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aking a living from photography is
not getting any easier. A survey
just released by World Press Photo
makes this very clear. Three
quarters of the photojournalists
questioned made under $40,000
a year from photography, and one
third made under $10,000. Some
40 per cent say they are earning

less than they were five years ago. I have no doubt
that those shooting other genres feel the same.

Part of the reason for the survey is for the
WPP to get some consensus over the thorny
issue of staging or manipulating reportage
images. This isn’t a new problem – Roger
Fenton was accused of moving cannonballs to
improve his shots of the Crimean war. But the
ease of Photoshop, and the need to compete
with the ever-improving user-generated content
shot by members of the public, mean the debate
is becoming more complex and more heated (as
our first Round Table discussion on page 80
makes clear). In the survey, 25 per cent of
photojournalists say they sometimes manipulate

an image, and 52 per cent stage shots – figures
that many will find surprisingly high.

Whatever the problems, photography
remains one of the most enjoyable things to do
for a living. Two thirds of the respondents in the
survey are happy with their choice of livelihood,
and 55 per cent feel positive about the future.
The creative process means that we can get job
satisfaction from the photography itself... And
get inspiration and enjoyment from the pictures
taken by others.

Each issue of our new magazine will bring
you interviews and portfolios from some of the
best-known photographers in the business –
in this edition we’re honoured to feature Don
McCullin and Sebastião Salgado, for instance.
But we’ll also introduce you to the work of
lesser-known artists such as Tommy Clarke and
Danila Tkachenko (see pages 40-49).

Of course, what we shoot for a living may not
give us the satisfaction or artistic licence that we
crave, but that’s why so many of us turn to personal
projects. See pages 51-59 when your usual
assignments or commissions get stale or tough.

TAKING THE POSITIVES FROM THE NEGATIVES

NEXT ISSUE ON SALE FROM 12 NOVEMBER
WITH FREE CALENDAR. SUBSCRIBE NOW AND
NEVER MISS AN ISSUE - SEE PAGE 112
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THE EDITOR
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If you hadn’t become a photographer, what would you have been?
“That’s an impossible question to answer because way back in 
those days, I had no trade. I worked in a small darkroom in 
Mayfair copying line drawings, but that would have been the 
death of me had my life not turned out the way it has. I’ve 
travelled continuously around the world, and to the most 
extraordinary events. When I was young, I wasn’t educated 
enough and I wasn’t aware like the way I became aware once 
I started travelling. They say, ‘Travel broadens the mind’.”

Have any photographers inspired you?
“Previous great photographers like Eugene Smith, Stieglitz, 
Steichen and Lartigue – a whole list of names. They’re men of the 
distant past, and they’re men who have shaped my love of 
photography in a classical way; not so much the way I’ve turned 
out to be in photographing war. But I’ve arrested that war stuff, 
and in my own spare time, in between assignments for The 
Sunday Times, I went and did landscape and foreign travel, which 
I paid for. I went to places like Irian Jaya and parts of Africa. The 
previous giants in photography helped to shape my life.”

Which assignment was the most memorable of your career?
“The most important one was the Tet Offensive in 1968 in 
Vietnam, because it was on such a major scale. The battle I was 
in went on for two solid weeks, during which I could see a really 
powerful image in any direction I turned. It was as if somebody 
had laid it on for me totally, which is not true, of course.”

You’ve said that you’ve had a love affair with photography?
“A love affair means total dedication. It was as if I was almost like 
a kind of alcoholic – it was the same attachment. Photography 
made me a totally dedicated martyr and follower; therefore 
I would never cut corners in my darkroom or in the field where 
I was working in terrible places: in Beirut, terrible famines in 
Africa. I would wait, be patient and be very respectful and 

To mark the 80th birthday of legendary 
photojournalist Don McCullin, his 
autobiography Unreasonable Behaviour and 
retrospective photo book Don McCullin have 
been updated and re-published. Just before 
this landmark birthday he spoke to us about 
his career and current projects

Don McCullin CBE was born in 
London in October 1935. After one 
of his pictures was published in 
The Observer newspaper in 1959 
he went on to build an outstanding 
career as a photojournalist, mainly 
covering conflict, primarily for The 
Sunday Times Magazine, before 
moving on to shoot commercial, 
portrait, travel and landscape 
photos. Now shooting digitally, 
he lives in Somerset with his wife, 
Catherine, and youngest son, Max
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compassionate towards the people I was
photographing. I’ve created a kind of ‘bible of
behaviour’ and a pattern of ‘compassionate
observation’, so that I tried not to be the intruder
on people who are already suffering.”

Do you have an emotional relationship with
your photographs?
“Of course. I have more of a relationship with the
subject than I do with my camera equipment. To me,
camera equipment is like a tin of shoe polish and

a brush – I use that as a tool, but my basic camera is
my emotion and my eyes. It’s not anything to do with 
the wonderful cameras I use. I couldn’t do it without 
cameras, but nevertheless you can only rustle up the 
image or the impact of the image through your 
emotional attachment to the subject.”

Is there a period in your career you enjoyed the most?
“I never enjoyed looking at other peoples’ suffering, 
that’s for sure. Had I not have been a photographer 
of conflict I would have loved to have been an 

anthropological photographer, going to countries 
where you come across people that are like Stone Age 
people, like in Irian Jaya. I love being in Africa and 
those kinds of places, but they’re all coming into the 
21st century now so there’s not much of that kind of 
primitive stuff left.”

Many people still label you as a ‘war photographer’. 
How would you prefer to be described?
“I don’t need a title, really. I’m very happy to be called 
a photographer. I don’t want to be called an artist; 
I don’t want to be called a war photographer. I’m just 
happy to be a man who takes pictures. The ‘war 
photographer’ label has a ring of the abattoir about it, 
as if I’m a slaughter man or I’m involved in just human 
slaughter; it’s got a bad ring about it. I just don’t need 
that kind of image or title. It’s unfortunate that people 
have labelled me like that because it’s not necessary.”

What do you get out of shooting landscapes?
“Possibly the most enjoyment of all because it’s all 
around me where I live, and I choose the seasons 
according to my emotional attachment to the 
landscape. I prefer winter. I like the naked trees and 
the naked landscape because it’s not ‘chocolate box’ 
– it’s more jagged, more brittle, and more obvious. 
The skies are much more dramatic than on a sunny 
day – that doesn’t have any appeal to me, apart from 
sitting in it. But standing on Hadrian’s Wall in a 

[Previous pages] 
Shell-shocked US 

marine, Hue, 
Vietnam, 1968 

[Above] The battle 
fields of the Somme, 

France, 2000 
[Far right] A steel 

worker with his 
pigeons, Consett, 

County Durham, 1974

You can only rustle up the image or 
the impact of the image through your 
emotional attachment to the subject.
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blizzard, or something like that … I’m on a real high.
The experience of being there and not being
surrounded by other human beings, just the
countryside – it’s quite magical.”

Why is black-and-white photography the best
medium for you?
“The truth is because I still like working in the
darkroom, and when you look at a black-and-white
picture it’s like a punch in the teeth, whereas a colour
rendering… If you take the ‘girl with the green eyes’

picture Steve McCurry took, which was very, very
successful, it’s very pleasing and possibly those green 
eyes wouldn’t interpret in black and white, would 
they? When I take a black-and-white portrait it’s not 
particularly meant to please you. It’s meant to talk to 
you; it’s meant to shame you; it’s meant to scream out 
at you and it has a message. The girl with the green 
eyes was a pleasant picture of a rather beautiful girl 
with extraordinary eyes. What I try to do is the 
opposite to what McCurry did. I try to make my 
portraits appeal to you in another way.”

Is there one picture that you would most like 
to be remembered for?
“That’s an incredibly difficult question. You know 
the man who took the ‘head shot’ in Vietnam, Eddie 
Adams, who has since died? He once told me he was 
really pissed off because everybody talks about that 
picture, or wants to talk about that picture, and he 
said, ‘I’ve done such finer work before that picture 
came along’. Having one picture that sums it up is 
quite uncomfortable, really, because people tend to 
push aside the rest of your life’s work, and you can’t do 
that to a photographer. I’ve seen lots of good pictures 
that other photographers have taken, but I also know 
that they’re capable of having a very interesting body 
of work. I want the whole body of my work to 
represent me; not one individual picture.”

What’s the best piece of advice you’ve ever been 
given, and by whom?
“I’ve always looked at the work of other people. I’ve 
had more interesting conversations with writers than 
I have with photographers, and I’ve met some of the 
great photographers, like Helmut Newton, Lartigue 
and Eugene Smith – they were the great pretenders 
when I was younger. And Bill Brandt was one of the 
first wonderful men in photography that I met. So it 
wasn’t advice as such, but the only advice I would 
offer to other people is to look at the work of other 
photographers, because you can learn that way. 

Vietnamese family 
after a grenade 
attack on their 

bunker, Hue, 1968

When you look at a black and white 
picture it’s like a punch in the teeth, 
whereas a colour rendering…
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[Above] Early morning 
at the Kumbh Mela, 
Allahabad, India, 1989 
[Left] Festival of the 
sea gods, Bali, 1984
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Nobody taught me photography. I learnt by 
experience, and I learnt by embracing photography 
and the memory of the great masters. I never went to 
any photographic school. I learnt through my own 
experiences and emotions.”

What would the 80 year-old Don McCullin tell the 
20 year-old Don McCullin?
“Well, I would be cautious because frankly speaking 
I think photography has taken a huge U-turn and 
gone in another direction. It’s got itself into the mire 
of art. Photographers now shoot and consider 
themselves artists. It’s slightly sad, really. I think 
photographers have influenced many artists in recent 
years, so you don’t really have to lean on other kinds of
mediums to express yourself. People like William 
Eggleston and Martin Parr have had a huge influence 
on people in colour. I’m a black-and-white man, so it’s
not up to me to tell other people what to do and which 
direction to move in. But photography definitely has 
changed. It’s become incredibly minimal – it’s like the 
art world with installations. All that’s changed the art 
world, and photography has also been changed. 
I wouldn’t personally try to embark on a career in 
photography in this day and age.”

Your Don McCullin photo book has just been updated. 
What was the process of updating it like?
“I’ve added another 40 pictures or so, from places like 

Cable Street in the East End. The East End was
a good hunting ground for me because it was still
Dickensian; almost Hogarthian in places. It’s very
interesting because it’s one of the most historical
places in London, and I always enjoy working there.
I only went in the winter because I wanted to show the
harshness, and the survival of the homeless people.”

Did updating your autobiography bring up any new
perspectives about your career?
“No, not really, because I’ve been steadily travelling

on the same railway lines for the last 60 years, if not all
of my life, really. But I thought it was a good idea to 
put it to bed with a final, last five new chapters. I try to 
avoid being conceited enough to think that anyone 
cares… but that original autobiography was done 
about 25 years ago, and I’m still around, so I thought 
‘we’ll upgrade it and update it,’ and that’s how it came 
about. Life has been incredibly generous towards me. 
I’m still around, despite the fact that I had this 
massive heart operation, and I hope to be around 
for several more years.”

[Far left] Consett, 
County Durham, 1974 
[Above] Protester, 
Cuban missile crisis, 
Whitehall, London, 
1983

Photography definitely has changed. 
It’s become incredibly minimal – it’s 
like the art world with installations.
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Don McCullin: 
The New Definitive Edition
Don McCullin [Jonathan Cape]

Don McCullin: The New Definitive Edition  
is published by Jonathan Cape, £50 /$75
www.vintage-books.co.uk

What’s your next major photographic project?
“We’re leaving this weekend for Northern Iraq; to go 
to Kurdistan for the war there, to look at it and see if
I can chronicle what’s really going on. I’m going to
have one last look at that, and I’m coming up to my
80th birthday; I shall be there on my birthday. I’m not 
trying to prove anything. I’m going because I don’t
resign myself to sitting in an armchair looking out of
the window because I’m 80 years of age. That’s not
me. I have to keep using energy and using my
imagination; using emotion. I cannot allow myself

to be like a candle that someone’s just flicked out.
I’m working on an even bigger book now, which will 
be printed in England. I’m doing one of what they call 
‘a box book’ – three books in a huge box. It’s the most 
amazing printing I’ve ever seen that’s come out of this 
country, and it’s being done 20 minutes away from my 
house on a German Heidelberg press. This will really 
put my life’s work to bed.”

Do you have any photographic ambitions left?
“No, I don’t. I just want to enjoy the last few years 

of my life. I shall play with photography; I won’t 
necessarily beat myself up about it any more. 
Photography has intimidated me in the last 60 years; 
it’s kind of used me. It’s made me respect it, and in 
doing so, there’s been a very high price to pay. I’ve had 
a few injuries; a lot of pain; a lot of emotional concern 
about getting to the assignments and coming back 
with the film. When I made these journeys, as I did in 
the past, there was a lot of torment waiting for me with 
people at airports X-raying my film … all that kind of 
torment. That’s the one good thing about digital – you 
don’t have to worry about your film being over-X-
rayed. So, on this occasion, I leave on Sunday 
morning for Kurdistan, and I’m taking digital 
cameras; my Canon cameras.”

Do you have any regrets?
“None at all. I couldn’t possibly have any regrets 
because I’ve been very lucky, I’ve been celebrated, and 
I’ve survived. I couldn’t have one single regret. That 
would be absurd. I’m pleased to have got this far.”
Steve Fairclough

Fishermen playing 
during their lunch 
break, Scarborough, 
Yorkshire, 1967

We’re leaving this weekend for 
Northern Iraq; to go to Kurdistan 
to chronicle what’s really going on.
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Shop
 ‘til U  drop

Nouveau riche shoppers at Harrods 
warn each other about him on social 
media, but that doesn’t deter candid 
specialist Dougie Wallace from 
snapping them as they roll up…

18_ PROFESSIONAL PHOTOGRAPHY _ NOVEMBER 2015



NOVEMBER 2015 _ PROFESSIONAL PHOTOGRAPHY _ 19

Dougie _ Wallace _ Profile
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Profile _ Dougie _ Wallace



SHOREDITCH House, the bastion of Hoxton cool and 
hipster beards, is the venue for my meeting with Dougie 
Wallace, acclaimed social documentary photographer, 
bon viveur and be-hatted Scotsman. Wallace, aka 
‘Glasweegee’, has just returned from Perpignan, and 
is debating whether to go to New York for Photoville 
tomorrow. The main issue being that the weather 
forecast in Knightsbridge looks good for the end of
the week, and he’s still shooting his controversial 
Harrodsburg project there until December. He seems 
worried about missing an opportunity, either in 
London or New York. And then there’s his shortlisting 
in the AoP Open, his next book Road Wallah, 
shortlisted for the European Publishers’ Award and 
coming out in November, his meeting with a friend at 
his club later, the travelling Tokyo International 
Photography exhibition, and then … I’m tired just 
listening, and we haven’t even sat down yet.

Wallace shoots when the weather is good, ideally 
between 5.30 and 6.30 in the afternoon, with a crazy 
contraption of a 35mm and three flashes – one as you’d 
expect on the hotshoe, another jerry-rigged to the 
bottom, and a third in his left hand. He knows where 
his subjects are going to be, so he waits until the right 

moment, moves in, shoots, and is off again. Wallace is
frenetic, full of scattered energy and compulsive with
his projects. For his Stags, Hens and Bunnies book he
visited Blackpool thirty times in two and a half years,
and shot nothing at all except the project. He’s nothing
if not driven, and admits to being slightly addicted to
this current subject. “Harrods is open every day but
Christmas Day, so when do you stop?” Wallace asks.

He’s been shooting in Kensington and Chelsea since
last December, and despite having amassed a good
collection of images, many of which are already being
exhibited, he’s not finished yet. About 70 for the book is
a good number – he’ll be happy with that.

Harrodsburg has caused a stir in Qatar and Saudi
Arabia. It’s safe to say that he’s not popular with many
of his subjects, who object to being photographed

The Harrodsburg
project is a portrait
of the grotesque
consumption of the
super wealthy, and an
illustration of the UK’s
widening wealth gap

I’m on the move. Sometimes I run.
My camera is set to focus just under
a metre, at f/11 or something, so
you’ve got a big depth of field.
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while they are out in public in their gold-plated
supercars, arms dripping with designer shopping
bags and diamond-encrusted bling. Word got out
about the project and on to the Twittersphere. His
portrait was shared, along with warnings to Arab
shoppers to look out for him and avoid him. The
message spread so fast that his website got more than 
135,000 hits in one day this August, and close to half a 
million in the same week. Wallace describes this
unexpected reaction while flickering between
equanimity, alarm and defiance.

“I’ve done nothing wrong. They’re here, and our 
laws allow me to photograph in public,” he says.

The thing is, the work isn’t about wealthy Arabs per 
se, it’s about wealthy people in general, and what the 
grotesque consumption of the ultra-rich looks like in 
comparison to the subjects of Wallace’s other work in 
Glasgow, East London and Blackpool, for instance.

Sure, it’s about the ‘one per cent’, but it’s not just 
about the one per cent. That would be too limited 
a description of the project. It’s about showing the 
growing wealth gap that exists in the UK today; it’s 
about the conspicuous consumption of luxury goods 
virtually next door to food banks; it’s about the sense 
of entitlement that comes with money; it’s Wallace’s 
take on the now, his “personalised point of view that’s 
both believable and absurd”. Harrodsburg is social 
commentary, not political activism, and I think he’s 
both bemused and a little pleased to have caused 
such a furore.

The project initially grew from a brief visit to 
Knightsbridge as part of another long-term series of 
his, shooting people on buses through reflections in the 
windows. It became it’s own thing when the Christmas 
shopping bonanza began.

“What happened is the light would bounce off an 
office block and backlight them, which brings them out 
in the frame. I only shoot for one hour a day. I need to 
wait until I don’t need that much flash, so that with the 
ambient light outside you can still see all the windows. 
I have to wait. I go to corners where it’s backlit or side-lit 
and the sun is low.”

Wallace knows where 
his subjects are going 
to be, so he waits until 
the right moment, 
pounces, shoots and 
runs. Not everyone 
appreciates the 
attention

I take pictures of funny faces. Not 
‘funny ha ha’ like the Blackpool 
work, but funny interesting.
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For me, this would be way out of my comfort zone, 
catching people who don’t want to be photographed, 
but Wallace is unfazed.

“I’m on the move. Sometimes I run. My camera is 
set to focus just under a metre, at f/11 or something so 
you’ve got a big depth of field. Sometimes I’m as close 
as 20cm, but if you’re shooting near a Bugatti you don’t 
want to scratch it, you know?”

Wallace likes square frames, but he shoots 35mm 
DSLR and crops later to a medium-format ratio if the 
composition is tight enough. He switches formats 
depending on the project, and he’s just started 
working with a Leica.

“I usually shoot with a 35mm lens, increasingly 
maybe 40 or 50mm. I don’t want to shoot too loose – 
the composition’s got to be tight. You know what you’re 
going to get, but then again you don’t know. Sometimes 
I’ll just walk down the road shooting when the sun is 
out. Even with two flash guns, they won’t see it because 
I’m just filling in shadows when it’s that bright.”

This has been a long project, and you’d think that it 
would become easier in time, but Wallace disagrees.

“It gets harder as you go along because you’re maybe 
getting things that look too much like something you 

shot before, and you’re trying to make better images all
the time – trying to take things in a different way,
because you never know what’s going to happen,
what you’re going to notice.”

It seems to me that Wallace is observing humans as
a species, as if he were an alien looking down at us and
our habitat, our behaviour, as we do at wildlife. He’s
observing these people as ‘other’, catching them
unawares, doing that human thing. He calls 
Harrodsburg ‘a modern-day portrait of the wealthy
class’. It’s hard to decide whether that’s the same thing
as the one per cent.

