed application, frontal capture.
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Figure 24. Eye and mid-face detail.
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Figure 25. Three-quarter view showing restored structure.
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Appendix D: Visual Reference Atlas

The technical diagrams referenced throughout this guide are
reproduced in this appendix at full page size for detailed study.
Landscape diagrams are rotated to fill the page; turn the book
clockwise to read them. Each plate keeps the figure number under
which it is cited in the text.

List of Plates

Figure 1. Facial COmMPIreSSIiON ZONES.......ccuviuiiiiiniiiiiiieieieineeeeineineieeeaneanas 152
Figure 2. Camera systems and their impact on makeup................cccoeneene. 153
Figure 3. Lighting scenarios and RIO compensation............c...cceeevnveinennnne. 154
Figure 4. Reflectivity risk by product and finish..................c.cooiiiinn . 155
Figure 5. The RIO COITeCtion Map....cccoeuuiiniiniiiieieieie e e et e e eaeaeanas 156
Figure 6. Angle strategy and cOrrection............c.coeeviviiiiiiiiiiiiiiiinineneieanns 157
Figure 7. Color temperature and white balance.............c..cccoooiiviiiiininn.. 158
Figure 8. Placement map: where each product goes, and what it is doing
optically once it iS there......c.couiiiiiiii e 159
Figure 9. The four-stage workflow, with an on-camera check after every

] = T £ TSRO PPS PPN 160
Figure 12. Facial flatness under frontal lighting: the same face before and
after structural reinforcement.............cooooiiiiiiiiiiiiiiii 161
Figure 13. Optical density calibration for 4K capture: coverage built in thin
layers rather than one heavy PassS......ccocvviiiiiiiiiiiiii e 162
Figure 14. Surface neutralization for smartphone capture, controlling the
shine the processing would otherwise exaggerate..........cccocceeviiiiiiiiiiinnanns. 163
Figure 15. Sensor response mapping: how four capture systems interpret
one identical application.........cooiiiiii i 164
Figure 16. Powder reflectivity under direct flash, before and after the
powder Was Changed........c..iuiiiiiiii e 165
Figure 17. Adaptive structural correction under side lighting: each side
receives a different correction intensity.........cccovevviiiiiiiiiiiiiniinin e 166
Figure 18. Light direction and correction zones: how the corrective map
changes with the position of the key light...........c.coooiiiiiiiiii 167
Figure 19. Structural loss after social-media compression: what the platform
removes from a balanced application............ccooiiiiiiiiiiiii 168
Figure 20. Contrast and tonal transitions before and after compression-
AWATE COTTECEION L. iutiitiii ittt e e e e e 169

150



CAM TECHNIQUE

Figure 21. Product selection by recording condition: which finishes hold up
in each capture environmMent...........c..ooiiiiiiiiiii e 170
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Figure 3. Lighting scenarios and RIO compensation.
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Figure 4. Reflectivity risk by product and finish.

155



POLINA KUZMENKOVA

‘edawied ayl Joy u m&mﬁm puUE aJnj2ajiydle |einjeu salo}sal waishs Q1Y 24l
-ainixa} syyBiyBiy uoneziwndo-1aaQ "sUBLIE|) JUSLISDIOJUIBI-IEAQ) "PRIL2|E] 3 JSNUI suonesado aauyl |y

"UOISUSLUIP BISWIEI-UO pue

“wisieas upjs ansasasd
‘1] ‘admanas aaueyua :esoding

‘sauot abiaw 'saul ajeuiLiE rasoding

“saunyxe) ayepdosdde-eisweD ‘pauyal asn

B i swujad ybiy 7
@) jeanieu uo syyBiyBiy apans soelyg Q

(LNIWIDV1d LHOIMHOIH) NOILYZIWILIO

‘5103984 pue saueld [eImeu moljo4

il
Vr
b&.\\ \.V uajpest yos pue
\ aunssaud yyby Buisn pieryno puajg «
.’r.‘ : &v (
) ) (aN378 SSIINVIS) NOLLVHOIINI [ 1

A

‘yjnsal
|euoIsuaWIP-aaiy) ‘aandepe-eiawes
‘leameu e syeald Aaup Jawpabiol
uoneziwide sBuug o

‘uonesBaju sapinoad |

raunjongys sapiaoud Yy

37dIDNINd OlY

RIUYSP BISWED-UQ
puE 'Y)| ‘UoISUALIP Sauyal
juswasueyua spqans Wbl y:es
Aeanyeu yeyy saueyd yBiy

(O) SINOZ NOLLVZIWILLO

sayojed Jo sebpa

IA JNOY3IM SUOIISUBIY

|eamieu saunsuy piemINo

SUOZ JUILIBDIOUIBS WD}
Buipua|q $58|Weas Jo Uoldall] <f——

(1) SHOLDIA NOILYHOILNI

‘woddns [ean3angs plingad o3
Ajasisaud pased ale sysnpoly
*$50| Yidap |eanjeu o sealy ﬁ 4

(4) SAINOZ LNIWIDNONIIN

0
<

dVYIN TVYOINOLYNY

®

'a5eq 3|qelS B 21EaU0 pUe 21n3ongs pingal :asoding .
“Yydap 150] ajeasdal 0y smojjoy Ul Ajasioaid aseld «

‘s1anpoid aAnde)RI-MO/aNEW 35N -

(HLd3Q) LNIWIOHOANIZY E

12uad uiyD

mogq s,pidny

peayalioy 1ayual

Bauog malg

2Bpuag |esen

sauoqyaay2 jo sjuiod ybiy

.