“I take pictures of funny faces, you know. Not ‘funny
ha ha’ like the Blackpool work, but funny interesting.
They’re caricatures. The work is more about the people
in Glasgow and food banks than it’s actually about these
people with their old-school ties.”
Lottie Davies

When word got out
about a brazen
photographer loitering
about outside Harrods,
wealthy shoppers took
to Twitter to warn each
other. But Wallace
keeps coming back
for more

Harrodsburg is showing at theprintspace Gallery
[74 Kingsland Road, London E2 8DL] on weekdays until
October 21. Find out more at blog.theprintspace.co.uk
or at www.dougiewallace.com. Dougie Wallace is represented
by INSTITUTE. www.instituteartist.com
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“It is perhaps an odd thing for a
Brazilian to admit, but I never drink
coffee,” confesses Sebastião
Salgado. “And yet it runs through my
veins.” The famed photojournalist’s
latest project chronicles the lives and
the locales of coffee producers
around the world. This latest
portfolio is particularly personal to
Salgado, and not just because his 
homeland is the world’s biggest 
producer of coffee.

Salgado
on coffee
Sebastião Salgado’s latest 
coffee-table book has just 
been published in English, 
and it’s all about coffee!

“MY EARLIEST memories are linked to 
coffee. As the only boy among eight 
children, I would accompany my father in 
his truck to collect coffee beans for milling, 
and would frequently stay over with young 
friends on coffee farms in the region,” 
Salgado reminisces in his introduction to 
the 320-page book, The Scent of a Dream. 
“Without noticing, I came to understand 
the numerous steps that turn a coffee cherry 
into a cup of coffee.”

But even when he became an economist 
and moved to Europe, Salgado still couldn’t 
kick the coffee connection, writing his 
doctoral thesis on the supply and demand 
for the commodity in Paris, and then taking 
a job with the International Coffee 
Organization in London. It was here that he 
began to take pictures on his travels of the 
world’s coffee growers with a camera 

Coffee pickers at Finca La Hilda on the slopes of the 
Poás Volcano, San José region, Costa Rica, 2013
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borrowed from his wife Lélia. A new passion was born – he gave
up economics and became a full-time photographer in 1973.

The Scent of a Dream has taken Salgado back to many of the
same coffee-producing countries he visited as a young
economist. Over several trips and through ten countries, he’s
put together 150 images that describe his view of the essence of
coffee production. Started in 2002 and completed last year, the
project ran concurrently with Salgado’s magnum opus, Genesis,
and with the making of the Wim Wenders’ biographical film,
The Salt of the Earth, released this year. With such energy and
output, it’s easy to forget that Salgado is now aged 71.

As you’d expect from Salgado’s work, the monochrome
images bring with them a strong ecological message.
Kickstarted by a conversation between the Salgado family and
Italian espresso specialists Illy, who helped support the
assignment, the book helps to promote the idea that shade-
grown coffee can produce better quality beans than the more
popular sun-grown varieties, therefore helping reforestation.
So began Salgado’s 12-year journey around the arabica
plantations of the globe. As he travelled from his homeland of
Minas Gerais in Brazil through to the Rift Valley of Tanzania
and to Sulawesi Island in Indonesia, Salgado began to notice
something uncanny about these coffee communities.

“Perhaps what struck me the most were the similarities of 
coffee farmers, despite separation by oceans and continents,” 

explains Salgado. “In a few places, 
machines have taken over some steps 
of the process, but the great majority 
of coffee producers are small farmers 
who pick their coffee cherries by hand, 
whose wives and children help to dry 
them, and whose mules carry them to 
the buyers. I can imagine a coffee farmer 
from the Lijiang Valley in Yunnan 
Province, China, adjusting quite easily 
to working the Todos Los Reyes Valley 
in Costa Rica.”

As Salgado himself eloquently puts it: 
“It is not really the men that produce the 
coffee. It is the coffee that makes the men 
who produce the coffee.”
Chris George

The Scent of a Dream: Travels in 
the World of Coffee by Sebastião 
Salgado is published in English 
by Abrams, £50 / $75. Originally 
published in Italian as Profomo di 
sogno by Contrasto, ¤59

[Above] Coffee 
flowering season,
Dutra farm, in the 
municipality of São  
João do Manhuaçú, 
Mata region in the  
state of Minas Gerais, 
Brazil, 2014  
[Next page] Mengnai 
village in the Lijiang 
Valley, Baoshan district, 
Yunnan province, 
China, 2012
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Original photograph: 
Portrait with Blue Hair, 
2013 by Daniel Gordon

Profile _ Eleanor _ Macnair
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Eleanor Macnair is reluctant to call herself a photographer.
She isn’t an artist either, but nevertheless she’s becoming
well known for her unique take on photography

She spends her working life promoting ‘real art’ in her
guise as a freelance press consultant for artists and
galleries, and has a wide knowledge of photography and
contemporary art. She hoards images like a magpie,
keeping them in mind until the opportunity arises to
immortalise them in her chosen medium; that rubbery,
sweet-smelling paste, Play-Doh. She says, tongue-in-
cheek, that she likes “the Duchampian aspect of the
ready-made”. Eleanor Macnair has few rules, but they
are firm. There is to be no mixing of colours except for
flesh tones, and there will be “no pornography and no
dead people”. She also refuses to take requests from
photographers to do their own work. It’s a personal
project, darting around the internet finding photographs
she either loves, or that she feels have been overlooked.

Macnair makes her “strange
tributes to photography” at
night, using an inherited
trestle table, an empty wine
bottle and a blunt IKEA knife.
The following morning she
takes a photograph of the
finished piece, and then
deconstructs it into its
constituent colours, which go
back into their little yellow
pots, ready for another day.

So far she has made around
200 images, the first shot with
an ex-display Pentax bought
from Currys with a gift
voucher. She’s since graduated
to using a secondhand Canon
EOS 400D SLR, and she’s
now considering investing in
an EOS 5D.

Photographs Rendered in
Play-Doh started at a pub quiz,
then became a Tumblr blog,

which extended to Instagram,
and now the project has over
60,000 followers all over the
world, from as far away as the
Congo and Kazakhstan.
Macnair is quick to point out
that the pictures aren’t serious.
It’s a game, playing with
photos and the internet. “I’m
just throwing it out there and
seeing where it goes. You
know, it’s Play-Doh, you can
get it in Asda for a quid.”

The titles are simply those 
of the original photographs,

and the blog links to those
online, because of course the 
first thing you do when you see 
one of the Play-Doh pictures is 
to Google the original. That’s 
the point. Everyone loves a 
good ‘before and after’.
Macnair is providing a channel 
to images that she feels are 
worthy of more attention.

“I’VE NEVER SAID 
IT’S ART, I’VE
NEVER SAID I’M A 
PHOTOGRAPHER.” 

Original photograph: Untitled
from BIOPHILIA Chapter I, 2011 
by Marco Vernaschi

Original photograph: from
Woman, 1971 by Akira Sato

You know, it’s Play-Doh, you
can get it in Asda for a quid.
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“One of the reasons I decided to have an exhibition is 
that there’s a snobbery about enjoying something 
that’s just pretty nice to look at on the surface, if 
there’s not a meaning, if it’s not complex,” says 
Macnair. “But you know what, they’re bright, 
they’re fun. You don’t need to be serious; you can 
enjoy them for what they are.”

They may not be highly evolved works of art, 
but that’s not to say that they don’t have their own 
subtlety in the little observed details, in the reduction 
of a complex and detailed photograph to its bare 
shapes, where blocks of colour, sausage fingers and 
round blobs represent a moment in time caught by 
someone else. My feeling is that Macnair undersells 
her work. It’s more clever than it looks at first glance.  
The ‘craft’ of the Play-Doh is certainly present in the 
sometimes lurid images, but the ‘real art’ is there too, 
in the game, shining a brightly coloured light on both 
iconic and rediscovered photographs.
Lottie Davies

[Above] Original
photograph: Heather,
Model 1, London, UK
from Fig, 2006
by Adam Broomberg 
and Oliver Chanarin
[Right] Original 
photograph: Untitled
from On a Good Day,
1975 by Al Vandenberg

[Top] Original photograph:
Untitled # 20, 2000-2003,
by Bill Henson [Above] 
Original photograph: from 
Waiting, 2009-2012 by 
Jana Romanova

Photographs Rendered in Play-Doh is showing at the Atlas 
Gallery [49 Dorset St, London W1U 7NF] until November 21.   
A limited edition book, called Photographs Rendered in Play-Doh, is available 
in five different covers  from www.macdonaldstrand.co.uk for £19.99

They’re fun. You don’t need to 
be serious; you can enjoy them 
for what they are.

Profile _ Eleanor _ Macnair
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PAL  
FOR
LIFE...

As a real people person, Pål Hansen is naturally
drawn to celebrity portraiture – and when that
involves ‘a big man-hug’ from ForestWhitaker, you
can begin to see why he enjoys his job so much

“Back in 1996 I had a short back
and sides,” says Pål Hansen,
who now sports some of the
longest ginger-blonde
dreadlocks in London. That was
when he was in the Norwegian
army for three years, which
included a character-building
five days without food or sleep
known as ‘Hell Week’. After
that, a grumpy celebrity or
demanding publicist isn’t likely
to throw him off his game.

Hansen has just come from a shoot at Agent
Provocateur with Penelope Cruz, and we meet at his
house in Hackney, where he lives with his wife Gemma
and their two little boys, Spike and Buddy. Buddy,
incidentally, has the biggest smile I have ever seen
on a two-year-old.

Hansen’s father is Norwegian, and his mother is
from NorthYorkshire. His accent has a hint of both,
although he’s been in London for sixteen years now.
I wanted to know how he started out, and how his
journey from the fjords to an afternoon appointment
with Penelope Cruz had happened.

“I wanted to be a fashion photographer, then
I wanted to be a reportage photographer, and then
I did a personal project on the foot-and-mouth crisis,
and I starting taking portraits for that. It was more of
a stumble-into than a deliberate choice,” he says.

Hansen’s work is characterised by clean, crisp
colours and compositions, and the sense of ease his
subjects lend to the camera, often looking directly at
you from the pages of The SundayTimes or the cover of
The Observer. He shoots in both inconvenient small
spaces and in large studios, sometimes with big set-ups
and multiple assistants, sometimes on his own with
a Colorama backdrop and his Hasselblad H4D-40.

There are, of course, stories to
be told, but Hansen’s approach
is one of personal interest,
rather than celebrity collecting.
He’s a professional, with a
professional attitude.

“Celebrity has become
something I’ve moved into
through what I was
commissioned for.And now
I seek it more than I did before.
I enjoy it; when you work with
people who you’ve admired
because of what they do, you
can discover more about them,
get to know them one-to-one,
which”, says Hansen with a wry
grin, “is often not a good thing,
but it can be nice as well.”

It’s a serious job, celebrity
portraiture, with particular
challenges.The most
characteristic aspect of Hansen’s
line of work is the lack of time
and space available.

“You end up in bad locations,
crammed into hotel rooms, and
time-wise you’re squeezed in
between different shoots or
interviews, and you can have
people behind you saying,
‘Stop doing that – it’s not
good for the shots.’ You get a
whole network of people giving
their opinions.”

As with so much of the work 
of photography, the picture-
taking is one of the smaller 

John Cleese lets loose for 
The Sunday Times Magazine

Forest Whitaker pictured for The 
Sunday Times Magazine – taken 
on Pål’s fortieth birthday
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elements of the job. But he talks about these frustrations in a very
un-frustrated way.“A lot of people have ideas and are very careful
about how they’re seen. I can understand that, so it’s a
collaborative effort. If it’s a comedian with a new film coming out,
you have to have something to make you smile.Take Danny
DeVito: he’s looking serious here [see left], but everyone knows
he’s short, so it’s the composition that’s doing the work, which
brings the comedy.”

There are also those famous people who are notoriously
awkward, who seem to deliberately make life difficult for the
photographer. How does he deal with that?

“Some people try to intimidate you, try to see how much you
can take. If you can laugh it off, you’ve proved yourself somehow.
Earlier in my career there were difficult moments, but you learn
how to tackle them – you get an understanding of how it all works,
how to deal with PRs, how to deal with everyone else as well.
I remember I was shooting David Blunkett back in 2004 and the
PR machine around him wasn’t that great.There was no time to
set up; I took three shots and they said it was over, and I took two
more shots while they were carrying my equipment out from
underneath me. I think back then I thought ‘You need to do what
you’re told, you’re there at their mercy’, and now it’s about

A lot of people have ideas and
are very careful about how
they’re seen. I can understand 
that, so it’s a collaborative 
effort with the subject.

realising that as a portrait photographer
you’re there to create an image that is going
to show them in a good light, and time and
willingness from their side creates better
images. Now I make sure there’s an
understanding of how much time we need
and how much time we’ve got.”

So in a space of maybe 15 minutes,
Hansen has to create a rapport with people
who are photographed all the time, who
may not really want to be there, and who
may have another ten shoots after his.That
can’t be easy.

“You’ve got to be 100 per cent 
comfortable with your camera, lighting, 
assistants, everything around you, so you 
can focus on the conversation, on who they 
are in front of the camera. And for me, 
that’s portraiture, it’s the way you’re able to 
work together. For example Courtney 
Love – I worked with her a while ago, we 
started the shoot, I was giving her 
directions and she was just bored. So 
I thought, okay, let’s put on some music. 
I shut up a bit, and she started floating with 

Actor Kevin Spacey in a shoot for The Telegraph 
Magazine back in 2004

Publicity shoot with actress 
Jo Hartley: “An incredibly warm and 
friendly woman,” says Hansen

Danny DeVito featured on the cover 
of The New Review
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the music.The shoot started to become almost a dance, I started
moving around with her, I had my assistants running around with
the flash… we were doing it on her terms, working with her,
understanding who she was.You have to alter your communication
depending on who you’re working with.”

The art of the celebrity portrait seems to be in negotiating a
delicate balance between allowing the subject to be comfortable,
while also remaining in control. “You want to be an equal, to make
whoever it is feel comfortable. People are comfortable in front of
the camera if they’re confident that the photographer knows what
he’s doing.”Also, not taking yourself too seriously helps.
Photography isn’t rocket science after all, and sometimes it can be
pretty silly. “I’m not afraid of making fun of myself – I was just in
Agent Provocateur, shoved into a corner with sexy underwear
hanging off my hair… it’s just one of those things, you know?”

I was curious to know if Hansen has a favourite picture, or a 
favourite shoot. The question left him shuffling images around; he
doesn’t have one. It’s an odd question, but often asked, and in 
Hansen’s case, it prompts a lovely story about Forest Whitaker. 
“I shot him for the Sunday Times magazine. They called up and 
said did I want to do a shoot on 9th November, which was my 

fortieth birthday – so I said not really, but
what is it? And they said ForestWhitaker,
and I immediately said I’d love to do it.
I turned up, the location wasn’t amazing,
we did the shoot, and someone told him it
was my birthday and he gave me the
biggest hug ever. He’s a proper big man,
you know? I love a big man hug, it was just
brilliant. It just made my day.”

The analogue reportage photographer in
Hansen keeps him on the side of
authenticity, and he tries to capture as
much in camera as he can, but he’s far
from grandiose about what he does. “I’m
not trying to do a picture where this is the
only genuine image.You can’t capture the
whole person. I like to capture an essence
of the person, the essence of the
communication, the experience we had on
the day – whoever they are, elements of
who they are, an element of what they do.
When you meet anyone, you want them to
feel good about you and you want to feel
good about them. It’s about being able to
interact, to have a nice time and 
understanding and respect for each other.

“I love my work. But I love people, 
I mean that’s it – whether they’re 
celebrities or not doesn’t really matter, 
I love working with people. It’s human 
interaction in the end.” If I were a celeb, I’d 
want Hansen taking my photograph.
Lottie Davies

I was just in Agent Provocateur,  
shoved into a corner with sexy 
underwear hanging off my hair…
[Page 36] Grayson 
Perry as Claire, 2011 
[Page 37] Sue Perkins, 
Mary Berry, Paul 
Hollywood, and Mel 
Giedroyc. These 
portraits of The Great 
British Bakeoff team 
were shot for four 
covers of the Observer 
Food Monthly, 2015 
[Above] Boy George 
for The Sunday Times 
Magazine, 2013

[Above] Wayne Coyne, frontman of The Flaming 
Lips, for The Observer
[Right] Actress Karen Gillan in The New Review
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WHEN he was 16, Tommy Clarke broke his back in
a snowboarding accident. As a keen sportsman who
had just got his first call-up for the England rowing
team, this was a major blow to his future plans. “I
wasn’t even jumping off cliffs or doing other cool
things when it happened,” he ruefully remembers.
“I just fell over rather slowly.”

After recovering from his injury, he began a new 
role as the team’s official photographer. He loved it, 
and the positive feedback from his peers encouraged 
him to shoot more. A new career direction began to 
make itself clear. While studying sports science at 
university he did some freelancing for Country Life, 

TOMMY CLARKE
Once a promising sportsman turned fashion 
photographer, Tommy Clarke is now an 
emerging name in fine-art aerial photography
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and at the end of his studies he began to get into
fashion shoots. “I went to New York, Sydney and
Paris for various publications,” he says. “I did a lot
with Vogue, and it was great fun, but unfortunately
it was during the recession so budgets were very
small. It was a lot of work for little money.”

In 2011, Clarke was living by Bondi Beach in 
Australia, and decided to try aerial photography. He 
was an admirer of Yann Arthus-Bertrand’s Earth 
from the Air images, so it was something he had 
wanted to try for a long time. He also saw it as a way to
give his work a unique selling point. “I was doing lots 
of landscape photography because Bondi is such a 

beautiful place, but I didn’t feel my photos were
anything my peers couldn’t achieve,” he says. “So I
looked into hiring tourist helicopters, and found one
that I could take the door off, so I saved up and did it.”

As a keen surfer, he had spent a lot of time down on
the beach and in the water, so he particularly wanted
to focus on that special connection between people
and the sea. The waves were big and the weather was
stormy as he made his first helicopter flight, but that
ultimately added extra drama to the images.

These shots had an immediate impact on Clarke’s
career. He emailed one of them to Australia’s official
Facebook page, and in the hour after it was posted,
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[Page 40] Coloured
Containers, 2011. Shot
in Botany Bay, Sydney
[Page 41] Black Sand
Beach, 2015. Shot over
Gran Canaria
[Right] Rose on Yellow,
2014, part of the Salt
series. Taken in the
Western United States
over Utah and San
Francisco’s salt lakes
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the image garnered around 75,000 likes. It was also
seen by someone from Vodafone, and almost
immediately the company had contacted him about
buying the image. “Within 24 hours of doing my first
shoot, I had my first aerial commercial under my
belt,” he says. “It was much needed, because I’d spent
all my money on hiring the helicopter.”

Clarke wasn’t sure what else to do with the images,
so he “sat on them” until he did his first exhibition
a year and a half later. This was followed by another
display of his work, at The Other Art Fair in London.
“This show was more successful than I could have
imagined,” he says. “On the back of that show I got
quite a bit of press, and things just grew from there.”

Clarke, 29, is now a full-time aerial photographer.
He has photographed beaches in a diverse range of
locations including the Gran Canaria, the South of
France and Mexico. “Beaches always make for
interesting photographs,” he says. “There are always
colourful towels, umbrellas and surfboards. With
beaches, people can instantly recognise what the
picture shows, which is helpful when selling prints.”

[Above] Utah Green,
2014, from the Salt
series
[Left] Gold, 2014.
Different textures
appearing where the
salt has been extracted
give the variations. The
hues are a product of
the varying salinity in
each lake, resulting in
striking colour
contrasts. These
landscapes are
continually changing

Within 24 hours of doing 
my first shoot, I had my 
first aerial commercial.
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[Right] Green with
Line, 2014, from the
Salt series

Rising _ Stars _ Tommy _ Clarke
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shot from directly above the ground, with everything
sharp and on the same plane, so it’s harder for the
viewer to get a sense of scale and realise what the
picture shows. People often spend a long time poring
over the detail; tiny birds hovering over salt flats, or
children making sandcastles on the beach.

For his aerial shoots, Clarke mainly uses a Nikon
D3S with a Nikkor 70-200mm f/2.8. “I’ve had it for
about seven years and it’s the best lens I’ve ever had,”
he says. “Half the time I shoot it at the 70mm end. It’s
great glass, and there’s little distortion.”

Clarke shoots in bright light, so he doesn’t need a
gyroscopic mount to stabilise the camera. “After the
next series I’ll hopefully step into the Hasselblad
world,” he says, “though looking at the price range,
I’m not sure when that moment will come!”

For his next shoot, Clarke is off to Australia and
New Zealand to shoot industrial areas and pristine
beaches. His excitement is palpable. “I’m a huge fan
of travelling, and this job allows me to go to some
amazing places. It’s a lovely way to make a living.”
David Clark

Last year, he tried shooting a new kind of location, 
producing a striking series of abstracts centred 
around the salt flats of San Francisco and Utah in the 
US. These images show areas of vivid colour broken 
by roads fringed with salt deposits, and resemble 
abstract expressionist paintings. The suggestion that 
these images have been significantly Photoshopped is 
so frequently made that Clarke specifically denies it.

“The colours of the salt flats change every day,” 
he says. “The Utah ones came out like pastels, while 
the San Francisco ones came out in deep, vibrant 
hues – they were almost too bright at times. The sight 
of them wasn’t far from unbelievable, even looking 
out of the helicopter. I definitely achieved the images 
I wanted – abstract and colour-filled, and that don’t 
immediately look like photographs.”

Clarke usually starts the process of choosing 
locations by getting ideas from Condé Nast Traveller. 
Then he carefully scrutinises the locations on Google 
Earth, “scrolling round and round and finding shapes
and patterns, and areas where people congregate.”

At the shooting stage, Google Earth screen 
captures help to give pilots instructions on where to 
fly, including the specific features Clarke wants to 
record – with the helicopter tilted downwards, while 
Clarke hangs out of the door secured by a harness.
The vertical angle, which Clarke now uses almost 
exclusively, is a vital part of his images. Everything is 

[Above] Scrape, 2014. 
Salt is mounted in 
strange shapes by the 
salt companies 
operating around the 
Great Salt Lakes of 
Utah

[All images] Tommy 
Clarke/Rex Features

The sight of the salt flats 
wasn’t far from unbelievable, 
even from the helicopter.
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wider social and cultural significance. 
“I don’t speak in this series about the 
Soviet era,” he says. “What is more 
interesting to me is the fate of technology-
oriented society, and utopian thinking. 
I used the relics of the Soviet era as 
decorations for expressing my idea.” 

The 26-year-old Russian photographer 
graduated from the Rodchenko Moscow 
School of Photography and Multimedia 
last year, where he specialised in 
documentary photography. He has 
already won a number of awards for his 
work, including a World Press Photo 
award in 2013. Last year he was 
shortlisted for Magnum’s ‘30 Under 30’ 
and the Leica Oskar Barnack Award.

Tkachenko’s projects explore subjects 
in depth, and over a long period. In 
Transition Age he shot perceptive portraits 

Danila Tkachenko has made it his mission 
to locate and record these fascinating 
relics in his new book, Restricted Areas. 

Tkachenko, answering questions via 
email while travelling in a remote region of 
northern Russia, is keen to point out that 
the project is not specifically about his 
country’s past; he intends it to have a 

FAR from population centres and still
shrouded in secrecy, relics of Russia’s
Soviet-era past lie abandoned and all but
forgotten. They range from defunct space
hardware to deserted military buildings,
observatories and once state-of-the-art
aeroplanes and submarines. Public access
is restricted. Moscow-based photographer

DANILA TKACHENKO
DanilaTkachenko’s high-key photographs use abandoned 
military and space hardware from the Soviet era to  
examine humanity’s quest for technological progress. 
He reveals why and how he photographs ‘secret’ cities
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of teenagers and the urban landscapes in
which they lived, focusing on “loss of
childhood and transition to adulthood”.
Then in Escape, which last year became
his first book, he documented the lives of
people who have withdrawn from society
and live remotely as hermits in the forests
of Russia and Ukraine.

This year, Restricted Areas was the
winner of the both the European
Publishers Award for Photography and
the Lensculture Exposure award. It will
be simultaneously published by five
different publishers in five languages.

The project began after Tkachenko
visited his grandmother in a previously
‘secret’ city in Russia’s Chelyabinsk
region. “The city is still restricted for
visits and I could get inside only because
of my grandmother,” he explains.

[Above, left] Excavator 
on a closed quarry 
[Above] The world’s 
largest diesel 
submarine 
[Left] Isolated stages 
of space rockets
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“In the 1950s there was a huge nuclear
accident and the vast area around the city
got polluted with nuclear waste. This story
became the inspiration for the series, and
I started searching for other locations
which have been witness to, or express,
this paradox of the damage that technical
progress often brings to humanity.”

Identifying his subjects required a long
period of research, followed by the often
complicated process of travelling from
Moscow to the location. “It was difficult
in terms of getting there - sometimes I had
to use particular transport, like special
cars or a helicopter - and in terms of
having to wait for suitable weather.”

Throughout the project, Tkachenko
was keen to maintain consistency in the
appearance and atmosphere of the images,
so chose to shoot the locations when deep

[Above] Former 
residential buildings 
in a deserted polar 
scientific town 
specialised in 
biological research
[Above, right] 
Amphibious airplane 
with vertical take-off 
VVA14. The USSR built 
only two of them in 
1976, one of which has 
crashed during 
transportation
[Right] Deserted 
observatory located 
in the area with the 
best conditions for 
space observations

Rising _ Stars _ Danila _ Tkachenko
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in snow and sometimes also enveloped in
mist. “It was important for me to unify
all the objects and create a feeling of
post-apocalyptic winter and the crash
of technological civilization,” he says.

This approach relied heavily on the
weather and created additional practical
problems when shooting the images. “The
snow is not falling all the time, and with

global warming
the winters are
becoming less and
less snowy. So
I had to wait for
a long time for
suitable weather
with snow; I had
to wait for several
weeks, or return
several times.”

Even with the right kind of snow present,
Tkachenko was challenged: “In places
located high in mountains, I had
difficulties with clouds and low visibility,
so I had to wait until the object was not
obscured by clouds or to become more
visible. As the objects are large in size,
I had to be a certain distance from them
and they were simply disappearing.”

The resulting high-key images isolate
these extraordinary remnants of the
Soviet era against a white background. In
doing so, the images emphasise the
physical and historical remoteness of these
symbols of “the perfect technocratic
future that never came.”

Danila Tkachenko’s exploration of
our quest for technological progress and
its aftermath has created an austere but
fascinating collection of beautiful images.
It’s a project that seems set to seal his
reputation as a leading member of a new
generation of fine-art documentary
photographers.
David Clark

It was difficult in terms of 
getting there – sometimes I had 
to use particular transport, like 
special cars or a helicopter –  
and in terms of having to wait 
for suitable weather.

Restricted Areas is published by Dewi Lewis
[Price £35 (hardback)] Find out more at
www.dewilewis.com or www.danilatkachenko.com
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Commercialising
the dream

or many of us, personal projects are the oxygen 
that keeps our blood flowing. Without them we 
would pack up and go and do something else for 
a living: something with charm and dignity and 
a career path; something that attracts admiration 
and a salary. I live in Paris, a place so steeped in 
photographic heritage, that I’m almost ashamed 
to admit that, yes indeed, I ply my trade, 
prostituting myself in the name of art.

Occasionally, I’m notified of a possible 
wedding in the 15th arrondissement or some such, then I turn 
out drawers in search of vaccination certificates, I apply for a 
visa, and I head off somewhere – anywhere, anything – to avoid 
pretending that the wedding cake shot is the dream I’ve been 
holding out for. Just this weekend I 
exchanged emails with some bloke in 
Moscow about my next great escape.

 My simple reasoning is this: there must 
be a way of making a grand living out of 
personal projects, and I’m prepared to lose 
almost everything in pursuit of that 
hypothesis. Of course, in reality I’ll get my 
cameras out for anything, from the ‘paid 
for’ to the ‘pleasure trap’. That part of the 
polemic has never wavered, and never will. 

I have three personal projects on the go 
at the moment, and I dip into each when time allows. My main 
one is my portfolio of work from Ethiopia, ‘The Tribes of Omo 
Valley’. This is essentially a project I imagined many years ago. 
It was self-funded, a personal investment of time, money and 
energy. One of my other projects is a more long-term 
Magnumesque street photography project. I set no deadlines and 
keep a loose aesthetic scope. They evolve and I fine-tune, but I 
know without a doubt that at some point, one or more will form 
into something solid, something that might become both 
commercially viable and professionally received. And this has 
often been my carrot, the contention in the polemic, to create 
work that fills my lungs first and my wallet after.

For many, the personal project takes on a simpler brief – the 
oxygen part alone I suppose – but it has the intrinsic quality of 
reminding us why we started, and helps us to evolve and grow as 
photographers. The personal project is also our best work, 
because we identify with the need it fulfils – it’s the memory of 
water – the essential truth despite the dilution of time. It’s 
looking through a lens and thinking differently and feeling 
excited again. When we started as hobbyists, we had a passion, 
something that seems to go missing over time. Our personal 
projects connect us back to that passion despite the dilution.

Yesterday, I grabbed my camera and a 50mm, and wandered 
around Paris for a while, hoping to get one more shot for a 
portfolio I’ve been working on for a couple of years. I got 
nothing, but that’s okay, because I have time. I’m in conversation 

about two possible commercial projects 
next year, but both of these potential 
assignments came about only because of  
my continued investment in personal 
work. It’s this potential overlap that 
always enthuses me.

I spent a year working as a 
photojournalist in Afghanistan, and I 
spent about 30 per cent of that time 
doing commercial work, from 
photographing a corporate catalogue for 
the Afghan company that dresses their 

armed forces, to teaching photography at Kabul University.  
I used the pennies I earned to travel the country doing wonderful 
things that will live with me forever. And I like to think that 
despite the split in time, I didn’t split the endeavour.

To me, professionalism is about more than just turning 
a buck, because I’ve met enough pros whose standards are 
amateur, and many amateurs whose … well, you know what 
I mean. Being professional requires that we continue to develop 
and innovate, that we transfer that pleasure we feel to all our 
work, that we create first and convert later, that we care. And 
I would like to think that all those qualities are enshrined in our 
personal work, because it’s a tableau of our own creation.

MARTIN
MIDDLEBROOK

OPINION

Don’t underestimate the value of your personal projects. 
Indulging yourself may be more lucrative than you think

The personal project 
reminds us why we 

started, and helps us 
to evolve and grow 
as photographers.
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BURNING
DESIRE
Photographer NK Guy landed a major book  
deal by documenting the art of Burning Man
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In mainstream media it’s mostly depicted as a mad hippie
festival of nudity, craziness and drugs. But Burning Man, the
temporary community that arises in the Black Rock desert
in Nevada every September, is also a display of remarkable
outdoor art installations. Just like the burning man itself,
these installations exist for the duration of the event, and
are burnt at the end. But they live on in the minds of those
who experienced it, and now also in a beautifully designed
Taschen book by NK Guy, who has documented the art of
Burning Man as a personal project since 1998.
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attribution, another important thing for Guy was
getting the right combination of words and images.

“Remember when you were little and you’d see a
stunning picture in National Geographic that really
excited you, but then you’d read the caption and it
didn’t explain what was in the picture?” he asks.
“It would just say something about economics or
whatever the article was about. I wanted the words
and the pictures to be part of the same thing.”

THEPUBLISHER’STOUCH
Guy wrote everything for Art of Burning Man, and
was given more or less free reign by Taschen’s
editors. The editors were more hands-on when it
came to selecting the 200 out of Guy’s 68,000
images that would go in the book. “I had a core set of
pictures that I absolutely wanted in, and I got most
of them in,” Guy says.

Despite the loss of autonomy that inevitably
follows when you sign a book deal with a big
publisher, there were benefits to Guy’s two-year
collaboration with Taschen. “The pictures in the
book are arranged according to the time of day.
I didn’t come up with that. It seemed a bit contrived
at first,” says Guy. “But then, how do you arrange
16 years’ worth of pictures? Chronologically?
I didn’t have as many good ones from the first
years, so that didn’t make sense. Instead, what
we have is a perfect day at Burning Man.”
Kathrine Anker

Burning Man is all about experimentation, and in 
a similar way, Guy’s project has been an exercise in 
trying new things and finding new vantage points.

“During the early years I sometimes used my bike 
as a tripod. I’ve also used kites and a drone, but the 
drone was a total disaster. This was before they were 
stabilised properly,” he laughs.

The experimental nature of the project meant that 
Guy didn’t set any rules or project frameworks. The 
drive throughout his 16 years of photographing 
Burning Man has been the art.

“I wanted to focus on the art because that’s what 
makes Burning Man different. I think Burning Man 
is going to be looked back on as a really important 
contribution to art, even though it has no celebrity 
names and no price tags.”

Taschen agrees. The publisher must have received 
dozens of Burning Man-themed book pitches since 
the early nineties when the festival really took off, 
but as Guy points out, “Taschen is all about art, and 
I think my book idea was different because it focuses 
on that. Burning Man coverage normally tends to 
focus on sex and drugs, as if that didn’t exist at every 
other festival. I like that Taschen treats its subjects 
with respect.”

Guy has been very careful to attribute every 
sculpture and installation in his pictures to the artists 
who made them, and to get their consent before 
publishing. “I didn’t make the art, I just 
photographed it,” he says. As well as correct 

Art of Burning Man
by NK Guy is
published by Taschen,
£34.99 / $59.99

[Previous pages] 
An aerial view of Black 
Rock City, 2011. City 
plan by Rod Garrett
[Far left, top] Embrace, 
2014. Artists: Kevan 
Christiaens, Kelsey 
Owens, Bill Tubman, 
Joe Olivier, Matt 
Schultz and the Pier 
Group Embrace
[Far left, bottom] 
El Pulpo Mecanico, 
2014. Artists: Duane 
Flatmo and Jerry 
Kunkel [Above] 
Remains of the Man, 
2013. Burning Man arts 
festival participant 
Kaspian Khalafi stands 
atop the smouldering 
embers of the Burning 
Man effigy
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PALM READING
A fascination with gnarly, storytelling hands drove photographer
Tim Booth to create an alternative portrait book

Many artists have been fascinated by hands. Da Vinci and Van Gogh studied them,
Rodin sculpted them, photographer Alfred Stieglitz portrayed his wife with pictures of
her hands, and Horst used the slenderness of models’ hands to capture an ambience of
elegance in his fashion photography. So there’s no shortage of inspiration for a project
about the character and variety of human palms, but for that exact reason, Tim Booth
decided not to look to the past when embarking on a personal project to create
what is probably the most comprehensive series of hand portraits ever made.
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A Show of Hands
by Tim Booth is
published by XII Books,
£39.95

days when high ISO wasn’t a threat, Booth was
surprised by how much circumstances would dictate
the final outcome. He would draw sketches of what
he wanted people’s hands to do in the picture, only
to realise that it doesn’t quite work like that.

“I once photographed tennis player Virginia
Wade, and wanted her to make a tennis ball with her
hands, like I could do with mine, but when it came
to it she just couldn’t make the same shape because
everyone’s hands move so differently depending on
finger shape,” Booth recalls.

But sometimes things went exactly according
to plan. One of those occasions was when Booth
photographed the hands of Terry Gilliam.

“I’d spent hours trying to work out what to do
with him because a director’s work isn’t necessarily
hands-on physical. He’s also an artist and a very
interesting guy, so I wanted something that would
link to his work. I was trying to imagine what a
Jabberwocky would look like if it was just hands, and
Terry’s hands made exactly the shape I wanted.”

Half-way through the project, Booth swapped his
Nikon F2 for a digital SLR. This meant his
workflow changed from sending images to a
darkroom to doing all the processing in Lightroom,
and more perspectives were introduced with new
lenses. “Despite that, I’ve been told that there is
consistency across my portraits,” says Booth. “But if
you really know your onions, you can tell which ones
are Tri-X and which ones are shot on digital.”
Kathrine Anker

“I just wanted to photograph people’s hands my way,” 
explains Tim Booth, who normally specialises in 
portrait photography. “I didn’t want to look at other 
people’s work and risk letting that affect how my 
pictures would turn out.”

Booth’s 20-year hand project has culminated in his 
book, A Show of Hands, a collection of around 90 
hand portraits. Some belong to famous athletes, 
musicians and artists, others to dustmen, shepherds, 
fishermen, stone masons, hair stylists – ordinary 
people whose hands are essential to their craft.

The idea arose when Booth developed a 
photograph he had taken of his grandmother’s hands. 
“My grandmother’s hands had always fascinated me 
because they were so arthritic. When I saw the 
picture, it made me think of her so much, and I 
thought, maybe I’ve got something here. Maybe this 
is another way of taking portraits.”

The project rules were established almost from 
the start. Only natural light could be used, and all 
portraits were to be done in England to save costs.

“The first two or three pictures I took were in 
natural light, and I  thought, if I’m going to do a 
whole series, I want it to have some consistency, not 
just in the look of the images but also in the methods 
I use to get them,” Booth explains. “Natural light is 
also the best option when you don’t have much time 
with each person, and there might be limited space 
for lights on location.”

Sticking to natural light meant that Booth didn’t 
always get the picture he wanted. But even on bright 

[Previous pages] 
Shepherd Guy Busk 
and conductor 
Meredith Davies
[Far left, top] Lobster 
fisherman Dave Sales 
[Far left, bottom] 
Director Terry Gilliam
[Above] Hedge layer 
Fred Paulley
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FUJIFILM’S XT-1 SEES INFRARED
FUJIFILM has created a special version of its award-winning X-T1 compact 
system camera, designed specifically for infrared photography. Citing 
medical, scientific and technical applications for the new release, Fujifilm 
says that the mirrorless camera is sensitive to both UV light and IR light in 
addition to the visible spectrum, across a total range of 380nm-1000nm.

Beyond its infrared sensitivity, the X-T1 IR shares its specifications with 
the X-T1, which includes the acclaimed 16.3MP X-Trans CMOS II sensor 
and weather-resistant, magnesium-alloy body. It’s also compatible with the 
full family of Fujinon X-series lenses.

The model also maintains the X-T1’s 2.36 million-dot electronic 
viewfinder, which is said to allow for perfect night vision with an infrared 
light source. The X-T1 IR will be available from October at a guide price of 
$1,700 in the US. UK availability and price is yet to be confirmed.
www.fujifilm.com

NEWS
The latest equipment, services and industry news for professional photographers

NIKON’S FULL-FRAME TRIO
NIKON has bolstered its Nikkor lens range with three 
new FX-format models, including a replacement for 
the eight-year-old AF-S Nikkor 24-70mm f/2.8G 
ED. The AF-S Nikkor 24-70mm f/2.8E ED VR 
arrives with a revised optical construction, and for 
the first time in a Nikkor lens, an aspherical ED glass 
element. Crucially, the lens also incorporates Nikon’s 
Vibration Reduction (VR) technology, which is said 
to allow shutter speeds four stops slower than usually 
possible with handheld shooting. The new standard 
zoom is sealed against dust and moisture incursion.

The AF-S Nikkor 200-500mm f/5.6E ED VR, 
meanwhile, joins its 24-70mm stablemate in offering 
a Vibration Reduction system, although on this lens 
the feature promises a compensatory effect of 4.5 
stops, and is complemented by a Sport VR mode that 
enables fast shooting while panning erratically 
moving subjects. The supertelephoto zoom has 19 
elements in 12 groups, with a nine-blade diaphragm.

The final lens in the trio, the AF-S Nikkor 24mm 
f/1.8G ED, offers a 23cm minimum focus distance 
for close-up shooting, together with Nano Crystal 
Coating and both aspherical and ED elements.