.

"BJALWIED UC
ainjonis [e1oey suyap pue by
ysies jeyy ssued ybBiy ssueyuy

NOILYZINILLO

‘uonepesB jeinjeu pue
SUOIHSURI} YJO0WS aunsua o}
Bujpuajq piemINO patenpess «—

‘seaJe Buipunodns o3
JUBWSDIOHIBI JO2UUOD JBY)
siojoen Bulpus|q sss|weag

NOILVYOILNI =

aulmel mojaq eany
Jajawmiad peayalod
so|dwa)

abpuq |eseu jo sapig
SAUOPE3YD YIEauaq SMOjIoH

.

*2IN}oNs [e1oey
voddns oy smo||joy
[eanjeu ul yadap piingay

LN3IW3IDHO4NIFY B

SNOILYH3dO OlY 334HL IHL

‘Auowiiey eJawed-uo pue ‘uoisuswip ‘8in12nJ1s [einjeu alolsal 01 ABiauds ul Bupjiom suonesado QY 8244l

WVYYOVIA TVIINOLVNY NOILO3HY0D Ol

Figure 5. The RIO correction map.
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Figure 6. Angle strategy and correction.
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Figure 7. Color temperature and white balance.
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Figure 8. Placement map: where each product goes, and what it is doing optically once it

is there.
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Figure 9. The four-stage workflow, with an on-camera check after every stage.
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Figure 12. Facial flatness under frontal lighting: the same face before and after structural

reinforcement.
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Editorial B Shoot - High Definition Phot h Developed by
XTIV il Sty StotHigh Defnion rograply 5, ",

1. OBIECTIVE 7. CAMERA ANALYSIS

To adapt the face for ultra-high resolution (45MP camera) How the Face Was Recorded by the Camera
and hard directional studio lighting while maintaining Traditionsl Makeup CAM Technique®
Bare Face Capture (Insufficient Density) {Optimal Density)

o

natural skin quality and dimensional facial structure.

2. SHOOTING CONDITIONS

Camera Canon ECS RS (45MP)
Lens 85mm macre
Lighting Setup Hard key light (beauty dish) at 45°
with reflector fill
Resolution 8K capture
Key Challenge Extreme detail amplification,
high contrast, minimal margin
for emor P "
Texture amplification, Makeup disappears Even texture, controlled
low contrast areas in shadows, uneven reflectivity, natural
appear flat. texture remains visible. dimension preserved.

3. INITIAL OBSERVATION (BARE FACE ANALYSIS)

@ Loss of mid-face volume

8. LIGHT INTERACTION DIAGRAM
appears flat on camera

Hard Key Light (45%)
@ Under-eye hollow Highlight Zames
visible due to contrast {High Light Impact}
@ Skin texture and pores @ Midtone Zones
amplified by 8K resalution {Needs Density)
@ Asymmetry in brow height —e=== | @ Shodow Zones
becomes more noticeable Gy (Risk of Less)
(5) Lip border lacks definition i, | @ Refective Risk Zones
and contrast ™ | {Control Required)
@ Owerall lack of facial

dimension

9. FACIAL COMPRESSION ZONES™ MAP
4. CAM TECHNIQUE® SOLUTION FRAMEWORK

Applied CAM Pillars

I High Compression

S (Loss of Depth)
Ll 0%
o O
\= Medium Compression

(Gray Area)
Camera Light Physics Material Science Structural Design Color & Texture
Perception [RIO Correction™) Balance TPt
Compensate for Increase density  Select flective, Rebuild i Restore natural (Stable Area)
flattening and to counteract high-opacity and create depth calor translation
contrast less light absorption farmulations ‘on camera

5. CAM APPLICATION STRATEGY (SUMMARY)
10. OPTICAL DENSITY SCALE™ (CAM SYSTEM)

Step Kay Actions.
1 Skin Preparation Sebum eantrel, barrier hydration, smoothing primer Density must be increased to counteract light absorption and
sensor desaturation.
2 Base Construction Layered high-opacity foundation using CAM Density Scale Level 3
3 Structural Comrection RIO correction to rabuild mid-face volume and jawline definition Level 0 Level 1 Level 2 Level 3 Level 4
Matural Ski igh Medii i i i i
4 Eys Definition Lash lina rai socket dopth (Matural Skin)  (Light Coverage)  (Medium Density)  (High Density)  (Extreme Density)
5 Color Balince Controlled warmth, reduced saturation for camera translation ---
&  Final Lighting Check Validation under key, fill, and side light befare shooting

Recemmended for this shoot: Level 3
6. BEFORE / AFTER RESULTS
11. SENSOR RESPONSE MAPPING™

Visual Improvements
How the camera sensor processes the image
+ Restored facial

dimension T Key Insight
— Human Eye
+ Smoother skin Cameras compress
appesrance g T TraditenalMakeup  pughiights and Kt
ioge  Shadows CaM
+ Balanced symmetry g i Technique® maintains
 Enhanced eye = st midtone
cantrast and protects
o b Haghlights without
 Maturally yot definod Shadaws Midtanes Highlights clipping.
lip structure LIGHT INTENSITY
+ Optimized for 8K
camera capture 12. KEY TAKEAWAYS
BERORE (late Esch) AETERACANS Toshl o Apyancl + Cameras see less depth, less color, and more texture than the human eye.
= CAM Tachnique® restores dir ionality through density,
structural correction, and optical balance,
= Optimal results require layering, strategic placement, and material
selection based on light behavior and camera response.
CAM TECHNIQUE® INSIGHT 66
This case demonstrates that makeup for camera is not about covering the face, but about engineering an CAM Technique® is the bridge between
image that withstands light physics, sensor behavior, and resolution demands. CAM Technigue® provides a the human face and the camera's truth.
that the face into a camera-optimized visual structure,

- Polina Kuzmenkova 22

Figure 13. Optical density calibration for 4K capture: coverage built in thin layers rather
than one heavy pass.
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Figure 14. Surface neutralization for smartphone capture, controlling the shine the

processing would otherwise exaggerate.
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(WY)W CINEMATIC CLOSE-UP- 4K VIDEQ PRODUCTION

Complex Mixed Lighting: Key + Fill + Backlight

1. PRODUCTION OVERVIEW

Camera ARRI ALEXA Mini LF
Lens 75mm Prime
Resolution 4K UHD (3840 x 2160)

Frame Rate 25 fps

Lighting Setup Key Light (3200K) +

Fill (S600K) + Backlight (5600K)

Challenge Preserve depth and skin texture,
prevent shine, maintain contour in
close-up

Distance 1.2 m - Close-Up Framing

2. INITIAL OBSERVATION (BARE FACE ON SET)

Uneven skin tone
amplified by mixed light

Undler-eye hollow
appears deeper

visible in 4K

Loss of mid-face
projection

Lack of contour
definition

Lips lack contrast
and definition

@
@
(3) Skintesture and pves.
®
®
®

3. CAM TECHNIQUE® SOLUTION FRAMEWORK

Applied CAM Pillars

0 - 2

Camera Light Physics. Material Science Structural Design Celor & Texture
Perception {RIO Correction™) Balance
Compensate for Balance mived Select non-reflective, Restore architecture Control reflectrity
contrast loss and color temperatures high-opacity and create depth and preserve natural
Flattensng and shadows farmulations skin tone

4. CAM APPLICATION WORKFLOW (SUMMARY)
Step Key Actions
Skin Proparation
Basa Construction
Colar Carrection Neutralize under-eye darkness, redness, and discoloration

1 Ol control primes, pore refining, hydration balance
2
3
4 Structural Correction (RIO) Contour, lift, and rebuild facial architecture
5
6
7

High-apacity foundation (Density Level 3), layerad thinly

Detail Refinement
Set & Balance

Eye definition, brow shaping, lip definition
Strategic powder (low reflectivity), lock in depth without flatness
Light Check Evaluate under full lighting setup, adjust as needed

5. BEFORE / AFTER RESULTS (ON SET)

Visual Improvements

~ Restored mid-face
projection

« Cantrolied shine
and texture

¥ Enhanced aye
depth

¥ More defined facial
architecture

+ Balanced skin tone
under mised light

¥ Matural yet cinematic
result in 4K

BEFORE (Bare Face)

12. KEY TAKEAWAYS

Mixed lighting removes.
@ dimension; CAM Techrigue®
rebuilds it structurally.

Structural cormection is
essential for cinematic

close~ups. b

CAM TECHNIQUE® INSIGHT

Cinematic makeup is not about covering the face — it is about engineering how the face
interacts with light and the camera sensor. CAM Technique® wransforms light challenges
into visual advantages.

Controllod reflectivity
s more impartant than
max coverage.

Developed by
Dolina, Kuzmenksva

6. LIGHTING DIAGRAM (TOP VIEW) 7. LIGHT INTERACTION MAP

Backlight
(S600K)
' ““ & i '
Fill Light e Key Light
(600K} n (3200K)
Key Light Impact W FinUight impact
Camera [Primary Modeling] (Shadow Control)
(75mm)
— [ T— Bl Backiight impact B tiah Reflectiviey Risk

(Edge Separation) (Requires Control)

(Primary Modeling)
B eackight (Edge Separation)

8. STRUCTURAL CORRECTION STRATEGY (CAM TECHNIQUE®)

Area CAM Approach Purpose Product Strategy
Forehead & Temples Subtle contour + Reduce shine, Matte base + neutral
mattyfing create depth contour
Mid-Face {Cheeks) RIO Correction™ — Restors vokinie: Croam sontow s
projection rebuilding and structure layered foundation
Under-Eyes Peach correct + Neutralize shadows Color corrector +
high-density cancealer and brighten full-coverage concealer
Nose Narrowing & definition Enhance shape Cream cantour +
N camera micro-shading
Jawline Structural depth Strengthen lower Contour + blending
reinforcement face definition under 4K analysis
Lips. Define border + Prevent desaturation Lip liner + matte
increase contrast in video lip color

9. REFLECTIVITY CONTROL MAP

Low Reflectivity Controlled Reflectivity High Reflectivity
(ideal) (Acceptable) (Risk)
EE————

Mattified T-Zone Cheek Area Highlight Zone
Balanced, no hotspat Subtle natural sheen Meeds contral to
{acceptable) avad hotspot

10. OPTICAL DENSITY SCALE™ (CAM SYSTEM)
Density must counteract light absorption and preserve dimension.

Level 0 Lovel 1 Level 2 Level 3 Level 4
(Matural Skin) [Uight Coverage) [Miedium Density) [High Density) (Extreme Dansity]

Recommended for this shoot: Level 3

11. SENSOR RESPONSE MAPPING™

g = Home Eps Imlication for This Sheot
i — Traditional Makeup
@ Under mused Ighting, traditional
g — CAM Technique® ‘makoup loses cantrast in midtenes
o and croates hatspots in hghlights.
CAM Technique® preserves tonal
L - transitions and dimenssanality.
Shadows Mideenes Highlights
LIGHT INTENSITY

CAM Technique® maintains detail in highlights
without losing depth in shadows.