The AF-S Nikkor 200-500mm f/5.6E ED VR and 
AF-S Nikkor 24mm f/1.8G ED are available now at 
suggested retail prices of £1,180 /  $1,400 and £630  / 
$750 respectively. The AF-S Nikkor 24-70mm 
f/2.8E ED VR, meanwhile, will be made available in 
October at a suggested price of £1,849  / $2,400.
www.nikon.com

AN EASIER WAY TO GET PAID
E-COMMERCE giant PayPal has introduced a new peer-
to-peer payment system, which should make it easier 
for photographers to get paid by private clients.
Once users have registered a custom PayPal.me 
domain, they can share this in an email, text or by 
other means with others in order to request payment. 
The new service is set to challenge similar systems, 
such as Square’s Cashtags. The company is set to roll 
out the new service across the UK, US and sixteen 
other countries.
www.paypal.me
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SPACE-AGE LEICA MEDIUM-FORMAT SLR SHOOTS 4K
GERMAN camera and lens manufacturer Leica has announced availability of its
medium-format S (Typ 007). The S (Typ 007) was first shown as a prototype at
last year’s photokina festival in Cologne, offers the same 35.7MP sensor
resolution as the previous S-E model, although the sensor is said to be new.
It follows the trend of omitting a low-pass filter for the benefit of detail 
retention, with its sensitivity spanning a range of ISO100-12,500, improving
on its forebear’s ISO100-1600 capability.

The model inherits the same S mount from previous models, as well as an
optical viewfinder with a 0.87x magnification and a three-inch LCD that
resolves detail with 921,600 dots. All of this is encased in a robust, weather-
sealed body for maximum protection when shooting in inclement conditions.

The model also matches many recent SLRs in offering Wi-Fi. This allows
the model to be remotely controlled from a smart device and have images
transferred wirelessly via the Leica S app. The camera can also record both
Full HD and 4K video, the latter in the Super 35 format using the centre of the
frame. It also has the ability to output clean HDMI footage.

Other features include a 3.5fps burst rate, said to maintain its speed for up to
35 frames, and dual slots for SD and CF cards, together with a shutter rated to
150,000 cycles. The S (Typ 007) is available now for £12,900 / $16,900.
www.leica-camera.com

MONITOR FOR IMAGE EDITORS
TAIWANESE electronics company BenQ
has furnished its monitor line with the
SW2700PT, aimed at professional
photographers who seek “unprecedented
colour accuracy and high specifications”.

The model includes a 27-inch, 10-bit
panel with a 2,560 x 1,440 QHD
resolution, which equates to 109 pixels per
inch. The monitor has built-in hardware
colour calibration, and its output is
claimed to cover 99 per cent of the Adobe
RGB gamut for enhanced colour
accuracy, while a built-in SD card reader
joins a range of inputs including D-Sub,
DVI-D, HDMI and DisplayPort.

The BenQ SW2700PT comes with a
shading hood as standard, and is available
now for £500 / $630.
www.benq.com 

CANON’S 35mm SEES BLUE
CANON has updated its EF 35mm f/1.4 
L-series lens with a second-generation 
model, the EF 35mm f/1.4L II.

The new optic debuts Canon’s Blue 
Spectrum Refractive (BR) technology, 
an organic, optical material that’s been 
specifically designed for large-diameter 
lenses. Canon claims that the new 
material has unique anomalous 
dispersion characteristics that allow it to 
refract shorter wavelengths to a greater 
degree than other optical technologies 
such as Fluorite and Super UD 
elements, which in turn should help 
control chromatic aberration.

The new lens is set for an October 
release at an estimated guide price of 
£1,799 / $1,799.
www.canon.com

PRIMES MAKE A COMEBACK
LENS manufacturer Tamron has 
announced it is getting back into primes 
with the introduction of its restyled line 
of its Super Performance ‘SP’ optics

The SP 35mm f/1.8 Di VC USD and 
SP 45mm f/1.8 Di VC USD feature a 
more minimal, streamlined styling 
compared to existing SP zooms. The two 
lenses also offer Vibration 
Compensation, eBAND (Extended 
Bandwidth & Angular-Dependency) and 
BBAR (Broad-Band Anti-Reflection)
coatings, as well as high-speed USD 
autofocus motors.

The lenses will initially be available in 
Canon and Nikon fits from October, with 
Sony-fit versions following later. Both 
primes are priced at $579 / $599.
www.tamron.eu
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TRAVEL TRIPODS WITH STURDY TUBES
TRIPOD manufacturer Gitzo has revamped its Traveler line of tripods and 
ball heads. The company’s new tripods have Carbon ‘eXact’ tubes, which 
are claimed to be significantly stiffer than the Carbon 6X technology used 
in its other tripods. The eight new models are spread across three of its 
lines, Series 0, 1 and 2, and each features a 180-degree leg-folding 
mechanism, together with the new Traveler G-lock leg-locking system. 
A Series 2 Traveler monopod, the GM2562T, will also be made available 
alongside the new tripods. 

The tripods are available as legs only and as kits with heads, the latter 
bundled with one of the company’s new GH1382TQD, GH1382QD and 
GH3382QD ball heads. The heads are also available to buy individually, 
with each offering independent pan locking and a tungsten disulfide 
coating to minimise jerky movements as they are adjusted.
www.gitzo.com

SAMYANG’S SWAP-SHOP OPTICS
LENS manufacturer Samyang has unveiled a triplet 
of prime lenses designed for users shooting video 
footage at a resolution of 4K and higher.

Branded ‘Xeen’, the lenses have 24mm, 50mm 
and 85mm focal lengths, each with a maximum 
aperture of f/1.5, and coverage up to full frame. 
Not only is each available in a choice of five mounts, 
namely Canon EF, Nikon F, Sony E, Micro Four 
Thirds and the Arri-developed PL system, but the 
mounts themselves are interchangeable, allowing 
users to use the same optic across different bodies. 

The lenses also offer declicked gear rings for 
follow-focus use, and aperture and focusing rings 
in standardised positions for ease of use across the 
range. The optics have been primed with 
X-Coatings for a high standard of image quality. 
Samyang also states that three further lenses will 
soon join the range, although specifications and 
further details on these have not been made available.
The lenses are available now for £1,600 / $2,500. 
www.xeenglobal.com

4K CINEMA CAMERA INCREASES ITS DYNAMIC RANGE
CITING growing demand from the film industry, Panasonic has given its Lumix 
line of compact system cameras a boost with an updated version of its flagship 
GH4 model. The new GH4R adds log video recording (V-Log L) to the 
feature set of the GH4, which Panasonic claims increases the dynamic range 
by an additional two EV stops. Panasonic says that this enables videographers 
to capture darker scenes and avoid blowing out highlight details. It’s also 
claimed to improve colour grading.
 Panasonic says that the characteristics of V-Log L are close to those of the 
Cineon curve associated with film digitisation, and that the new camera can 
use the same Look Up Table (LUT) for reference. Furthermore, the update 
allows users to record unlimited 4K video footage (4,096 x 2,160 at 24fps) 
and QFHD 4K video footage (3,840 x 2,160 at 30 fps in MOV/MP4 format).
 Panasonic has also announced that it will provide the new functionality 
to existing users of the GH4 with a paid-for firmware update. This will be 
available for a one-off cost of £79 / $100.
 The new Panasonic Lumix GH4R is currently only available to the 
European market, and costs £1,200 / €1,500.
www.panasonic.com
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CANON’S 250 MEGAPIXEL SENSOR
CANON is developing an APS-H CMOS sensor
capable of resolving 250 megapixels. Measuring
around 29.2 x 20.2mm, the sensor is smaller than full
frame, but similar in size to those in its previous
pro-level models such as the EOS 1D Mark IV.

Canon claims that the sensor has a readout rate of
1.25 billion pixels per second, and when tested, was
able to distinguish lettering on an aeroplane 18km
away. It also claims that the sensor allows for video
footage to have a resolution approximately 30 times
that of 4K video and 125 times that of Full HD video.
Canon has cited applications for the sensor that
include surveillance, crime prevention, and high-
resolution measuring instruments.

In a separate announcement, the company has also
stated that it’s developing a 120MP SLR and a model
in its Cinema EOS line capable of capturing 8K video.
www.canon.com

APPLE’S PRODUCTIVITY IPAD
APPLE used its latest keynote speech to unveil the iPad Pro, a model touted as 
the most significant iPad for photographers to date. Previous models of the 
iPad have proved themselves a convenient means of displaying a portfolio 
of images or a website to clients, but the new model appears to have a much
stronger focus on editing images and video.

The new model’s 12.9-inch Retina display has 5.6 million pixels – the
highest of any iPad so far – and uses the third-generation A9X chip said
to deliver 1.8 times the CPU performance of the iPad Air 2. This, Apple 
claims, enables you to quickly open, play and edit multiple streams of 4K
video or a batch of raw files from your camera.

The iPad Pro also incorporates an 8MP iSight camera on the rear of 
the device, and a 5MP FaceTime camera on the front, capable of 1080p 
and 720p video recording respectively. Apple also announced the new 
Apple Pencil alongside the new iPad, a stylus that’s sensitive to both touch
and tilt, and appearing to be an ideal tool for image editing.

The new iPad Pro and Apple Pencil will be available from November, with 
prices starting at $799 for the iPad and $99 for the Pencil (UK prices TBC). 
www.apple.com

FOR many professional photographers, exhibiting and selling 
work is the hardest part of the business. Monetizing creative 
endeavours requires very different skills than those necessary 
to create the work in the first place. There is now an outlet for
photographers of all levels to share and sell their work 
without the rent, commissions, and red tape typically 
associated with traditional galleries. YourArtGallery.com, 

a virtual gallery space, takes care of everything from printing
and mounting to the packaging and shipping. Once you sign
up you simply upload your work and set your prices, receiving
90% of your image royalty, surpassing the typical galleries
who offer only 50%.

Your Art Gallery’s partnered print provider is New York’s
renowned Duggal Visual Solutions. Duggal is a leading
supplier of fine-art printing, mounting and framing for
artists and photographers worldwide, with over 50 years of
experience in producing the highest quality materials for a
discerning audience. Of special note are Duggal’s proprietary
HD C-Prints™. These top-of-the-line photos are printed
with a 48-bit colour processor. The 6,100 apparent dpi prints
have added dimensionality, a large colour gamut, and are
printed on archival photographic paper.

Your Art Gallery also offers artists and buyers additional
high quality printing and mounting options. Including
Giclée fine-art watercolour papers, American-made artisan
frames, sleek gallery plexi mounts and flawless stretch
canvases. With artists from 45+ countries, YourArtGallery.
com delivers diversity in its selection and quality of imagery.
Visit Your Art Gallery and join its community of artists today
to begin your commercial fine-art photo venture!
www.YourArtGallery.com

Sponsored content

SELL HIGH-QUALITY PRINTS OF YOUR FINE-ART PHOTOGRAPHS USING YOUR ART GALLERY

News
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Silent World
Michael Kenna

Kenna’s black-and-white analogue 
landscape photography has been 
likened to haiku poems. His exhibition 
of over 100 hand-made prints makes 
for a calming, almost meditative 
viewing experience.

BTV FO.KU.S, Innsbruck
Free [Until 7 November, 2015]

The rest is smoke
Helen Sear

Wales’ contribution to the Venice 
Biennale is a multimedia show 
by award-winning photographer 
Helen Sear. It includes a wall-sized 
composite of stacked tree trunks, 
captured in such detail that you can 
see exactly where the chainsaw hit 
the wood, while sounds of chainsaws 
drift through the room.

Santa Maria Ausiliatrice, Venice
Free [Until 22 November, 2015]

Bruce Springsteen and 
the E Street Band 1975
Barbara Pyle

Pyle started as a groupie, attending as
many Bruce Springsteen gigs as she 
could. Eventually, she became known 
as the ‘official unofficial photographer’
of the band, and was often invited 
to attend studio recordings where 
she would capture music history in 
the making. The exhibition shows 
a series of intimate behind-the-
scenes photographs taken during the 
recording of Born to Run.

Snap Galleries, London
Free [Until 28 November, 2015]

Magnum Contact 
Sheets
Various artists

We’ve all seen the decisive moments 
captured by revered Magnum 

Harrodsburg
Dougie Wallace

A close-up exploration of the 
spending habits of the ostentatious 
super rich in Knightsbridge by 
acclaimed street photographer 
Dougie Wallace. Read our interview 
with Wallace on page 18.

theprintspace Gallery, London
Free [Until 21 October, 2015]

Maldoror
Jean-Vincent Simonet

A surrealistic series of images 
from experimental young French 
photographer Jean-Vincent Simonet, 
whose bold merges of colour and 
nature are inspired by themes of 
romanticism, chaos and bestiality in 
the novel, The Songs of Maldoror.

Foam, Amsterdam
¤10 [Until 25 October, 2015]

Into the light
Fan Ho

Street photographer Fan Ho has 
won close to 300 awards for his 
humanistic, bordering on abstract, 
urban photography. His first ever 
exhibition in his native Shanghai 
features a selection of hand-made 
vintage prints, providing an insightful 
look at the artist’s long career.

M97 Project Space, Shanghai
Free [Until 31 October, 2015] 

photographers such as Robert Capa 
and Henri Cartier-Bresson, but what 
about the seconds just before and 
after? Magnum’s Contact Sheets 
exhibition offers a unique insight into 
the thought processes behind some 
of the best-known documentary 
photographs taken since the 1930s.

Foam, Amsterdam
¤10 [Until 9 December, 2015]

Second Self
Meryl McMaster

A series of playful, large-scale 
portraits exploring themes of identity 
and self-perception. Meryl McMaster 
won the last round of RED: Eiteljorg 
Contemporary Art Fellowship for 
Native American artists.

National Museum of the American 
Indian, New York
Free [Until 11 December, 2015] 

Henry Wessel at 
Tate Modern
Henry Wessel

A collection of recently acquired 
photographs by the widely-exhibited 
Henry Wessel, known for his 
descriptive, witty, and evocative 
documentation of the commonplace 
social landscapes of the United States.

Tate Modern, London
Free [Until 31 December, 2015]

Southern Light Stations
Noémie Goudal

Goudal's first major solo show in 
London combines photography, 
stereoscopes and architectural 
installations in an exploration of 
man-made interventions in nature.

The Photographers’ Gallery, London
Free [Until 10 January, 2016] 

OCTOBER

Personal Disclosure
Yoram Roth

Staged and constructed with the help of a big creative community 
in Berlin, Yoram Roth’s images are inspired by fine-art paintings 
and film-set photography. 60 new, almost life-sized images 
focusing on the subject of the body, will be displayed on Roth’s 
first worldwide solo tour.
CWC Gallery, Berlin / Free [Until 14 November, 2015]

CALENDAR
All the best photography exhibitions and shows from around the world

AGENDA
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Insight Astronomy 
Photographer of 
The Year
Various artists

The winning images from this year’s 
astrophotography competition include
breathtaking shots of an eclipse 
totality, galaxy clusters and the 
Orion Nebula.

Royal Observatory, London
Free [Until 21 February, 2016]

A woman’s war
Lee Miller

Lee Miller is considered one of 
the most important female war 
photographers of the 20th century. 
She was one of only four female 
photographers to be accredited as US 
official war correspondents during 
World War II, covering concentration 
camps, the Blitz and the liberation 

Genesis
Sebastião Salgado

It’s not too late to join Salgado’s 
touring exhibition of his epic journey 
around the world, exploring icebergs 
in the Antarctic, volcanoes in Central 
Africa, glaciers in Alaska and groups 
of people in far flung corners of the 
world who have not succumbed to 
a modern way of life. We take a look 
at Salgado’s latest book on page 24.

Kunstfoyer VKB, Munich
Free [Until 24 January, 2016]

Multitude, Solitude
Dave Heath

Heath’s contributions to American 
street photography in the 1940s 
through to the 1960s address the 
uncertain place of the individual 
within the larger community. This 
exhibition is structured into units with 
photography carefully combined with 
poetry, philosophy and art.

The Philadelphia Museum 
of Art, Philadelphia
$20 [Until 21 February, 2016]

The Younger Generation: 
Contemporary Japanese 
Photography
Kawauchi Rinko, Onodera 
Yuki, Otsuka Chino, Sawada 
Tomoko and Shiga Lieko

Eye-catching and provocative images 
from contemporary Japanese artists 
whose pictures of themselves 
and their immediate worlds have 
collectively become known as the 
‘girl photographs’.

The Getty Center, Los Angeles
Free [Until 21 February, 2016] 

of Paris for Vogue. Her photography, 
which will be displayed alongside 
objects and personal items, depicts 
the suffering, and in some cases the 
new-found freedom, of women in 
Europe. The result is a combination 
of art, fashion and photojournalism.

Imperial War Museum, London
£10 [15 October, 2015 until 
24 April, 2016]

Wildlife Photographer 
of the Year 2015
Various artists

From intimate animal portraits to 
layered motion stills, each wildlife 
image in this exhibition tells a 
story. On show will be the final 100 
shortlisted images from the 42,000 
entries for the Wildlife Photographer 
of the Year award.

Natural History Museum, London
£12.60 [16 October, 2015 until 
10 April, 2016]

The English
Ian Berry

Magnum photographer Ian Berry 
exhibiting for the first time in 40 
years. His black-and-white long-term 
project 'The English' documents the 
eccentricities and humour of Berry’s 
native England in the 1970s, in true 
documentary style. Some previously 
unseen images will be on display.

Lucy Bell Gallery, East Sussex
Free [20 October, 2015 until 
9 January, 2016] 

The Alchemists: 
Rediscovering 
Photography in the 
Age of the JPEG
Various artists

A large, unique exhibit of 
contemporary photography by 26 
artists from around the world, this 
exhibition explores the overlap of 
modern digital-image creation with 
the physical and chemical properties 
of the darkroom process, revealing 
new, hybrid processes from an 
Australian perspective.

Australian Centre for 
Photography, Sydney
Free [30 October, 2015 until 
13 December, 2015]

Patrick Lichfield:
The Best Of
Patrick Lichfield

“I’d like to be taken seriously before 
it’s too late,” Lord Lichfield once said. 
The late aristocratic photographer, 
who captured a world of beauty, 
style and royalty, may have made 
a name for himself at least partly 
because of his title and connections. 

Gathered 
Leaves
Alec Soth

The first major 
British show of 
acclaimed Magnum 
photographer Alec 
Soth, known for his 
off-beat images of 
modern America. 
Four large-scale 
series will be shown, 
including Soth’s latest 
project, ‘Songbook’.

Science Museum, 
London / £7.20  
[Until 28 March, 2016]

Influence and 
Intimacy
Julia Margaret Cameron

Celebrating the 200th 
anniversary of the birth of 
Julia Margaret Cameron, the 
Science Museum is showing 
a large collection of her 
intimate, soft-focus portraits, 
which were highly unusual 
and pioneering for her time. 

Science Museum, London
Free [Until 28 March, 2016] 

NOVEMBER
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All year round there are opportunities to explore the
latest tech and meet with like-minded professionals

EXPOS & FESTIVALS

21-24 OCTOBER, 2015

PhotoPlus
Javits Convention Centre,
New York

The largest photography
show in North America
attracts over 21,000
photographers with hundreds
of exhibitors and seminars.

22-25 OCTOBER, 2015

FoodPhoto Festival
Various locations, Vejle

The place to be if you’re a food
photographer or blogger, this
Danish festival is packed with
workshops on lighting, styling,
editing and more.

25-28 FEBRUARY, 2016

CP+
Pacifico Yokohama,
Yokohama

Big Japanese camera and
photo-imaging show that
presents the latest products
and technologies.

5-9 NOVEMBER, 2015

Salon de la Photo
Paris Expo, Paris

A rendezvous for
photographers with
portfolio sessions, technical
presentations and exhibitions.

12-15 NOVEMBER, 2015

Paris Photo
Grand Palais, Paris

This fine-art photography fair 

is a great place to network with 

book publishers.

19-22 MARCH, 2016  

The Photography 
Show
The NEC, Birmingham

The UK's largest annual 

photography show has a 

line-up of big names and an 

unmissable programme of 

sessions aimed specifically at 

professional photographers.

29 APRIL-1 MAY, 2016  

Paris Photo, LA
Paramount Pictures 
Studios, Los Angeles

The Stateside manifestation of 

the Paris show, celebrating all 

things fine art.

3 JUNE-30 AUGUST, 2016  

PHotoEspaña
Various locations, Madrid

The largest cultural event 

in Spain, this festival of 

photography and visual arts 

has an extensive awards and 

exhibitions programme.

4 JULY-25 SEPTEMBER, 2016  

Rencontres d’Arles
Various locations, Arles

A renowned annual summer 

festival dating back to 1970 

with shows of contemporary 

photography at historic sites.

20-25 SEPTEMBER, 2016  

Photokina
Koelnmesse, Cologne
International photographic 

trade fair that takes place every 

two years in Germany.

Disco
Bill Bernstein

In the 1970s, everybody in New 
York wanted to party at nightclub 
Studio54. Bill Bernstein captured 
everyone from the rich and famous to 
the enthusiastic crowd that lived and 
breathed the disco scene at a time 
when gay liberation, women’s rights 
and race equality were on the agenda. 
This exhibition features photography 
from Bernstein’s book, Disco.

Serena Morton Gallery, London
Free [3 December, 2015 until 
24 January, 2016]

Indigenous Australians 
at War: from the Boer 
War to the Present
Various artists

Indigenous Australians have served 
their country in every major conflict 
since the Boer War. For some it was a 
first experience of equal opportunity, 
though not a lasting one. This touring 
exhibition explores some of their 
stories of courage and sacrifice.

Western Australian Museum, Perth
Free [15 December, 2015 until 
7 February, 2016]

But today his glorious photographs 
of models, actors and debutantes 
speak for themselves, and can be 
taken seriously at the Little Black 
Gallery, which also represents the 
estates of Bob Carlos Clarke, Terence 
Donovan and a host of other talented 
photographers in the world of
fashion, celebrity and beauty.

The Little Black Gallery, London
Free [3 November, 2015 until
12 December, 2015]

Revelations:
Experiments in
Photography
Various artists

Scientific photography has often
been a source of fascination to the
art world. This exhibition showcases
both contemporary imagery, such as
exploding flowers and visualisations
of electric charge, and historic prints
such as a daguerreotype of the moon,
and Eadweard Muybridge’s and
Harold Edgerton’s first still images of
moving objects.

National Media Museum, Bradford
Free [20 November, 2015 until
3 February, 2016]

Chasing Paradise
David Drebin

Panoramic ‘dreamscapes’ of major
cities such as New York, Hong Kong,
Tokyo, San Francisco and Paris are
the focus of Drebin’s exhibition, which
coincides with the publication of his
book, Chasing Paradise.

CWC Gallery, Berlin
Free [21 November, 2015 until
23 January, 2016]

DECEMBER
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Voyages 
Extraordinaires
Christian Tagliavini

For these Jules Verne-
inspired scenes and 
portraits, Christian 
Tagliavini created all 
the science-fiction 
props himself, some of 
which will be on display 
alongside the photos.

CWC Gallery, Berlin / Free  
12 December, 2015 until 
27 February, 2016
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BOOKSHELF
Our monthly pick of useful, inspirational and just plain beautiful photography books

1   
The Whiteness of the Whale
Paul Graham

This exquisitely produced photo book 
showcases three bodies of work from 
British born photographer Paul Graham: 
American Night, A Shimmer of Possibility and 
The Present, made between 1998 and 2011. 
Throughout his work Graham examines 
issues in contemporary America through 
his unique vision. The publishers have done 
an exemplary job of handing the printing of 
Graham’s delicate and subtly toned images, 
which could have easily been ruined in lesser 
hands. Short texts by David Chandler and 
Stanley Wolukau-Wanambwa are included.
[Publisher] Mack [Price] £50 / $75 
[Web] www.mackbooks.co.uk

2  

Photographers’ Sketchbooks 

Stephen McLaren and Bryan Formhals

This fascinating book offers a rich insight 
into the working minds of nearly 50 
photographers, using excerpts from diaries, 
notebooks, sketchbooks and behind-the-
scenes shots. Much like looking at a contact 
sheet, these insights are often more revealing 
than the finished work itself.
[Publisher] Thames & Hudson 
[Price] £30 / $41 
[Web] www.thamesandhudson.com

3  

The Astrophotography 
Manual: A Practical and 
Scientific Approach to Deep 
Space Imaging
Chris Woodhouse

If you fancy dabbling in the art of 
astrophotography, this comprehensive 
manual is quite possibly not the best 
place to start. However, if you’re super 
keen, scientifically inclined and dedicated, 

Woodhouse’s detailed guide will show you 
everything you need to know, and quite 
possibly a bit more. From equipment choice 
and setup to image processing, Woodhouse’s 
expert knowledge will be a delight to some 
and a nightmare for others. 
[Publisher] Focal Press [Price] £32 / $50 
[Web] www.routledge.com/focalpress

4  

The Essential Student Guide to 
Professional Photography
Grant Scott

Scott is well placed to advise young students 
on the ins and outs of getting started as a pro. 
He has a wealth of experience in the industry 
from art directing and magazine editing to 
shooting as a professional photographer and 
lecturing. There are some gems of useful 
information and invaluable advice buried in 
this book, however, it’s a little clunky in its 
structure. And with a relatively hefty price 
tag it isn’t particularly student-friendly. 
[Publisher] Focal Press [Price] £19 / $27
[Web] www.routledge.com/focalpress

5  

Pirelli: The Calendar.  
50 Years And More
Philippe Daverio

This weighty and lusciously produced tome 
celebrates the 50th year of the famous Pirelli 
calendar. Each calendar is featured in full 
(including the unpublished 1963 pilot) with 
a sprinkling of behind-the-scenes shots and 
other interesting stories. It’s fascinating to see 
the style of photography evolve over the years 
from the cheesy to the sublime. Showcasing 
the work of Richard Avedon, Peter Beard,  
Nick Knight, Annie Leibovitz, Sarah Moon, 
Terry Richardson, Herb Ritts, Bert Stern, 
Mario Testino and loads more, there are 
some wonderfully racy images here. 
[Publisher] Taschen [Price] £45 / $60 
[Web] www.taschen.com

 READ THIS…

The Creation  
by Ernst Haas
Viking Press 1971

Nat Geo photojournalist 
Joe McNally recommends 
his favourite book…

Ernst Haas’ book 
is possessed of an 
absolute purity and 

a pioneering, fearless pursuit of 
colour. It’s got life and vibrance. I 
look at it when I want to remind 
myself of what photography can 
do and what it can mean. 
Ernst worked a lot in black and 
white but for me he will forever be 
associated with colour. Grand and 
subtle at the same time, his use 
of colour palette was influential 
to generations of photographers. 
The 160-page book is composed 
of three chapters – The Elements, 
The Seasons, and The Creatures 
– and shows the Genesis 
story using Haas’ catalogue of 
Kodachrome transparencies.  
Haas provides extensive notes 
on each of the plates on the final 
pages. This is just a book I always 
have on my shelf and often pick 
up and flip through to relax, to 
think and to be inspired. 
Joe McNally

 T
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INSTAGRAM
WITH

YOURSELF
MARKETING

If you’re still not convinced by Instagram as a 
marketing tool, the recent relaxation of image 
formatting rules might persuade you…
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Graphic designer and photographer Mike Kus (@mikekus) has over 850,000 Instagram followers. He says the key 
to success is to post your best pictures, to post regularly, and to share across other social platforms too

It’s called social media for a reason. In order to build up a community you need to interact with your followers 
and leave replies to their comments. You should comment on the work of others too

t’s hip to be square, crooned Huey 
Lewis in the 1980s, and Instagram 
has being humming along to this tune 
since its inception in 2010. Indeed, 
square images – often heavily filtered 
and deliberately retro – have become 
an Instagram hallmark, just as we 
associate pictures of holidays and kids 

with Facebook, and celebrity gaffes with 
Twitter. At the end of August, however, 
the social media giant company
announced that as well as 640 x 640-
pixel squares, it would also accept 
images in portrait and landscape format.

So what implications does this have 
for Instagram users, and more
importantly, is it a compelling reason to 
start using this increasingly important 
social platform, if you have not been 
using it to promote your work
previously? First, a bit of background. 
Instagram may be younger than your 
cat, but its phenomenal growth has put 
many older tech companies to shame. 
The company was started by the Holga-
loving Kevin Systrom and his colleague, 
Mike Krieger, backed by $500,000 of 
seed funding. The breakthrough came in
2011, when hashtags were introduced to 
enable images to stand out and attract 
other users. By 2012, Instagram was 
valued at $500,000, but shortly
afterwards Facebook snapped it up for a 
whopping $1 billion. Instagram now has 
300 million users, with 30 billion photos

shared to date. This is a great dotcom 
fairy tale, but the real story for 
photographers is in Instagram’s value as 
a publicity tool. Instagram isn’t just a 
way for smartphone snappers to share 
Polaroid-like shots of their cappuccinos.

“We immediately realised how 
important Instagram was for marketing, 
because when you talk to photographers, 
it’s the one social platform we all visit,” 
says Catherine Connor, head of wedding 

and lifestyle-photography training 
providers, Aspire (@aspirecpt). “It’s not 
surprising that 80 per cent of retailers 
are on there, because it’s so spontaneous 
and so easy to utilise. As a visual 
platform, it’s ideal for promoting your 
work and networking through the images 
you upload, and it’s also a great way to 
get educated and inspired by seeing what 
other photographers are doing. Via 
hashtags you can also guide people to 
your work and present your calls to 
action on a global platform.”

SHARE AND SHARE ALIKE
For graphic designer and photographer 
Mike Kus, often named as one of 
Instagram’s most influential users, it’s 
also invaluable for building up a fan 
base. “Post your best pictures, post 
regularly and share across other social 
platforms, and after a while, you should 
build a following – this is when your feed 
becomes valuable for marketing 
purposes,” says Mike. Interestingly, 
photography wasn’t even part of Mike’s 
business before he started on Instagram. 
“It’s enabled me to change that. I now 
do quite a lot of photography work, 
although I turn down a lot more than 
I take on.”

Being able to link with other social 
media platforms while also attracting 
interest via hashtags is a big motivation 
for wedding and lifestyle photographer, 

THE BUSINESS
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Ami Vitale (@amivitale) recommends that you don’t just put up pictures that you want people to see, but instead 
keep true your own brand. This shot of a baby panda is from an assignment in China for National Geographic

CASE STUDY

Ami  
Vitale

ACCORDING to award-
winning American
photojournalist and National
Geographic contributor Ami
Vitale, most people come to
Instagram looking for
authentic voices, and to
escape marketing. And by
using this approach still means
she gets work via Instagram…

“Stay true to who you are
and don’t put up what you
think people want to see,” she
says. “Also, remember that
you have to interact with your
audience and let them know
you’re listening. Social media
is social. So many of us
broadcast only. It’s like we are
standing on a podium,
shouting our messages out.
Speak to people one on one.
Try not to constantly pitch
your brand. This doesn’t mean
that you can’t sometimes
promote your work. It just 
means that you need to 
engage with people and listen. 
Try not to let a question go 
unanswered on your social 
media. While you might not 
always agree with what the 
person has to say, it’s good to 
address the comment.”

You need to keep social and 
remain authentic to make the 
most from Instagram

Instagram now has 
300 million users, 
with 30 billion photos 
shared to date.

Kay Young. “I think Instagram is a good 
extension of my website and Facebook 
page. Normally, clients will follow me on 
there after their shoot, and they love it 
when I put up images of their wedding 
or newborn, and I tag them in. It just 
gets my name out there. Using hashtags 
to identify where a shot was taken helps 
to attract interest from other users, too”.

As you’d expect, many big-name 
photographers are active on Instagram, 
including Rankin (@rankinarchive)and 
the fashion photographer, Nick Knight 
(@showstudio_nick_knight). Big 
companies in the photography world, 
such as National Geographic (@natgeo) 
and Magnum (@magnumphotos), are 
keen Instagram users too, while image 
libraries also regard it as a key 
marketing tool.

“We post one image a day as a 
minimum, sometimes two or three,”  
says Emily Hoskin of Alamy  
(@alamyinstagram). “We use Instagram 
to build brand awareness. We want 

people to know who we are, and see our 
quality images. The images we post are 
on-trend, so from the commercial side, 
it’s the kind of pictures that people are 
currently buying, and on the editorial 
side, it’s what’s happening – images of 
a current sporting event, for instance.”

SQUARE OFF
So, with Instagram well established as a 
social media platform for phone snappers 
and pros alike, why did the company 
decide to end its hallmark, square-only 
restriction? “The square format has been 
and always will be part of who we are,” 
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CASE STUDY

Eelco
Roos
Dutch photographer Eelco Roos now  
has 450,000 followers on Instagram

How did you establish yourself on Instagram?
“That wasn’t really on my mind to be honest. 
I just wanted to get better at iPhone
photography. After a few months on
Instagram I started to get noticed by the
predominately US users. I guess they were
getting a bit tired of San Francisco and New 
York, so my photos of cows in the mist and 
cyclists on levees were a nice change. That’s 
when the first interview request arrived in my 
mailbox. These helped me to grow a lot.”

Did it take a while to build your audience?
“It did. You have to be an active follower 
yourself, and leave comments other than ‘nice’
or ‘amazing’. I noticed that when I left sincere 
comments, people started to check out my
work as well, and some of my Instagram 
heroes started to follow me back and give me
feedback on my work. When I got to about
30,000 followers, Instagram started to notice 
me as well. They started this ‘suggested user 
list’ and put me on it. Thousands of followers 
would start to follow me weekly as a result.”

How did Instagram help you become a 
professional photographer?
“It rekindled my love for photography. 

Instagram made me look at the world
differently again, and I rediscovered the
beauty in the mundane. Then, it started to
land me jobs with big brands, mostly for
Instagram campaigns. It also turned out to be
a great ‘business card’. When I would like to
talk to or meet someone, all I had to do was
send an email, explain who I was, and share
a bit of my story. Most people would find
that so intriguing that they were happy to
meet with me, resulting in a bigger network
and more work.”

What are the most important tips you have
for photographers who want to use
Instagram to promote themselves?
“If you want to grow a following and get
business through Instagram, you’ll have to 

invest time to grow. Follow people, and be an
active follower. It’s also important to have a 
consistent feed, so try to stick to a certain 
style or editing technique. Start using social 
icons on your website to direct people to your
Instagram account as well. Another good idea 
is to show some behind-the-scenes 
photography people wouldn’t usually see.”
https://instagram.com/croyable

Instagram sensation Eelco Roos (@eelcoroos) puts his 
success as a professional photographer down to the 
reciprocal relationship he has with his followers

As well as being as active as possible, Eelco 
recommends specialising in style or genre to keep 
your Instagram feed consistent
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Kay Young (@kayyoungphoto) recommends using hashtags to identify where a shot was taken. This will  
attract interest from other users, and not just your existing client base

says company spokesperson, Charlie 
Sweeney. “That said, the visual story 
you’re trying to tell should always come 
first, and we want to make it simple and 
fun for you to share moments just the 
way you want to. It turns out that nearly 
one in five photos or videos people post 
aren’t in the square format, and we know 
that it hasn’t been easy to share this type 
of content on Instagram.”

This is putting it mildly. While 
Instagram would like to be the last word 
in image-editing apps, it’s now facing 
stiff competition from other services, 
and can no longer assume that everyone 
wants to post square pictures. What 
probably drove the decision, however, 
was the irresistible rise of video. Unless 
you recorded video with an Instagram 
app, trying to shoehorn other footage 
into the traditional square format was a 
massive pain in the rear. Every single 
frame had to be checked. So the risk for 
Instagram was that by sticking to the 
classic format, it would alienate business 
users and potential advertisers, for 
whom video is now an integral part of 
their marketing mix.

VERTICAL MARKETS
As Paul Melcher noted in a recent article 
on PetaPixel.com, “As the little sister of 
Facebook, Instagram has to go along the 
direction of its bigger, older sibling. 
Video traffic is exploding on Facebook 
(more than 4 billion video views each 
day) and Instagram needs to be part of 
the party. The issue is that while stills 
can easily be reformatted from a 
rectangular format to a square one, it’s 
much harder for a video.”

The increasing popularity of vertical 
videos, thanks in no small part to the 
success of Snapchat, meant that 
Instagram’s square-only restriction was 
untenable. “While certainly not the most 
elegant way to display a video, vertical 
framing has gained popularity because 
of millions of users holding their phones 
vertically when filming and watching,” 
says Paul. “Snapchat wants advertisers 
to capitalise on the authentic feel it 
offers. Instagram could not be left out.”
Now, when choosing a photo or video, 
you simply tap the format icon to adjust 
the orientation to portrait or landscape 
instead of square.

“Once you share the photo, the full-
sized version of it will appear to all of 

your followers in a beautiful and natural 
way,” explains Instagram’s Charlie 
Sweeney. “To keep the clean feel of your 
profile grid, your post will appear there 
as a centre-cropped square.”

Whether the relaxation of the format 
will sway Instagram refuseniks remains 
to be seen, but the new video capabilities
are likely to make it even more popular 
as a marketing tool. Existing Instagram 
users definitely welcome the change.

“Photographers like to produce 
pictures in all sorts of different formats, 
so it makes sense,” says Mike Kus. 
“Users were already doing this by adding
white borders to their pictures to create 
the effect of an alternative crop.”

While adding rectangular image 
formats has been Instagram’s biggest 

change of late, photographers who like to 
chat to clients will also welcome the 
expansion of the Instagram Direct 
messaging service. This enables you to 
send messages back and forth via 
threaded messaging, saving you from 
having to start a new conversation every 
time you send a photo or video.

THE LAST WORD
Even with all these changes, you 
shouldn’t feel bad if you still don’t think 
Instagram is right for you. It’s best seen 
as another tool in your marketing 
toolbox rather than a panacea for 
challenging trading conditions, but the 
relaxation of image-formatting rules is 
likely to make it an even more popular 
promotional and community-building 
platform. Instagram is also the most 
overtly photographic social media 
channel. Even people who have raised 
concerns about Instagram’s effect on 
serious photography, such as Ed Kashi  
of VII Photo, have found it hard to resist 
the platform. Indeed, Kashi (@edkashi)
has now chalked up 183,000 followers on 
Instagram. If you can’t beat them…
Geoff Harris

If you want to get 
business through 
Instagram, you  
have to invest time.
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Director, Visa Pour I’Image  
Jean-Francois_Leroy

Editor, LightBox 
Olivier_Laurent

MD, World Press Photo 
Lars_Boering

ROUND TABLE

PHOTOJOURNALISM:
CAN IT EVER BE STAGED?

Press images have been manipulated since the Crimean war, but things are 
more complicated in the digital age. The director of the Visa pour l’Image 

festival, Jean-François Leroy and the MD of World Press Photo, Lars Boering, 
debate the current state of photojournalism, chaired by Olivier Laurent
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What is the editorial mandate of Visa
pour l’Image?

Jean-François Leroy Current
affairs of the previous
12 months.We’ve also got

retrospective exhibitions and young
photographers.We’re very happy to make
sure that other people discover the young
photographers who send me their work, so
they also get exhibited. It’s not just current
affairs – it includes a number of things.

What about photos of cancer in the
family?That’s very different – that’s
looking at how a personal tragedy and
drama can be experienced in photographs.
It’s not always current affairs, but it’s
photojournalism, it’s telling us a story.

What is World Press Photo’s definition
of the press?