13. PRODUCTION NOTES

+ Meniter skin under all lights, nt just key light.

* Avoid over-powdering; it can break texture in 4K.

* Rechack reflectivity after 30-40 minutes of shooting,

+ Adjust density in problem areas rather than adding mere powder

“ Great makeup on camera is invisible in execution,
but unmistakable in result.

— Polina Kuzmenkova ,,

Figure 15. Sensor response mapping: how four capture systems interpret one identical
application.
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CASE STUDY 3

1. OBJECTIVE

Create camera-adaptive makeup that maintaing
structure, color and clarity across smartphone
front camera, DSLR and studio lighting

for short-form video content.

2. PRODUCTION OVERVIEW

Content Type Shart-form vides (Reels / TikTok /
YouTubse Shorts)
Platforms Smartphone (Front Camera)
+ DSLR (4K}
Camera (Primary) iPhone 14 Pro (Front Camera)
Camera (Reference) ~ Canon EOS RS (4K, 25fps)
Lighting Ring Light + Soft Key Light
Resolution 1080p (Phone) / 4K (DSLR)
Challenge Prevent wash-out, flattening and

color shift on frent camera with
wida dynamic range comprassion

3. INITIAL OBSERVATION (BARE FACE - PHONE FRONT CAMERA)
Forehead appears wider
and flatter

Under-eye area loses depth
and looks hollow

Pores and texture emphasized
by front camera processing
Mid-face lacks shadow
separation

Lips appear less defined

and desaturated

Overall skin looks washed

out and low-contrast

4. CAM TECHNIQUE® SOLUTION FRAMEWORK
Applied CAM Pillars

'
< :
A = =) =)
Camera Light Physics Material Science  Structural Design Color & Texture
Perception (RIO Correction™) Balance
Compensate Balance ring light Use low-reflective Rebuild mid-face Increase contrast
for front camera reflection and powders and volume and and saturation
flattening and maintain facial camera-stable contour softly within safe
exposure dimension pigments limits
compression

5. CAM APPLICATION WORKFLOW (SUMMARY)

Step Key Actions

1 Skin Prep Mattifying primes, pore control, hydration balance.

2 Base Construction High-apacity foundation [Density Level 3), layored thinly
3 Cormect & Neutralice Puach comecter under-eyes, neutralize redness

4 Structural Comection (RIO)  Soft contour under cheekbanes, temples, jowiine

5 Eyes Defined lash lino. enhanced crease, ifted outer comars
& Brows Structured, siightly stronger for camara readablity

7 Ups Defined finer + matte-cream balance for color retention
8 Sot&Lock Low-reflect powder (T-zone), set spray for longevity

5

Final Chack Front camera test + DSLR chack, adjust as needed

6. BEFORE / AFTER COMPARISON

Smartphene Front Camera DSLR [4K)

Difference Map
(What Was Lest)

After - CAM Technique®
(Smartphona Front Camerm)

Preserved
Lost Detad / Depth
1. KEY TAKEAWAYS
Front cameras flatten Stratogic contouing Color must be slightly
features and reduce and blush placemant richer and warmaer
contrast - more density restore dimension to counteract
and structurs are raquired. o front camera. desaturation.

CAM TECHNIQUE® INSIGHT

Mukti-platform content demands a fiexible yet precisa methodelogy.

CAM Tachnique® provides consistency of structure, color and contrast across any camers,
transferming variable lighting. dynamic and true-to-life on every screen.

Social Media Content — Smartphone vs. Professional Camera

Adapting CAM Technique® for Multi-Platform, High-Frequency Content Creation

Developed by

2. CAMERA COMPARISON ANALYSIS

Smartphone DSLR (4K) CAM Technique®
Naked Eye Front Camera (Reference) Applied
—g :
Shin Tone |
Reondering
Detail & Depth
«= [ N P
Color Accuracy Matural, warm Cooler, lowes Accurate, more Balanced tone,
neutral contrast, slight detail and depth contralled contrast,
desatutation optimal clarity

4. FRONT CAMERA DISTORTION MAP (SMARTPHONE)

[ High Flattening
(Depth Loss)

Moderate Flattening
[Volume Loss)

Low Distartion
(Relatively Stablo)

[ Edoe Strerch
(Widening Effect)

I Color Shift
(Reduction)

8. PRODUCT & MATERIAL STRATEGY

Density Map (CAM Density Scale™) Recommended Products

. Level 4 - Maximam Density N " .
{High Caverage Aroas) + oo Hchrapaci:
camera-stable (Level 3)
+ Concealer: Full-coverage,
crease-resistant

ff" Level 3 - High Density
 [Structure & Cornection)

Level 2 - Modium Density * Powder: Low-reflect silica
(Transition Areas) based

+ Blush: Matte / low sheen
| Level 1= Light Density ;
7 (Blend & Balance) + Lips: Long-wear, pigmented
matte or soft-matte