Lars Boering For us, journalism
used to be synonymous with the
printing press and its technology

of distribution. InWorld Press Photo’s 60
years, new technologies have expanded the
ways and means of journalism. In the last
20 years the rise of digital technologies and
the internet has totally transformed the
way we produce, publish and also circulate
and consume visual stories. For us, it’s
clear that, while cameras and publishing
platforms have changed, the values of free
enquiry, free press and free speech are

more important than ever. And I guess this
is exactly where we align ourselves with
your philosophy and your strong beliefs
about photojournalism.

Why did Visa pour l’Image decide not
to show the World Press Photo awards
this year?

Jean-François Leroy I’m going to
try to be very clear and precise
here, because I think that the

perception of this decision has often been
incorrect and many people think I
cancelledWorld Press Photo because of
what happened withTroilo and Charleroi.
This is totally wrong – that’s not the
reason. Maybe I felt thatWorld Press
Photo took a little too long to remove the
award, and this is because, of course, the
photos were taken in Brussels and not
Charleroi, as they were said to have been.

I think that we should have immediately
said something else, such as ‘These photos
have been staged and for that reason
they’re going’. I am not criticising the
award winners of this year by any means;
I think we’ve seen some remarkable
photographers, such as those by Bulent
Kilic and Daniel Berehulak.

For as long as I can remember, there
have been photos that really did reflect the
definition of theWorld Press Photo of the
Year. I feel that over the past couple of

years, maybe too much importance was
given to photos that are not really
representative of World Press Photo of
theYear. For example, the 2014 winner
dealt with a very important subject:
homosexuality in Russia. By no means
should we hide and not talk about this
story, but we’ve got Iraq, Sudan, Somalia,
Mexico, and there are so many incredible
things that are happening in Chad and so
on. I just think that with current affairs as
they are today, there are other places to
look than a gay couple’s room in Russia.

There’s the case of Troilo and the
problems of captions. Is this something
to do with the rules of World Press
Photo, or maybe there weren’t rules
that allowed you to immediately
disqualify someone who had used
staged photos?

Lars Boering To stumble into this 
controversy was really quite a 
challenge. But I think it was 

meant to be. I don’t like the controversy, 
but I think it was about time that it got 
out there because the difficulty, if you 
talk about the Troilo case, was that there 
weren’t any restrictions about staging 
photographs in the contest’s rules. That 
made it very difficult. This controversy 
arises and you have to look into it. As 
managing director, with the secretary and 

The 2015 World Press Photo contest proved to 
be a controversial one. The winner, Giovanni 
Troilo, was disqualified due to some of his photos 
being staged and taken in Brussels, rather than 
shot live in Charleroi. The Visa pour l’Image 
festival then announced that it would not exhibit 
the World Press Photo contest images this year.
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This image from Troilo’s La Ville Noire series was captioned: ‘Philippe in his beautiful house in one of the most
dangerous neighbourhoods in Charleroi.’ The man is actually a well-known figure who runs a local wine bar

the chair of the jury, you go and look at 
these rules and try to find something 
[which prohibits it]. If it’s not there then 
it’s basically up to the jury, which has 
made that decision already, and which 
I can’t influence. So, you suddenly have 
to decide upon this case and you have 
to do it right. The basic trust we have 
as an organisation is very important, so 
you don’t want to accuse somebody of 
something that didn’t happen.

To research Troilo and come up with 
a solution was still up to the jury. After 
talking to him for a long time and finding
out that he wrote a wrong caption – it 
was not in Charleroi, it was in Brussels 
– that was a clear breach. That was the 
moment that I could disqualify him. I 
made that call and I’m still totally fine 
with that because it was a clear breach. 
It taught us that we had to look into the 
rules again to clarify what they say about
staging. Also, it’s very important for us
to get captions right because a lot of
captions don’t add up with what you
see in the photo.

Jean-François Leroy But if World
Press Photo changed the rules to
no longer accept staged photos

then Mads Nissen would not have won
the Photo of theYear. Whether you’re
homosexual or heterosexual, if you’re
having sex with someone and there’s
a photographer in your room, I think
there’s an element of staging there.

Lars Boering I’ve never been
there, Jean-François! But that is
also the clear answer – we have

not been there, so I think we have to
listen to Mads Nissen. I think this photo
is part of a series of photos, so that is
clear. I think Mads Nissen has been very
clear about how he made that photo, so
that’s also very important. He’s not here
so we can’t ask him.

If a photographer is very open and 
very clear about how he makes the work,
if he doesn’t start to write captions 
that are not clear or try to give another 
impression, then it’s not that difficult. 
But it all depends on whether you see 
the Nissen photo as a portrait of these 
two guys… I do understand that it is a 
difficult topic.

The jury decided that it was okay. I’m
not hiding behind the jury, but I think 
that is one of the most important things 
to make clear: that the World Press 
Photo organisation is dependent on the 

jury making these decisions. They’ve
looked at it, discussed it, and decided,
for them, this was a photo that was okay.

Is there a risk of looking for the
next controversy? Is there a way of
anticipating what might happen in the
years to come?

Lars Boering What I think is
really important is that we are
going through everything now.

I put a whole team together very quickly
because I was fed up with this
controversy, and I want to have a clean
contest next year. Let’s look at the rules;
let’s make sure these rules are clear; let’s
make sure that people we value in the
field are looking at it.

So we have been doing a world tour.
We’ve been in NewYork and many
other places and will continue to do
that until November to get these rules
clear, and then to be very clear about the
communication of them. This year we
will make it very clear to participating

photographers what we are looking for,
and that they have to be aware that we’re
looking for journalistic documentary
work, that there are certain rules in
place, that you have to be clear with
your captions, and that you have to
be clear about everything so we can
trust you to be a real contender in the
contest. It’s a lot to do with getting our
communications fixed.

We have 100,000 photos in every year,
and if we make the rules more clear,
I don’t mind if it drops to 75,000 or even
50,000, just as long as we get the right
work in there. But the contest has certain
rules, and we want everyone to be aware
that if they enter into this contest, they
know have to know what they’re about to
send in. In short we don’t want anything
from ‘photo la-la land’!”

World Press Photo doesn’t just look
at the best news photos. There’s also
the environment, portraits, sport,
and these different disciplines have
different rules. If you find yourself
with one set of rules, is there
maybe a blurring in the minds of the
photographers as to what’s what?

Lars Boering We have discovered
in these talks that the moment
you start talking about rules and

how to apply them, everybody then
immediately says, ‘But what about
portraits?’ That chimes with the opinion
of Jean-François about Mads Nissen and
the discussion about it. We know that 

I want to have a 
clean contest next 
year. Let’s look at the 
rules; let’s make sure 
these rules are clear.
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Mads Nissen’s World Press Photo 2015 award-winner Jon and Alex, depicting a gay couple in St Petersburg,
Russia. Jean-François Leroy questions whether this image could also be described as being staged

portraits require a certain amount of 
direction. That is okay, and I think that’s
been acceptable for a long time.

I think what we have to make clear is 
that if you make a documentary work, 
a series, and there are portraits in there, 
you need to be open about it. How 
did you do it? Did you influence it? Of 
course, a photographer always influences
a situation, but contestants need to be
open and clear about it – that this is
a portrait within a documentary series.
It’s up to us to make it very, very clear,
and display to photographers that these
are the rules, so that will be through
video tutorials, text, multiple languages –
that’s what we are looking at.

Let’s come back to what you were saying
about your choices for the World Press
Photo. You have said that you think that
these photos are not World Press Photos of
the Year?

Jean-François Leroy I would say 
that in the last couple of years – 
it’s been a wee while now – the 

World Press Photo of the Year is no 
longer a World Press Photo. I’m not going
to quote peoples’ names because what 
I’m saying isn’t personal. I don’t have 
anything against the jury or the winning 
photographers. But when one looks at the
quality of the World Press juries, one asks
oneself, what is happening in their heads 

to abandon their strong convictions and
choose photos that they maybe wouldn’t
have put in their own magazine or in
their agencies?

Is it a problem with all juries and photo
awards in general, when people who
are judging pictures are perhaps not
picking the best picture, but trying to
get a message across – could that be
the issue?

Lars Boering No, I’m not sure if 
that’s the issue. This year one of 
the decisions I made was to have 

a big wall at the exhibition in Amsterdam
where you could see all the winners. I’ve 
been looking at that wall for a long time 
to explain to people how you can see 
how World Press Photo has changed in 
60 years. You can see the black-and-white
start, you can see colour photos, and it’s 
shifted over time.

But you can see from the last few 
winners that the work has changed 
a lot. There was a portrait image by 

Pietro Masturzo [in 2010]. The late 
Tim Hetherington was there. Paul 
Hansen was an example of photography 
changing, and it will be interesting to see 
when we are 70 years old what will have 
changed then. The jury represents the 
industry and the people working in it, 
the photographers. So they come up with 
these decisions.

What I will look out for this year is 
to tell them from the start, ‘Don’t try to 
look for a photo that is not a World Press 
Photo’. I think you should look for the 
best photo and don’t try to… there is no 
one World Press Photo, but if there’s one 
that you love – a certain Jean-François 
World Press Photo kind of photo – that’s 
fine, great.

Jean-François Leroy  
Perhaps that could be a new 
category in itself.
Lars Boering I just hope that next 
year when we open the show, we 
will both be in front of the 

winning photo, and that we can applaud 
it, and then it’s our personal view on 
what we see, but we’ll see if we get there.

Jean-François Leroy
I understand exactly what you’re 
saying, but I wonder, why are 

we always trying to reinvent something 
again? Photojournalism comes from 
the world we live in. If you have a 
photo such as the one we had recently 
[September 2015] with the little Syrian 
boy who’d been washed up on the beach 
– that’s a press photo.

Someone might say, ‘Well, perhaps 
we take a photo just showing the shoes 
and the T-shirt and turn it into a still 
life to illustrate the drama’. Well, that’s 
not photojournalism.You can say it’s  
another way of presenting the story; it’s 
a way of doing something differently, but 
it’s not photojournalism.

Lars Boering
We have to have a journalistic 
approach in the contest, because 

it’s a contest that is deeply rooted in 
journalism. Photojournalism is a great 
thing. It’s very important to all of us, 
but it’s also in a very fragile environment 
right now.

If we, as a foundation, together with 
Visa pour l’Image… if we don’t stick 
together, if we’re not protecting it in a 
way, if we don’t nurture it, then it’s in 
danger. That’s something that we have 
to be aware of.

One asks oneself, 
what is happening in 
the heads of World 
Press juries?
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So what can the two organisations do 
about this?

Jean-François Leroy I’ve got 
nothing against World Press. I’m 
very open to the idea of having 

World Press Photo back here again as 
soon as the rules are clear, and I can say 
that I would love to be here next year 
presenting the World Press exhibition.

How do you fight to defend 
photojournalism?

Lars Boering I think you talk 
about it. Engage yourself with 
the world of photojournalism – 

exchange, listen in. Things are changing, 
sometimes for good and sometimes for 
bad, but it’s up to us to decide. To be 
‘out there’ and to speak to people that 
are part of the photojournalistic world 
is important to us.

That’s why I think the word ‘world’ 
is such an important word in World Press
Photo. That’s why I think the World
Press Photo foundation is more than a
contest. It’s about education worldwide,
training young, talented photographers to
teach them the basics of photojournalism,
and it’s especially to emphasise that
journalism is important.

So what role can Visa pour l’Image play
in this?

Jean-François Leroy We try to tell
the stories of what’s happening in
the world, and we believe that

we’re an international meeting here. We
managed to get 3,000 people from the
photography and press industry around
the world; around 1,200 photographers.
We try to come up with ideas and
develop them, but for as long as I’ve got
some energy left, I shall always fight to
defend this vision of photojournalism and
photojournalists. This is always the
approach of Visa pour l’Image.

For as long as I’m in charge of the
festival, I like to keep on telling stories.
The stories may be old-fashioned, Lars
might think they’re old-fashioned, but
I don’t want to have to find new forms
of practice. I think it’s an absolute
delight every morning when I go to my
office and I see the work that the 4,000
photographers send in every year.

Lars Boering Old-fashioned? 
I really dislike people saying that 
photojournalism is old-fashioned

– that is such a stupid remark. Go and 

look outside and look at what you see in 
the media. It’s not old-fashioned – it is 
more important than ever.

That photo of the little kid on the 
beach tells you that; that it’s shifting 
opinions. I think it is so, so important 
than a photo is able to influence things. 
I’m not saying it will save the world, 
but storytelling is at the core of visual 
journalism – of photojournalism. If 
you’re not good at telling stories…

Jean-François Leroy Then I agree 
with you, but why are you talking 
about new ways of storytelling? 

I’d say that storytelling is just storytelling.
Lars Boering We don’t tell stories 
like the cavemen did by blowing 
paint on the wall. It’s new ways 

of storytelling because technology opens 
up the possibilities. It opens up different 
entry points into a story. It is always 
deeply rooted in the tradition of 
storytelling, which is really deeply rooted 
in our DNA as human beings. It’s been 
there ever since the cavemen emerged.

But I do think people try to find ways 
to tell stories differently. I’m okay with 
that. I think World Press Photo should 
also look at that. But what is new? 
Everybody’s always looking for the new, 
but it’s not always that new if the things 
that people see as a problem right now in 
photojournalism aren’t new.

This week there was a great piece 
online with interviews with people from 
20 years ago, and it basically talked about 
the same challenges and problems, which 
is interesting. Go and look back in the 
history of photography; it’s 175 years old,  
I just want photography to grow up. 

Find out more about Visa pour l’Image festival 
at www.visapourlimage.com. 
For more details about the World Press Photo 
contest go to www.worldpressphoto.org. 
[Olivier Laurent is the editor of LightBox, TIME 
magazine’s photography website, lightbox.time.com]

Major differences largely put aside, Leroy and Boering 
have agreed to work together in future

Photojournalist Kadir van Lohuizen, one of the founders of NOOR Agency, asks a question during the debate, 
which took place in September at the Charles Trenet Auditorium in the Palais des Congrès in Perpignan, France
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The self-publishing revolution has irreversibly 
transformed the literary landscape. 

WHAT’S
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PUBLISHING

IN

What new opportunities does this brave new world
offer to professional photographers?
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A self-published book recently topped Amazon’s bestseller list, but photo books require a higher standard 
of imagery and design than other book types in order to stand out from the competition

he digital era has 
undeniably 
transformed 
photography, not just in 
terms of the technology 
we use to create photos, 
but also in terms of the 
means of publishing it. 

The ability to email, upload and download 
photographs has lifted the emphasis that 
was once so heavily placed on printing. 
With portfolios being sent directly to 
clients’ inboxes, photographs can be shot, 
processed and published without the 
creator ever seeing the work on paper.

Framed prints go some way to redress 
this balance, but the irresistible draw of 
viewing your work in print has stirred 
many to take matters into their own 
hands. Rather than waiting for a publisher 
to bring their talents to the page, some 
pros are simply doing it for themselves.

“You become the artist, the copywriter, 
the designer, the editor and the marketing 
team,” says Jesse Freidin, a self-published 
US-based pet photographer. “And 
although that seems like a harder route 
than getting a publisher to buy your book, 
it’s actually not. It makes you work harder,
to make sure your choices result in 
something you’re 100 per cent proud of.”

DIRECTROUTETO MARKET
Freidin has been self-publishing for six 
years, and has produced a number of 
books, promotional portfolios and gifts. 
“I love that it gives me the flexibility to use
all these different modes of publishing, 
and that I can be constantly creating.”

Freidin is one of a new breed of 
photographers who capitalise on the 
tantalising possibilities offered by online 
publishers who provide a direct route to 
print. This is a world where books are 
created by the photographers themselves 
either online or using plugins for the likes 
of InDesign and Lightroom. The 
resulting volumes can be printed on 
demand for small runs or offset for larger 
orders, and then shipped directly to 
customers. What’s more, e-commerce 
platforms have been created to help these 
entrepreneurial self-starters sell their new 
titles directly or through retail sites such 
as Amazon or the Apple iBooks Store.

With options galore, there’s more to 
self-publishing than merely indulging 
your ego or seeing the fruits of your labour 
on paper. More importantly, self-

publishing can help you develop your 
business through sales and promotion.

“Photographers get all wiggy about 
publishing. I know this because I am one,” 
says Eileen Gittins, founder and CEO of 
Blurb, a global self-publishing and 
marketing platform based in San 
Francisco. “Make it fun. Do something 
experimental. Make it your own, but just 
do it. Stop sitting around moaning about 
how hard it is to make a living at 
photography. Everyone is a photographer 
now, and it’s damn hard to sell your work, 
but it’s also the best of times. The 
technology available now across the 
spectrum is amazing. The world can be 
a very happy place for artists of all kinds. 
You just have to work differently.”

Gittins knows what she’s talking about.
After working in marketing for Kodak, 
she moved into the heady world of Silicon 

Valley start-ups before launching Blurb in 
2005. Since then she’s attracted nearly 1.1 
million book producers, and created 2.8 
million unique book titles with a footprint 
covering more than 70 countries. Not all 
books published by Blurb are image-led 
(wedding, travel and cook books are 
among the most popular), but 
photography is certainly at its core. “We 
started from a place of servicing people 
who were focused on their photography. 
It’s the DNA of the company,” Gittins 
explains. “This is their livelihood, it’s just 
a snapshot they took on vacation. This is 
the business of their business, so it better 
have the right fidelity, colour saturation, 
white balance – the whole ticket.”

CHOOSEYOURPRINTERWISELY
The path to self-publishing was originally 
laid down by literary authors who found 
traditional routes to market blocked by 
risk-averse industry executives. Their 
trailblazing enterprises produced 
improbable rags-to-riches tales of resolute 
writers finding fame and fortune after 
years of ignominy. A self-published 
picture book by Carl-Johan Forssén 
Ehrlin recently topped Amazon’s 
bestseller lists on both sides of the 
Atlantic. But while illustrations and text 
require a degree of reproductive integrity, 
photography requires a whole new level of 

The world can 
be a very happy 
place for artists. 
You just have to 
work differently.
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 CASE STUDY

Wedding 
albums
The key to good wedding album design 
is simplicity, says Martin Lecke

Martin Leckie turned professional in 1989. 
He specialises in wedding photography and 
portraiture, and has picked up a number of 
awards including the SWPP Children 
Photographer of the Year and the UK Album 
Designer of the Year. He first self-published 
13 years ago, and has developed his own 
unique way of laying out photo albums.

What’s the attraction of self-publishing?
“My clients love the books because they are 
something different. While their parents’ 
wedding album is up in a box in the loft, 
these new books are more like something 
that would sit on a coffee table and be 
a conversation piece.”

How has your approach to self-publishing 
changed over the years?
“The design software has advanced so much 
– it’s a lot easier and a lot quicker now. The 
more you do something, the better you get 
at it. The first books I did, I tried to cram as 
many pictures into one page as possible – 
have it all fancy and over the top. Now I try to 
design something that doesn’t date. I keep it 
simple. I have seen albums where there are 
frames around the pictures, or faded effects 

and drop shadows, or the images are
covered in text. A wedding album is a family
heirloom, so you want it to be appreciated
by generations to come. You don’t want it
looking stupid in 20 years’ time and be
embarrassed by it. The albums I produce
are simple. They showcase the work. And
at the end of the day, my clients don’t pay for
mega fancy albums; they pay for good 
wedding photography.”

How do you lay out your books?
“I run the pictures through Lightroom for an 
initial edit, then I design the layouts of the 
albums with a Photoshop plugin called 
Fundy Album Builder. Every picture on a 
page is on a separate layer. So I design the 
layout with the basic edited files, and work 
on them once they’ve been laid out. It works 
because if I’m doing a big double-page 

spread, I’ll do more work on that than on an
image that’s one of nine on a page. So the
images will be worked on depending on their
size and context in the album. I design the
whole layout, then I flatten it, save it as
a JPEG and drag it in as a whole page into
Sim2000Imaging’s software. It’s great.”

Visit Leckie’s website, www.martinleckie.com to find
out more about his photography and albums.

First Leckie gives his images a quick edit in Lightroom, 
then he designs the layouts of the albums with the 
Fundy Album Builder plugin in Photoshop

Leckie thinks of his wedding albums as coffee table
books; he tries to keep the design simple so it won’t
date and look embarrasing in 20 years’ time
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Less is more when it comes to photograph books, so you need to be ruthless in your selection of images and think
carefully about the layout and paper stock

faithfulness and some understanding of
how printing works in the digital age.
Mike English is a graphic designer and
photographer who works with a range of 
clients to produce commercially viable 
books. As well as working with traditional 
publishers, he also helps his clients 
self-publish and is well aware of the 
limitations that it presents.

“Ultimately, it depends on how you put
the ink on the paper. Most self-publishing 
routes are digital, so rather than putting 
ink on paper you put toner on paper. So 
you have to find a digital printer you can 
trust,” English explains. “What you see 
on your screen and what you see on a print
isn’t going to be the same. There’s a 
compromise. In terms of getting it as 
accurate as possible, you try to cover all 
the bases. Use a colour-corrected monitor,
use the colour space that gives the widest 
gamut, but be aware that when it goes to 
press it will be done in a four-colour 
process so you won’t have the range of 
sRGB – it will be compressed into 
CYMK. It will be different, especially in 
the blues, which are never as intense.”

English suggests following a strict 
proofing process to reproduce as closely 
as possible the colours of the original. 
During one self-publishing project, 
English recalls going through five 
printers’ proofs before feeling satisfied 
with the colour match. Most portals for 
self-publishing provide step-by-step 
guides, but they aren’t foolproof. “Get 

MARTIN Summers is an art
dealer who took up photography
10 years ago. His ‘watergraphs’ 
(a computer-generated process 
that makes photographs look 
like watercolours) are on sale 
at Kew Gardens and the Chelsea 
Physic Garden. He started 
self-publishing four years ago, 
and has around 20 books to his 
name, some of them stretching 
to over 100 pages.

“I find it more creative to 
make my own pages manually 
rather than let the system take 
over,” he says. “The experience 
of the Bob Books process is very 
user friendly, and the quality of 
reproduction is impressive, as is 
the speed of delivery. I prefer to 
prepare the images in advance 
with regard to saturation, 
sharpening and cropping, before 
embarking on a new book. Then 
it’s ‘all hands on deck and don’t 
go to bed until it’s finished’. I am 
76 years old, so the process 
can’t be that complicated.”

Summers’ books are published by 
Bob Books, www.bobbooks.co.uk 
To see Summers’ watergraphs, 
visit www.watergraphs.com

CASE STUDY

Art dealer Martin Summers
self-publishes his own work
and enjoys the process

Fine art 
publishing 

your printer to produce a proof, and if it’s 
not right, find a way of getting it to work.”

GETTINGTHERIGHTLOOKANDFEEL  
With faithful reproductions and 
sumptuous layouts, well-designed 
coffee-table books are coveted by 
collectors and enthusiasts. With 
desirability built in, how do you replicate 
their appeal? “It can be difficult to choose 
from thousands of photos, but if you aren’t 
organised and don’t ruthlessly edit your 
images and text, you could end up with 
a book that’s too condensed,” says Ibolya 
Nemeth, managing director of Bob 
Books. “Less really is more when you 
self-publish a photo book – it’s important 
to give the photos room to breathe. 
There’s no limit to the number of images 
you can put in each book, but there is a 
limit to how many photos you should put 
on each page.”

Bob Books was founded by British 
entrepreneur John Brown in 2006. 
Nemeth got involved when her then 
employer, BBC Worldwide, was looking 
to partner up with Bob Books. “I had 
a meeting with John, and was hooked on 
this exciting concept. Four weeks later 
I was running Bob Books,” she explains.

Since then Nemeth has overseen the 
expansion of the business as well as 
thousands of self-publishing projects. She 
has also seen her fair share of fledgling 
failures. “They often don’t consider how 
much time and editing it takes to make a 

THE BUSINESS
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Publishing experts stress the importance of ordering a proof from the printer before committing to a large order. 
You might realise that you prefer a different type of paper stock

CROWDFUNDING has been
at the epicentre of the recent
self-publishing revolution. For
instance, Kickstarter, which
started six years ago, has
secured over $70 million for
self-publishing projects, with
the number of successful
book-related projects doubling
since 2011. But crowdfunding
can do more than just finance
your latest coffee-table book
project. More crucially, it can
help you build an audience, as
Eileen Gittins, founder and CEO
of Blurb, explains.

“We see all kinds of artists
doing Kickstarter projects,” she
says. “They define their project
with the premiums they are
going to offer their supporters,
and contact us so we can help
them decide how much money
they want to set as their target.
In addition to raising funds, they
also build their own database
because they’re going to have
hundreds, if not thousands, of
Kickstarter users giving them
their details. They now have a
direct audience they can speak
to about anything they’re doing
in the future. It helps them build
their businesses by building
their assets, which can build
their network. It’s huge.”

Visit www.kickstarter.com to find out
more about crowdfunding

CASE STUDY

Crowdfunding
Not only might you get your
book financed – you also build
a dedicated audience

book,” she says. “Also, choosing the right 
book format can be tricky. We have sample
packs where you can physically see the 
paper, which helps you decide which 
option to go for. While one project may be 
suitable for a matte paper, for another the 
lay-flat lustre photo book might be better.”

The idea of sourcing samples and 
creating an artist’s proof is a precautionary
measure advocated by many experienced 
self-publishers. “It took me a while to 
learn to order only one copy of a new book 
before committing to a big stack,” says 
Freidin. “You will always find one or two 
mistakes, or realise that you don’t like the 
paper. My advice would be to always do 
a test book before ordering 30 copies.”

Getting the look and feel of your photo 
book’s contents right will involve patience 
and a healthy dose of self-restraint. 
Another factor you should consider is 
how the book will be packaged. “Instead 
of choosing a professional graphic 
designer to design the book cover, some 
people do it themselves,” warns Nemeth.

“The cover is the most important 
marketing part of a book.”

DESIGNANDBIND 
Splashing out on a third-party designer 
may be worth considering, but not 
everyone will be able or willing to hand 
over responsibility for their all-important 
front cover. They will, however, be obliged 
to relinquish the reigns when it comes to 
putting the book together. After curating 
the collection, laying out the pages, 
writing and editing the text, selecting the 
paper and choosing the cover materials, 
self-publishers have the unenviable task 
of handing over their prized projects to 
the binders in the hope that they will 
create a publication indistinguishable 
from those found on the high street. “It 
has to be finished neatly, perfectly folded 
without any lumps, bumps or creases,” 
says Lee Simpson, managing director of 
Sim2000Imaging. “We’re making one-off 
pieces, so we print the pages and the rest 
is done by hand. The books are stitched 
by hand, square and trimmed exactly.”

The surge of self-publishing options 
has empowered photographers with the 
tools to create elegant publications that 
can be used to promote their businesses. 
A range of preferences are now available, 
from turn-key solutions to refined service 
offerings. In this world where you’re both 
creator and editor, the power to publish is 
in your hands.  
Mark Alexander

What you see on 
your screen and on 
a print isn’t going to 
be the same. There’s 
a compromise.
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WE used to work from an apartment that we have in
town, but the marketplace has changed dramatically
over the past 24 months to the point where we only
now only see a couple of clients each year face-to-face
– we usually speak to them on Skype now – so it
seemed daft to run an apartment just for seeing
clients. So we decided to let the apartment and set
up an office at home in October last year.

We completely gutted the space, took out the
ceiling and put some Velux roof windows in. They’re
designed so that we can completely black out the
office or have diffused daylight streaming in. My wife
Sarah, who is also a photographer, needs the daylight 
for album work and for assessing prints. I need the 
darkness for working on images. 

A Solux lamp provides daylight-balanced light for 
when the room is blacked out. This ensures our image 
editing is incredibly consistent, no matter when 
pictures are being worked on throughout the year. 

1

The windows are
designed to allow for
the room to be blacked
out, or for the lighting
to be diffused
2

When the room is
blacked out, the Solux
lamp gives daylight-
balanced light
3

The white cupboards
have been altered to fit
all the papers, album
leaves, overlays, mats
and inks. Hiding all the
messy bits makes for a
better working space

4

We use original Apple
Cinema displays. They’re
quite old, but they match
our printer better than
any other monitors
5

I’ve got a 30-inch
monitor connected to
a MacBook Pro. I use
Lightroom a lot, which
is very much a one-
monitor program
6   

Because Sarah does 
other things, such 
as album designs, 
marketing and social 
media, she prefers to use 
a two-monitor setup

MY SPACE
Top wedding photographer Jeff Ascough guides us 
around his workspace in the North of England

1

3

2

4
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The white cupboards hold everything regarding 
work – papers, album leaves, overlays, mats, inks. 
It’s sort of bespoke – it was bought off-the-shelf, 
but we had  a joiner come in to do some alterations 
to make sure it fitted and worked. We wanted to have 
everything hidden so that we had a clear space to 
work in and, because the office is still part of our 
home, we wanted to avoid work-related stuff spilling 
out into our private lives.

We’re still using the original Apple Cinema 
displays. All three of the monitors are quite old now, 
but they work very well, and are very closely matched 
with our printer. If it’s right on the screen, we know 
that it will look fantastic from the printer.

We use the large-format printer for all of our 
printing. This is mainly wedding album photographs 
and wall pictures for our clients. We don’t print 
anything under 9x6, and we don’t print anything on 
standard photographic paper; it’s all on fine-art 
papers. For an average wedding we do about six 
metres of printing, so multiply that by 20, plus other 
bits and pieces, and we use up to around 140m of 
paper a year. Having the ability to print our own work 
was always a priority for us and working out the best 
place for installing quite a large piece of gear was a bit 
of a headache initially – it has its own room!

We don’t have any wedding pictures on the walls; 
we look at wedding photographs all day so it is good 
to have something different in our space. The 
atmosphere is really  important because we spend 
so much time in our office;  little things like being 
able to stream Spotify music add to the enjoyment 
of working from here. It’s turned out far better than 
I ever imagined it would. 
www.jeffascough.com

7  
The pictures on the 
walls are by other 
photographers. We’ve 
got one of Antonin 
Kratochvil’s pictures 
up, and some Tony
Ray-Jones prints
8   

In 2012 I was in the South 
of France mentoring 
Don McCullin for a film 
project on his first steps 
into digital capture. The 
highlight was seeing his 
face when I showed him
his first inkjet prints
9   

We print around 140 
metres of paper a year, 
so the 24-inch large-
format printer is an 
important fixture in 
our space

6

7

5

8

9
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A CLOSE LOOK AT THE LATEST PROFESSIONAL PHOTOGRAPHY EQUIPMENT

PRO KIT

96 SONY ALPHA 
7R II

100 LEICA M MONOCHROM 
(TYPE 246)

105 MANFROTTO DIGITAL DIRECTOR & 
BENRO GH3

103

106

SIGMA 50mm F/1.4 
DG HSM | A

THE LONG VIEW:
CANON EOS 5DS

99 NIKON 500mm F/4E FL ED VR & 
NIKON 600mm F/4E FL ED VR
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SONY has produced full-frame digital
cameras before, but the company has
never really made serious inroads into the
professional market. The first hint that
this might be about to change came in
September 2013 with the arrival of the
RX1, an impressively small compact
camera with a full-frame sensor. A little
over a year later the Alpha 7 and 7R were
unveiled. As the world’s first compact
system cameras to feature a full-frame
sensor, they made SLRs seem bigger and
heavier than they really needed to be.

Since then we’ve had the 12Mp Alpha
7S, which is specifically designed for low
light and video shooting, plus updates to

the Alpha 7, the Alpha 7 II, which like its
predecessor has 24 million pixels. The
new flagship model in the range is the
Alpha 7R II, the highest resolution model
yet, and it trumps the Alpha 7R’s 36
million pixels with an effective pixel
count of 42.4 million. This is coupled with
Sony’s Bionz X processor, which enables a
native sensitivity range of ISO100-25,600,
with expansion settings taking the range
to ISO50-102,400.

To push detail resolution further, the
sensor has no optical low pass filter
(OLPF). And to enable the photo
receptors (pixels) to be made bigger than
they would otherwise have been, the
Alpha 7R II is the first camera to feature
a full-frame backside illuminated (BSI)
sensor. Sony has also used copper wiring

instead of aluminium on the sensor, and
this helps increase the sensor’s readout
speed by 3.5x over the original Alpha 7R’s.
In addition to boosting image transfer
times, this should improve the autofocus
(AF) speed and help to combat the rolling
shutter effect in video mode.

The original Alpha 7R has a contrast-
detection AF system with 25 points, but
the Alpha 7R II has a hybrid AF system
that combines both contrast and phase-
detection focusing. This has a total of 399
points spread over 45 per cent of the
imaging area. Sony claims that the Alpha
7R II’s new sensor design enables the
autofocusing system to be 40 per cent

faster than the
previous camera’s,
and that new
algorithms enable
better motion
tracking.
In another first for

a full-frame camera, the Alpha 7R II has
in-body five-axis image stabilisation,
functioning in both stills and video mode.

VIDEO CAPABILITY
Sony says the Alpha 7S cameras are the
best full-frame compact system cameras
for shooting video, but the Alpha 7R II is
the first CSC to feature 4K recording
in-camera. The Alpha 7S, on the other
hand, requires an external recorder.

There are two options for recording 4K
footage with the Alpha 7R II. The best
quality is produced when the camera is set
to Super 35mm because there’s no line
skipping or pixel binning. The downside
to using this mode is that the video frame
is narrower than when shooting stills.
Alternatively, Super 35mm mode can be

turned off so that the camera uses the
whole imaging area – presumably with
pixel binning. Other video-related
enhancements include the ability to use
Picture Profiles and set specific values for
Black Level, Gamma and Knee (highlight
compression), plus colour adjustment
(Color Mode, Color Level, Color Phase
and Color Depth) and Detail. The
Gamma settings include Sony’s S-Log2
setting, which is claimed to increase
dynamic range by up to 1,300 per cent,
and generate footage that’s ideal for
post-capture grading.

BUILD AND HANDLING
Like the other cameras in the Alpha 7 line, 
the Alpha 7R II has retro SLR-like styling. 
However, Sony has taken on board some 
of the criticisms levelled at the Alpha 7 
and Alpha 7R, and has made the same 
handling tweaks to the Alpha 7R II as it 
did to the Alpha 7 II. Consequently, the 
front grip is more pronounced, making it 
more comfortable and secure in use. The 
shutter-release button is also moved 
forward to the top of the grip, and beneath 
it there’s a conveniently placed recessed 
dial for adjusting settings. This has 
created space for a second customisable 
button on the top plate. 

As with the rest of the Alpha 7-series, 
the Alpha 7R II has a magnesium alloy 
construction and is weather-sealed. Most 
of the camera feels solid, but the front grip 
creaks when it’s held tightly.

One of the great things about the Alpha 
7R II is that it’s very customisable, and 
you can specify the functions of many of 
the controls, plus 12 of 34 functions can 
be assigned for access via the Function 
menu. But there isn’t a customisable 

SONY ALPHA 7R II
Is Sony’s highest-resolution CSC the smaller, lighter 
alternative to a full-frame SLR that we’re looking for?

Full-frame 42Mp CSC / £2,600 / $3,200 (body only) / www.sony.com

It trumps the Alpha 7R’s 36 
million pixels with an effective 
pixel count of 42.4 million.
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1

Naturally there’s no 
pentaprism but the 
style is SLR-like with 
a central viewfinder, 
the usual smattering of 
controls and a deep, 
comfortable grip

2

There’s an HDMI micro 
connector (Type-D) 
which can provide a 
clean feed of 4K and 
Full HD video footage 
to external devices

3

There are currently 13 
Sony full-frame 
E-mount lenses 
(including two high 
quality adaptors), but 
the company says 
there will a total of 20 
by early 2016 

4

As an XGA unit the 
1.3cm (0.5 inch) OLED 
electronic viewfinder 
has 2,359,296 dots. 
There’s an impressive 
magnification of 0.78x 
and brightness can 
be adjusted

5

This button was moved 
here by request but it’s 
awkward to access if 
you’re holding the 
camera. A custom 
button on the top-plate 
can be used instead

6

There’s no direct route 
to set AF point but the 
centre button can be 
customised to access 
the necessary mode so 
it can be set using the 
navigation keys

1

2

3

4

5

6
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screen in the main menu, and it could do
with streamlining with separate sections
for stills and video shooters. Two separate
menus would have been good.

The 2,359,296-dot OLED electronic
viewfinder (EVF) shows a superb level of
detail, and has no obvious texture, but the
preview is a little more vibrant than the
scene and the final image. In decent light,
the magnified view in the viewfinder and
on the excellent three-inch tilting screen
makes manual focusing a breeze. In

relatively low light, the slight shimmer of 
noise makes finding the point of focus a bit 
trickier – but it wouldn’t be easy with an 
optical viewfinder either. Focus peaking 
is helpful, but (obviously) this depends on 
how much contrast there is in the scene, 
and (as is usual) it may not highlight the 
area you’re most interested in.

As on the Alpha 7 II, the record button 
for shooting video is on the side of the 
thumb-ridge on the back of the camera. 
This is not a problem if the camera is on 

a tripod, but if you’re holding the camera, 
it’s hard to locate and operate.

PERFORMANCE
One thing that’s clear is that the Alpha 7R 
II can resolve a lot of detail, especially at 
the lower sensitivity settings. In the lab we 
found that it’s just about able to reach the 
maximum score in our resolution tests, 
but it doesn’t out-resolve the chart, and 
can’t quite match the 50Mp Canon 5DS 
for detail. That’s hardly surprising given 

the difference in 
pixel count. But the 
Alpha 7R II is able to 
capture more detail 
than the 36Mp 
Alpha 7R and the 
36Mp Nikon D810.
As you increase the 

sensitivity, JPEGs take on a painterly 
over-processed appearance at 100 per cent 
onscreen. However, they look good at 
normal viewing sizes. 

Raw files have more granular noise 
present, so it’s possible to create images 
that look more natural at 100 per cent. 
Sony has just announced a user selectable 
compressed or uncompressed 14-bit RAW 
option, available via firmware update.
Noise levels are kept within acceptable 
limits throughout the native sensitivity 

range (ISO100-25,600), but I would avoid 
the high expansion settings unless getting 
a shot is more important than quality.

I found that the Alpha 7R II’s AF 
system quickly focuses on moving 
subjects, and can follow them around the 
frame in fairly low light provided there’s a 
reasonable level of contrast. When this 
drops it can become rather ponderous. It’s 
also hard to predict exactly where the 
focus point will be when using Lock-on 
AF mode, and although it does a good job 
of tracking a subject, the precise point of 
focus may be slightly off. When shooting 
in the photographers’ pit at a festival, for 
example, I found that the camera did a 
good job of latching on to a performer, but 
in Lock-on AF mode it sometimes focused 
on his hand on the neck of the guitar 
rather than on his face. Similarly, when 
photographing a runner coming towards 
the camera, it followed him well, but the 
precise focus point was sometimes just a 
little off. In many cases the image was 
acceptably sharp, but this depends on how 
it will be used and at what size it will be 
displayed. Of course, the AF system may 
perform better with an f/2.8 rather than 
the f/4 telephoto lens available. I also 
found the Alpha 7R II’s continuous AF 
system rather jumpy with stationary 
subjects, and it occasionally adjusts out of 
focus before snapping back in. So manual 
focus is still the best choice for video.

The new stabilisation system makes a 
marked difference to the image in the 
viewfinder as well as the final shot. When 
using the FE 70-200mm f/4 G OSS lens, 
roughly a third to half of the images I shot 
at the longest focal length with a shutter 
speed of 1/15 sec looked acceptably sharp. 
Using the stabilisation when shooting 
video takes the finer jitters out, but it’s not 
a passport to disregarding good technique.