9. LIGHT SETUP DIAGRAM

Q-9

Smartphone Ring Light Saft Key Light
Front Camera (4500K) (5600K)
(iPhene 14 Pro) Front Fill 45° Angle
10. SENSOR RESPONSE MAPPING™ (FRONT CAMERA vs. DSLR)
High — HumenEpe Insight
{rdfanesca) Fromt carmeras campress
5 LR highilghts and It
E shadows, which recuces
& — Smartphono Front  depth and contrast
&
= L ) CAM Technique® restores
—-- CAMTechvigue® ~ ™ions conrastand
Low (Optimized) Proteclichigtes ritte
aintaining skin tone
acouracy.
LIGHT INTENSITY
12. PRODUCTION NOTES

Awarys tost on the = Maintain skin control throughout long recording sessions.
final platform snd + Recheck powder in T-zone every 30-45 minutes if needed.
lighting setup before « Ausid high-refiect products that create hotspot glare an ring light.
fileming. = Monitor exposure lock on smartphone 1o prevent auto-adjust shifts,

“ The goal is not to look perfect in person,
but to ook correct everywhere the camera sees you.
= Polina Kuzmenkova

Figure 16. Powder reflectivity under direct flash, before and after the powder was
changed.
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(o S X)) F W Film & Television - Mixed Lighting Environment Dhwlopait by

Maintaining Dimensionality and Color Consistency Under Complex Lighting Conditions ;DW KWWWFL
1. PRODUCTION OVERVIEW 2. MIXED LIGHTING BREAKDOWN Lighting Impact on Skin
Project Type Telovision Drama - Interior Scenes Color Temperature Map {Scene Overviow) Tungsten Key Daylight Key
Camera ARRI ALEXA Mini LF S
Lens Ceoke S4/i Prime Set
Resoluticn 4K UHD {3840 x 2160)
Frame Rate 25 fps

Mied; Practical Tungsten (3200K)
+ Window Daylight (SE00K] +
LED Fill {4500K)

Challenge Maintain ratural skin tone, prevent
color shifts and presenve facial
dimension acruss lighting changes
and camara angles.

Practical Tungsten ) Window Doylight @ LEDF

#2000 15600K) (8500%)
LED Fill Mized Balance
3. INITIAL OBSERVATION (ON SET) (4500K) (CAM Appliad)
(1) Forehead appears shiny
under key fight 7. STRUCTURAL CORRECTION MAP (RIO CORRECTION™)
(Z) Under-eye area loses
volume in side light [ L& Support

Volurme Rebuilding)
(3) Mid-face shows uneven

Hol trol
tane and texture lollow Cantrol

{Depth Craation)

(@) Nasolabial area flattens O T

on camera {Structural Defindtion)
-
(5) Chin and jawdine lack Light Placement

separation (Highbght for Balanca)
(&) Overall complexion looks Blend Zones

dull and inconsistent {Seamiess Transition)

across lights

4, CAM TECHNIQUE® SOLUTION FRAMEWORK

Applied CAM Pillars 8. COLOR HARMONY & SKIN TONE STABILITY

_‘@’_ ‘ L | Target: Neutral Warm Balanced Skin Skin Tone Stability Across Lighting
i () =1 Lighting Conesition Witheut CAM With CAM Technigue®
Camers Light Physies Material Science Structural Design Calor & Texture Too wianm Balanced s bl Tungsten (200K) Ovedtywarm, orangatones | Neutral werrm, natural glow
Persaion (RIO Corvection™ Holen (Grange Shift) [CAM Targat)  (Gray Shifi)
= | Darlighe (S600K) Cool, ar Balanced, natural
Anticpatosanssr | Compensstefor  Usesisblepigments  Rebulld volume, Achieve neutrsl | : it e
behavior and color temperature and low-refllective restore depth and color harmeny ! LED Fil (4500K) Tols: kit Evan, hoalthy comglesion
Eghting shifts ariations and formulations reinferce bane and control '
light absarption structure reflectivity Mized Lighting Inconetent, color Shis Conmistert, Rarmenized
5. CAM APPLICATION WORKFLOW (SUMMARY) 9. REFLECTIVITY CONTROL ANALYSIS
Stop Koy Actions Reflectivity Zones (Face) Reflectivity Before vs. After
1 Skin Proparation Barrior pratoction, oil centrol, hydration balance Bafore (Bare Face)
2 Base Construction High-density feundation (Dansity Level 5), layered for coverage "
3 Color Comection Neutrolize undertane shifts (peach for undor-ayes, olive for redness) i High Reflectivity
4 Structural Comection (M0} Sculpt mid-face, temples, jswhne: restore depth in flat 2ones {ieads Contrmll
5 Eps Enhance sockat depth, defina lash Ena, balance brows
6 Cheeks Place bivsh and contour for lift and calor harmaony Medium Reflectivity
7 Lips Balanced contrasl, natural saluration for long takes {Moderate Contrel)
8 St Lock Low-safioctive povder, targoted in T-zone anly
9 Final Check Teat under all koy lights and camera angles Low Reflectivty
{Maintain)
6. BEFORE / AFTER RESULTS (ON SET)
Tungston Koy Daylight Kay LED Fil Mixnd Lighting Mixed Lighting
{3200K) (S600K) {4S00K) (N CAM) (CAM Technique®)
10. OPTICAL DENSITY SCALE™ (CAM SYSTEM) 1. SENSOR RESPONSE MAPPING™
Belore Density misst incroase 1o counseract light loss and sensor desaturation. Respanse to Mixed Lighting
(Bare Face)
Hgh
Level 0 Level 1 Level2 Lovel 3 Level 4 Fhaman Eye
INatural Skird {Modam Derainy] ]
e Tractional Mskng
After
(camM S —
Applied)
Recommended for this production: Level 3
Shadows  Midiones  Hghlghs
Visual Impravements Technical Outcome LT Ty
' Preserved facial + Confrolled highlights @ N skin tone shifls betweern
dimanaion aeross B reduced shine 27 lighting ehonges CAM Technique® maintains detail in shadows,
oll Eghts Maintaingd texture without balances midtones, and pratects highlights

o+ Restored degthin
«  Conslstent skin tone mid-face and janding
without colar shifts.

accontusting pores under variable lighting conditions.

Metrad Balanced contrast and
tural camara.-ro
e adly colr accuracy

finiah in 4K
Clean and dimensional
under all camera angles
12. KEY TAKEAWAYS 13. PRODUCTION NOTES
AL i o " . " . « Always test makeup under all existing light sources.
E G."._ Mised lighting causes ': -: CAM Technique® neutralizes P Stuctural comection v - Consiatert denaity and « At oy ;Umm“t Zm‘:?l s oo
TN unpredictable cosorsivits - ) color tamparaturs impact - s easential to pravent @ | refectivity control ensure + Uno color-cormcting concealers with stoble undartenes:
1 and contrast loss. T={]  and restaros dimensian. 1 facial Hottoning on camera. | stablity across all angles. « Recheck reflectivity ofter aach tauch-up,
= Cammunicate with DP abaut planned lack and Eghting changes.
CAM TECHNIGUE® INSIGHT “ The camera sees the truth in light.
In complex lighting enviranments, makeup is not just about how the face locks — it's about how CAM Technique® ensures that truth is beautiful

ial sciance and facial architecture to

the camera records it. CAM Technique® unifies optics, mat
create stability, dimension and truth under any conditions.

Figure 17. Adaptive structural correction under side lighting: each side receives a
different correction intensity.

— Polina Kuzmenkova
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how the corrective map changes with the

Figure 18. Light direction and correction zones

position of the key light.
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CASE STUDY 5 High Fashion Runway - Extreme Lighting & Movement Revslofadby

Ensuring Longevity, Structure and Visual Impact Under Intense Light and Motion @&Mdz Kczmen.éor/&
1. PRODUCTION OVERVIEW 2. RUNWAY LIGHTING SCHEMA 3. LIGHT IMPACT ON SKIN (ON RUNWAY)
Event Type International Fashion Show Top Light Front Light Side Light Back Light
Flatten Shine Risk Dimansion Separation
Venue Indoor Runway Yoo Spot b i
145008
Camera Covarage Live Broadcast + 4K Cameras -
« Audience Smartphones ® r:wnw
Lighting High-lntensity Spotlights. P
Color Wash, Moving Lights (5800}
Runway Length 25 meters. Back Light
(22006}
Maodel Movement Fast walk, muitiple angles,
turns, close-ups @ Color Wash Roduces facial Incroases shine  Restoros structure,  Croates soparation
(Varisbie) depth, emphasioes  and reveals pores  enhances bone  from background,

Challenge Maintain flawless, dimensional tenture, and fine lines. anchitexture. highlights edges.
rmokeup that resists heat,

sweat, friction and extremne ight
without Inoking heawy or mask-fike.

SO W e A CAM Principle:
Ssiresosity o S Fodt Rt ey Tty A Makeup must be enginasred far multi-angle, high-intansity,
shine. Sice and back light restara imension and edge. : :

and fast-changing lighting conditions.

4. INITIAL OBSERVATION (BACKSTAGE - PRE MAKEUP)

(D) Motural shin has unaven 8. OPTICAL DENSITY PLACEMENT MAP™ (RUNWAY)

tone and visible pores

Level 4 rpose
(2) Under-eye area shows . i
(Maximum Density) :
biue tone and hollowness + Counteract high light
abreorption and
(3) High points are shiny Raald s S
[farchead, nose, chin) [High Dwity)
o ain Structure:
(4) Cheekbones lack optical Lovel 2 during maeement
Medium Densit
lift under top Tight A ity) + Prevent facial atness
(5) Jawling not dafined Level 1 on camera
from distance (Light Dansity) + Ensuro langevity
(8) Lips lack contrast fantend
B frition

and saturation

5. CAM TECHNIQUE® SOLUTION FRAMEWORK

Applied CAM Pillars 9. PRODUCT & MATERIAL STRATEGY

T
A \ i | @ Kay Product Eeiteria for Runway Product Recommendations (Examplos) Why It Matters
Vot

Cairaa Light Physics Nsiarial Scance 31 s ol & Taxiure * High Pigment Load Foundation  High-covorage, lang-wear [Density Lavol 31 @ Resists break down
i ion™) * from heat and sweat
et (RIQ Corraction™) Balance v ety Concoaler  Fullcavorago, nan-croming
Compansatefor  Propare for high  Use long-waar, Reinforce bone Comrol contrast @ Maintains calor
distance, motion intensity, heat leow-refiective, structure and and maintain * Long-Woar & Sweat Resistant Powsder Low-raflectiva sica-based " accuracy under
and multi-angle and dynamic high-pigment facial depth color integrity L ik e, strong lights
capture changes formulations. under lights " Prevents unwanted
+ Cokr Stabiity Under Light Eyes Waterproal, smudge-groct @ " by
shine and Rashisack
&, CAM APPLICATION WORKFLOW (SUMMARY) Lips Long-wear liquid o matte formula
= Ensures consistency
Step. Koy Actions Setting Fim-forming setting spray ' perose cameras
1 Skin Prep Manifying primer, blur pores, hydration balance
2 Base Construction High-density long-wear foundation (Density Level 3, layered thinly
3 Comect & Noutralizo Poach corrector, color balance, full-coverage concealer
& | Barochoal Cosstion THIOT | ‘Sciloiccivembisoriba, thrnplas, sstbses crats Blt soct o 10. REFLECTIVITY CONTROL ANALYSIS 1. SENSOR RESPONSE MAPPING™
3 et Higfcontrast clafinllon, Weproal produrts, Hhiilng Refloctivity Levels Under Rumway Lights On Runway (4K Broadeast Camera)
& Brows Stnictured, ifind thape for facial framing and balance
7 Ups Lang-waar, high-pigmont, defined contaur Too Reflective Matte & Balanced
High —— Human Eye
8  Sets Lock Low-refiectiva povder (T-2ane), lock with setting spray (CAM Ideal)
9 Final Check Tast under runway ghts, motion tast, perspiration resistonce = Traciional Makoup
7. BEFORE / AFTER RESULTS £ — CAM Technigue®
Before Aftar On Runway g
(Bare Face) [CAM Technique® Applied) {Undar Show Lighting) ¥ AT
(@ptiniced)
Low
Shedows  Midtones  Highlights
LIGHT INTENSITY
T CAM Technique® maintains optimal midtene
High Shane / Risk Optemal Balarce CAM Target contrast and protects highlights under extreme

lighting and mation.

Visual Impravernents Perfarmance Results

o Scuiptad snd Bod tasisl strusture  Enhanced aye defintion (F) Mo broskdown aker 45 minuse shaw
+  Even skin fone without flat effect ¥ Stronger contrast and saturation @ M st i T-0008

¥ Controled reflectivity, no shing. ¥ Long-lasting under heat

Corsistent coker and stnsctro

acroas.all angfes

and movement

12. DURABILITY TEST (ON MODEL) 13. KEY TAKEAWAYS 14. PRODUCTION NGTES
Heat Test Sweat Test @  Motion Test @ Multi-Angle Test " Rurnnay makeup dernards masimum preparation and precision * Always test makeup under actusl runway lighting
B2C 145 min ‘ Simulated parspration ey b Front / Gide / Back flow  + Denaity must be strategically increased 1o withstand intense bght = Avoid croam products in high-heat emvirenmants.
H prihciom et N migration Contatont structurs + Stactuew andl color must remain consistent thraugh movement 0 ecoling) A iy B Escll
Mo calor shift No cransing in all angles 3 e ok » Reapply setting spray in betwoen cutfit changes if nooded.

from backstage 10 broadeast, + Commuricate with bghting directer sbout light intensity.

CAM TECHNIQUE® INSIGHT

Runway is one of the most demanding environments for makeup. It combines extreme light,
distance, movement and muitiple cameras, CAM Technigue® provides the structure, density
and control needed 1o deliver flawless results every single time, — Polina Kuzmenkava ,’

“ The runway does not forgive inconsistency.
CAM Technique® prepares the face to be seen, from any angle, in any light,

Figure 19. Structural loss after social-media compression: what the platform removes
from a balanced application.
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Figure 20. Contrast and tonal transitions before and after compression-aware correction.
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Figure 21. Product selection by recording condition

capture environment.
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Appendix E: Technical Basis and
Further Reading

This methodology draws on two distinct kinds of knowledge, and it is
worth being explicit about which is which. Some of what follows is
established physics and material science, documented in the literature
of optics, imaging and cosmetic formulation. The rest is derived from
my own professional practice: patterns observed repeatedly across
productions, tested against camera output, and refined into a working
system. Both are necessary. Neither should be mistaken for the other.

Established Principles

The following areas are well documented outside this book, and the
numbered works in the References section at the end of this book are
offered as starting points for readers who want the underlying science
in greater depth than a professional guide can reasonably provide.

Light behavior and reflection. The distinction between specular and
diffuse reflection, the relationship between source size and shadow
quality, and the inverse-square behavior of light intensity are standard
optics. They are described in any serious text on photographic lighting.
See References [1].

Color science and white balance. Color temperature measured in
Kelvin, the behavior of metamerism, and the camera adjustments that
render a neutral surface as neutral are established colorimetry. See
References [2] and [3].

Sensor technology and computational photography. Bayer filter
arrays, demosaicing, bit depth, dynamic range and the processing
pipelines used in contemporary smartphones are documented in the
imaging literature. See References [4] and [5].

Cosmetic formulation and particle behavior. The optical properties
of mica, silica, talc and titanium dioxide, along with pigment
classification and stability, are covered in the cosmetic science
literature. See References [6] and [7].

Skin optics. The penetration, scattering and re-emergence of light
within skin layers, and the contribution of sebum to surface
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reflectance, are subjects of an established research literature in
biomedical optics. See References [8] and [9].

Depth perception. Binocular disparity, motion parallax and the
reconstruction of three-dimensional form from two-dimensional
retinal input are foundational vision science. See References [10] and
[11].

What Is Original to This Methodology

The literature above describes how light, sensors and cosmetic
materials behave. What it does not describe is how to apply makeup for
a camera. To my knowledge there is no systematic body of research on
camera-adaptive makeup application, which is precisely the gap this
methodology was developed to fill.

The following are original contributions, developed through
professional practice and documented in the technical disclosure filed
in support of the pending patent application:

The RIO Correction framework of Reinforcement, Integration and
Optimization as a three-stage structural sub-protocol calibrated to
camera compression rather than to aesthetic ideals.

The five proprietary visual systems: Facial Compression Zones™,
Sensor Response Mapping™, Reflective Particle Risk Scale™,
Dynamic Structure Compensation™ and Optical Density Scale™.

The treatment of optical density as functional sufficiency for the
camera rather than as physical thickness of product, together with the
practice of calibrating density to the specific capture environment.

The four-stage workflow with on-camera verification at each stage,
and the pre-application parameter assessment that precedes it.

A Note on Evidence

Where this guide makes a claim about how a product or technique
behaves on camera, that claim comes from repeated professional
observation across editorial, campaign, film and broadcast work. It has
not been tested under controlled laboratory conditions, and results
will vary with exposure, camera profile, tone mapping, lens, lighting
and the specific formulation in hand.
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This is why the methodology asks you to verify against the camera
output rather than to trust any rule, including the ones in this book.
The camera on your production is the instrument that settles the
question. Everything here is intended to make your first attempt better
informed, not to replace that verification.

Appendix F: The CAM Technique®
Certified Partner Program

I transfer CAM Technique® to the profession through a structured
licensing and certification program rather than by informal imitation.
Makeup artists, studios and academies that intend to use the
methodology in their commercial work or in their teaching apply for
partner status, and I review each application personally.

An approved Certified Partner receives the complete methodological
guide, a structured training plan for delivering the methodology to
staff or students, a certificate confirming the right to use CAM
Technique® in commercial services and instruction, and the official
Certified Partner seal reproduced below, which authorized partners
display in their studios and in their educational materials.

Certification ties the use of the name to the substance of the method:
a partner commits to the applied workflow described in Part VI of this
guide, including on-camera verification at every stage. Documented
adoptions of the methodology in studio curricula and commercial work
standards date from 2022 and 2023; the Certified Partner Program
consolidates that practice into a single licensing framework.

173



POLINA KUZMENKOVA

C/E-R.T.| F I.LE.D
PARTNER

CAM

TECHNIQUE™

Camera-Adaptive
Makeup Methodology

BY POLINA
KUZMENKOVA

BEVERLY HILLS EST. 2021

Official CAM Technique® Certified Partner seals issued to authorized studios
and educators.

174



CAM TECHNIQUE

References

The works listed below are the published technical literature on which
the established principles summarized in Appendix E draw. They are
cited in Appendix E by number.

1. Hunter, F., Biver, S., Fuqua, P., and Reid, R. Light: Science and
Magic. An Introduction to Photographic Lighting. 6th ed. New York:
Routledge, 2021.

2. Hunt, R. W. G., and Pointer, M. R. Measuring Colour. 4th ed.
Chichester: John Wiley & Sons, 2011.

3. Fairchild, M. D. Color Appearance Models. 3rd ed. Chichester: John
Wiley & Sons, 2013.

4. Nakamura, J., ed. Image Sensors and Signal Processing for Digital
Still Cameras. Boca Raton, FL: CRC Press, 2006.

5. Szeliski, R. Computer Vision: Algorithms and Applications. 2nd ed.
Cham: Springer, 2022.

6. Barel, A. O., Paye, M., and Maibach, H. 1., eds. Handbook of Cosmetic
Science and Technology. 4th ed. Boca Raton, FL: CRC Press, 2014.

7. Schlossman, M. L., ed. The Chemistry and Manufacture of Cosmetics.
4th ed. Carol Stream, IL: Allured Books, 2009.

8. Anderson, R. R., and Parrish, J. A. “The Optics of Human Skin.”
Journal of Investigative Dermatology 77, no. 1 (1981): 13-19.

9. Tuchin, V. V. Tissue Optics: Light Scattering Methods and
Instruments for Medical Diagnosis. 3rd ed. Bellingham, WA: SPIE
Press, 2015.

10. Palmer, S. E. Vision Science: Photons to Phenomenology.
Cambridge, MA: MIT Press, 1999.

11. Howard, I. P., and Rogers, B. J. Perceiving in Depth. New York:
Oxford University Press, 2012.

Publications by the Author

The two peer-reviewed articles below are my own. They document the
research foundation of CAM Technique® and are cited in the

175



POLINA KUZMENKOVA

Development History section and in Appendix E. Both are published in
Russian; titles are given here in English translation, and both are
indexed in Google Scholar.

12. Kuzmenkova, P. “Camera Optics and Facial Perception: The
Interrelation of Lens Focal Length, Perspective Distortion, and
Adaptive Makeup Correction” [in Russian]. Aktualnye Issledovaniya
(Current Research), no. 22 (25), 23 November 2020. DOI:
10.51635/A1-22(1)-25 62f01.

13. Kuzmenkova, P. “The Behavior of Cosmetic Products under Studio
Lighting: Chemical Composition, Light Reflection, and Thermal
Response” [in Russian]. Aktualnye Issledovaniya (Current Research),
no. 33 (60), 15 August 2021. DOI: 10.51635/AI-33(1)-60 77koo.

176