On the whole, video quality is good 
with Sony’s S-Log2 setting enabling a 
much wider than normal range of tones. 
Rolling shutter effect is visible when you 
pan the camera quickly, but it’s not bad.

 There have been reports of the Alpha 
7R II cutting out because of overheating 
during 4K video shooting and recording 
to an SDXC card, which is possible for a 
maximum of 29 minutes and 59 seconds 
at a time. I found that the camera got quite 
warm during prolonged shooting, and cut 
out half-way through an attempted second 
half hour of continuous shooting.
Angela Nicholson

The shutter release has
been moved to the top
of the grip, making
room for a second
Custom button. The
front dial is better
positioned but can be
hard to find with cold
fingers

Copper wiring helps
increase the sensor’s
readout speed by 3.5x,
making image transfer
quicker and
(presumably) also
boosting AF speed and
helping reduce rolling
shutter effect

The front grip is more
pronounced than on 
the original A7R and it 
makes the camera 
more comfortable and 
secure to hold, but it 
creaks when gripped 
tightly to lift it with the 
70-200mm f/4 

Alpha 7R II is the first camera 
to feature a full-frame backside 
illuminated sensor.
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SHOOTING with big, fast super-telephoto
lenses can literally be a pain in the neck.
They’re a real burden for handheld
shooting and unwieldy even when
mounted on a monopod. Nikon’s new
500mm and 600mm offerings are heavy
on features, impressive in specifications
but relatively lightweight in build. Indeed,
compared to the previous editions of these
lenses, the 500mm and 600mm optics are
20 and 25 per cent lighter respectively.

Most of the weight-saving comes from
the use of fluorite glass for the two largest,

forward-mounted elements in each lens.
The drop of 1.25kg for the 600mm lens is
immediately obvious, and a further bonus
is that the balance point is shifted towards
the middle, making the new lens less
front-heavy. The same goes for the
500mm lens but, naturally, when you’re
combining such long focal lengths with
reasonably fast f/4 apertures, they’re still
going to be large and hefty. Even so, the
600mm is quite manageable, measuring
166x432mm and weighing 3.81kg, and so
is the 500mm at 140x387mm and 3.09kg.

Pro-grade build quality sees the inclusion 
of magnesium alloy barrels as well as 
carbon-fibre lens hoods, and the lenses are 
fully weather sealed. They come with hard 
cases and dual interchangeable tripod feet 
for tripod or monopod mounting. 

The all-new optical path includes 16 
elements in 12 groups, featuring four ED 
(Extra-low Dispersion) elements for the 
600mm, and three for the 500mm. 
Nikon’s now typical Nano crystal coating 
effectively reduces ghosting and flare, 
while a fluorine coating is also applied to 
the front element to repel water and dirt. 

As with other recent Nikkor ‘E’ lenses, 
the diaphragm is electromagnetically 
rather than mechanically controlled, 
which ensures a greater consistency of 
aperture settings during bursts of 
high-speed continuous shooting.

The sophisticated control layout makes 
advanced settings easily accessible, like 
A/M, M/A and M focusing, the first two 
enabling autofocus modes with auto or 
manual priority. VR (Vibration 
Reduction) options include normal and
‘sport’ modes, the latter delivering a more
stable viewfinder image during action
photography. VR works really well too,
giving a full four-stop advantage in our
tests (as confirmed by CIPA).

Other finery includes a focus range
limiter switch and four autofocus buttons
towards the front of the lens, which can be
assigned to AF-L (lock), AF-On or
Memory Recall, the last of these working
with a separate rear-mounted button to
apply a focus distance preset. An audible
confirmation beep can be turned on or off.

PERFORMANCE
Autofocus practically snaps into place,
being amazingly fast despite the long
travel of the focus ring, which enables
really precise manual adjustments.

Sharpness and contrast are absolutely
outstanding, even when using the widest
available apertures, while colour fringing
and distortions are essentially non-issues.
Handling is excellent, even for lengthy.
handheld sessions where the effectiveness
of the VR system really pays off.

There’s no denying that these new 
lenses are very expensive but they’re both 
well worth the outlay for top-performance 
super-tele prime optics. Of the two, the 
lighter and less expensive 500mm lens 
gets our recommendation for best buy.
Matthew Richards

NIKON
500mmF/4EFLEDVR & 
600mmF/4EFL ED VR
They’re big on reach and aperture, but Nikon’s 
latest super-telephotos have shed the pounds

1

A fluorine coat on the 
front element repels 
water drops and dirt

2

Inside the lenses, 
a new optical path 
with extra-low 
dispersion elements 
and Nano crystal 
coating help reduce 
flare and ghosting

3

The Vibration 
Reduction function 
gives a full four-stop 
advantage in our tests 

1

2

3

Prime lenses / 500mm £8,150/$10,300 / 600mm £9,650/$12,300 / www.nikon.co.uk
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WHEN we invest in new kit, it’s natural to
want that new camera, lens, flash or
accessory to cover a wide range of
applications. This way we feel it’s easier to
justify the outlay, and we can see how we’ll
gradually make the money back over the
course of a number of jobs. Most modern
equipment is designed with that process in
mind – most cameras are suitable for a
broad range of work, and have features
that make them appeal to photographers
in general. Leica’s Monochrom camera
goes against this idea by being a camera
that shoots only in black and white. Of
course, black and white works with
portraiture as well as with landscapes, and

pretty much every genre in between, but
most professionals don’t shoot exclusively 
in black and white, so inevitably most 
want a camera that can cover both bases.

Leica’s proposal is that if you’re going to 
shoot in black and white, then why not 
make it good as it can be? Instead of using 
a colour camera that’s also quite good at 
black and white, we should use a camera 
dedicated to that way of working.

FEATURES
The Monochrom (Type 246) isn’t Leica’s 
first mono-only camera, but it’s taken 
some serious steps forward.

The most significant feature in the 
Leica Monochrom (Type 246) is 
undoubtedly the new sensor. Whether you 
regard the switch from CCD to CMOS as 

a good thing is a matter only you can
decide, but there’s no denying the
flexibility the CMOS sensor injects into
this machine. CCD sensors may provide
the ultimate quality in bright light, but the
new CMOS chip in this model makes Live
View and video a possibility, as well as
introducing more pixels to the system.
The new sensor has 24 million pixels, and
produces compressed DNG raw files
measuring 5,976 x 3,992 pixels, weighing
20-30Mb, and JPEGs measuring 5,952 x
3,968 pixels, weighing 34.5Mb. The pixels
have no coloured Bayer-pattern filters, , so
each reports its own findings to the
processor without interpolating with the

surrounding pixels,
which means the
resolution will be
much higher than
from a normal
24Mp colour sensor.
More light reaches

the photo receptors than with a filtered
sensor, so the base ISO is 320. The range 
extends to 25,000, and is supported by 
shutter speeds of 60 secs to 1/4000 sec.

The streaming nature of the CMOS 
sensor means that this camera can shoot 
black-and-white video in Full HD 
resolution at 24/25fps, and that the rear 
screen can be used to see through the lens 
in Live View mode. A critical 
improvement for this model is the back 
screen. Gone is the low-res screen of the 
original Leica M-Monochrom, replaced 
by a bright, 921,600-dot three-inch panel.

BUILD AND HANDLING
The main physical aspects of the new 
Monochrom are unchanged from the 
previous model. The body is solid metal, 

mostly comfortable to hold, and that gives 
the impression that it will last for ever. You 
may have noticed that the camera costs 
quite a lot of money, but it will probably 
keep going for as long as there are batteries 
available, long beyond the moment the 
sensor feels out of date. If you use it all the 
time for ten years it might feel like a good 
investment, but not for occasional use.

If you’re used to rangefinder-focusing 
systems, you’ll find that this one is about 
as good as they get, with a good bright 
focusing area and clear guide frames that 
can be seen easily. Using the framing 
preview lever, you can see that lenses are 
paired so that two sets of guides appear in 
the viewfinder at any one time. Markings 
for 35mm/135mm, 28mm/90mm and 
50mm/75mm focal lengths are displayed 
simultaneously, but of course, all the 
coverage of wider and longer optics can be 
seen with 100 per cent framing accuracy 
via the Live View system. Live View makes 
even the M macro bellows easy to use.

The viewfinder information panel is 
still a little underwhelming in many 
respects, with no exposure scale and no 
aperture readout – even though aperture 
is recorded in the EXIF data when 
chipped lenses are used. The shutter 
speed is displayed when aperture-priority 
mode is selected, but in manual mode you 
get no information other than the over/
under exposure symbols. Leica really 
could make life easier in this area.

Thankfully, the company has upgraded 
the processor in the camera, and given it a 
larger buffer memory. This means that 
there’s less waiting around for images to 
clear to the memory card while the best 
opportunities of the day transpire before 
your eyes. The new camera is a lot more 

LEICA M MONOCHROM (TYPE 246)
Most professionals look for the most flexible equipment that can solve multiple 
problems, but sometimes a specialist camera can make you stand out from the crowd

Full-frame 24Mp mono rangefinder / £5,750 / $7,450 (body only) / www.leica-camera.com

It isn’t Leica’s first mono-only 
camera, but it’s taken some 
serious steps forward.
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responsive, and quite streamlined for 
those who shoot raw-only. Adding the 
simultaneous JPEG option can clog things 
up, but frankly there isn’t too much reason 
in normal situations for shooting JPEGs.

PERFORMANCE
The most important aspect of the camera 
– its output – makes it a unique product 
that competes with nothing else on the 
market. No matter how good your SLR 
files are when converted to black and 
white, they won’t be nearly as good as 
these. The tonality is exceptional, and the 
detail is really surprising, as is the lack of 
digital texture and artefacts. You get 
smooth transitions through the tonal 
range, and clean, noiseless images right up 
to ISO800. Noise is noticeable at 1600 and 
above, but it looks like a nice film grain, 
and never threatens the image quality.

The biggest issue is the more limited 
dynamic range combined with the meter’s 
tendency to over-expose. I found myself 
setting the exposure compensation to -1 as 
standard to preserve the highlights, but in 
low contrast, low-light situations, the 
sensor is almost unflappable. The DNG 
files come out looking very flat, so you can 
mould them the way you want, and they 
withstand a huge amount of manipulation.

VERDICT
If you only shoot in black and white, and 
you want the best possible image quality 
from a handheld camera, you should get 
together with the Leica M Monochrom 
(Type 246). For portraiture, weddings, 
street photography, documentary and 
events, it’s a fabulous performer. 

My only reservations are the burnt-out 
highlights in contrasty conditions, and the 
320 base ISO that precludes wide 
apertures in bright conditions. However, 
the filterless sensor drinks light, and 
comes into its own in low-light conditions.

Yes, it’s expensive, as are the lenses that 
you’ll need to buy with it, but the Leica M 
Monochrom (Type 246) is a camera that 
will give you something you can’t get 
elsewhere – and that something is 
definitely worth having. It might be 
a shallow thing to say, but using a 
prestigious, well-known brand of camera 
might just encourage your clients to dig 
a little deeper into their pockets too. 
Damien Demolder

4

A natural extension 
of the Live View 
capability is that 
the Monochrom 
(type 246) can record 
1080p black and white 
movies at 24 or 25fps

1

The top section and 
base plate are 
machined from solid 
brass while the rest of 
body is constructed 
from magnesium alloy, 
giving a solid build

5

Information is sparse 
in the viewfinder. In 
manual exposure 
mode you only know 
if you are under or 
over exposing, but 
not by how much

2

The rangefinder 
focusing has a 
mechanical base length
of  47.1mm, which with 
0.68x viewfinder 
magnification is 
effectively 69.25mm

6

The 3-inch 921,600-
dot rear screen has 
a scratch-resistant 
sapphire glass cover 
and can show a Live 
View feed complete 
with focus peaking

3

With Leica’s most 
affordable M-mount 
lens, the Summarit-M 
50mm f/2.5, costing 
£1,250 / $1,640, not 
many users will build 
up a large system

6

5

4

33

1
2

3
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WHEN the bottom line rears its ugly head 
and we have to start thinking about profit 
as well as creativity, minds often turn to 
independent manufacturers. The 
question is usually whether you need to 
buy a Canon or Nikon lens when a Sigma 
or Tamron might be almost as good at 
a fraction of the cost. Sigma’s recently 
launched 50mm ‘Art’ lens turns that 
philosophy on its head. It aims to deliver 
better performance than the latest Canon 
or Nikon 50mm f/1.4 lenses, but it also 
costs more than twice the price.
Compared with most 50mm f/1.4 lenses, 

including Sigma’s older EX model, the 
new Art lens is huge. It measures 85 x 
100mm, weighs 815g, and comes with 
a petal-shaped hood and padded soft case. 
Even the filter thread is oversized for this 
class of lens, at 77mm. In short, it’s quite 
a handful, but nevertheless it feels well 
balanced on pro-grade full-frame SLRs.

Typically, 50mm f/1.4 lenses have 
around seven or eight elements, but the 
Sigma is much more complex, with 13 
elements in eight groups. Of these, one 
is a moulded glass aspherical element and 
three are SLD (Special Low Dispersion) 

elements. They’re all wrapped up in a
high-quality barrel that includes metal
and TSC (Thermally Stable Composite)
components, and a brass mounting plate.
The build quality feels professional.

The lens is compatible with Sigma’s
optional USB dock for customisation and
firmware upgrades, and the mount itself is
also interchangeable with Sigma’s ‘Mount
Conversion Service’, allowing you to hold
on to the lens if you change camera brand.

A nine-blade diaphragm gives the lens
a well-rounded aperture, and ring-type
ultrasonic autofocus. Dissappointingly,
the lens isn’t weather-sealed.

PERFORMANCE
An upside of the large filter thread is that
it surrounds a similarly oversized front
element, compared with most 50mm f/1.4
lenses. As a result, vignetting is minimal,
even when shooting wide open. And
despite the relatively big build of the lens,
autofocus is both fast and quiet, aided by
an inner-focus design in which only the
rear and middle groups of elements move.
The front of the lens therefore remains
fixed and neither rotates nor extends
throughout the focus range, which
stretches from infinity to 0.4m, giving a
maximum magnification factor of 0.18x.

Corner-to-corner sharpness and
contrast are fabulous, even at f/1.4. It’s
streets ahead of the Canon EF 50mm f/1.4
USM in this respect, and noticeably better
than the Nikon AF-S 50mm f/1.4G and 
Sony’s E-mount Zeiss Sonnar T* FE 
55mm f/1.8 ZA. Bokeh is another 
highlight, giving a really smooth and 
creamy appearance to defocused areas 
across the whole image frame. Both 
longitudinal and lateral chromatic 
aberrations are really well controlled, and 
the lens is resistant to ghosting and flare. 
Distortion is practically non-existent. 

Overall, image quality is simply 
spectacular. The Sigma is a standout 
performer and, for our money, the best 
standard prime lens on the market.
Matthew Richards

50mmF/1.4DGHSM|A

PRO KIT

Big, bold and beautifully made, this Sigma 
‘Art’ lens sets a new standard for standards

Prime lens (Canon, Nikon, Sigma and Sony) / £670 / $900 / www.sigma-imaging-uk.com
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MANFROTTO DIGITAL DIRECTOR BENRO GH3
Turns your iPad into a portable remote system A good-value, collapsible alternative toWimberley

Camera remote / £399 / $499 / www.manfrotto.com Gimbal head / £350 / $425 / www.benroeu.com

THE Manfrotto Digital Director enables you to use an iPad Air 
as a Live View screen with touchscreen control. The device 
resembles a cradle, which the iPad Air clicks into and then links 
by cable to the camera. The electronics enable direct 
communication between the camera and iPad by means of an 
app, which essentially transforms your iPad into a tethered 
control and Live View system without the need for a computer, 
making it ideal for location shooting.

The size of the Digital Director has certain advantages over 
a traditional computer-to-camera tethered system. Foremost 
is the freedom of movement it allows. The ability to control the 
focus and camera settings with a touch of the iPad’s screen is 
also really useful. Checking focus and exposure on a large iPad 
is obviously a step up from using the screen on the back of a 
camera, but there’s no depth-of-field preview prior to the shot.

Videographers will benefit from the lightweight monitor 
system which can check scenes before and during a shoot, and 
again the ability to access camera settings and change focus 
quickly is an advantage that will appeal to many.

The Digital Director is a new concept, and as such it feels 
like the full feature set is yet to be realised. You can’t help but 
wish that the device was wireless, giving you the extra freedom 
to move around the shoot without the worry of cables. And the 
lack of a depth-of-field preview until reviewing the images is a 
real shame. However, the large screen and the ability to touch 
focus on the screen are very useful features.
Ali Jennings

WIMBERLEY is the go-to brand for no-nonsense quality gimbal
heads, so Benro felt the need to do something a little different
with its latest device. The Benro GH3 is collapsible, with both
the main arm and swinging section split into two pieces for
more compact storage. It’s certainly a neat trick, but the
space-saving benefits over a conventional head are marginal,
given that you’ll probably already be saddled with a large tripod
and a hefty super-telephoto optic attached to a full-frame body.

At least rigidity isn’t compromised by the collapsible
construction, with each aluminium element precisely slotting
into place and clamping securely enough to stay strong under
a mighty 25kg of kit. However, compactness doesn’t equal
lightness, because at 1.8kg there are conventional gimbal
designs that won’t weight you down quite as much.

As with most rival heads, the GH3 includes an Arca-Swiss
quick-release mounting plate. There’s also a respectable 12cm
of vertical adjustment, so even lenses with tall mounts can be
effectively balanced. The large, grippy locking knobs are easy to
use when wearing gloves, and they clamp securely, and when
untightened, the pan and tilt joints aren’t excessively slack.

The panning motion itself is very smooth. However, the tilt
action, despite being friction-adjustable, is sometimes slightly
jerky. On most heads this would be a relatively minor niggle, but
on a gimbal, any judder can be annoying when making precise
adjustments. Consequently, the Wimberley head still reigns
supreme, but the GH3 makes a good value alternative.
Ben Andrews

PRO KIT
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AIMED at studio, fashion, 
landscape and architecture 
photographers among others, 
the pair only differ by the 
low-pass filter cancellation 
effect in the EOS 5DS R, 
allowing the professional user 

THE LONG VIEW
CANON EOS 5DS
For the past decade, Canon’s 
EOS 5D series of cameras 
has provided professional 
photographers with a 
lightweight yet highly 
capable alternative to the 
company’s EOS 1D selection. 
The line took a diversion 
earlier in the year with the 
arrival of two new cameras, 
the EOS 5DS and 5DS R, 
each sporting a 50.6MP 
full-frame sensor and 
nestling between the Canon 
EOS 5D Mark III and  
EOS 1D X models in Canon’s 
line-up, rather than serving 
as a replacement for either.

I’ve found that using the Canon 
EOS 5DS R has changed my 

shooting behaviour.

to choose the model befitting 
their particular discipline. 
With a sturdier construction 
than previous EOS models, 
new internal anti-vibration 
technologies, extensive 
weather-sealing and 5fps burst 
shooting at full resolution as 
just the tip of their spec sheets, 
each camera has far more to 
offer than the impressive pixel 
count – but it was the sensor 
that attracted the most interest 
after DxO concluded back in 

July that it was Canon’s best 
performing to date.

But what’s the verdict from 
the pros? Are the headline-
grabbing specs matched by 
stellar performance? Or have 
users found the need to 
compromise in any way? We 
speak to three professional 
photographers working in 
various genres about their 
upgrade to see what they’ve 
discovered, having had the 
chance to use it for a while.

Three pros give their real verdict on the latest arrival in the 
EOS 5D series, having had some time to use it in earnest
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[Main Photo] Whytecliff Park,
Vancouver, British Columbia
Canon EOS 5DS R with EF 16-35mm
f/4L IS USM at 18mm
15 secs at f/15, ISO50

I HAVE been a photographer for almost
30 years, and was an early adopter of the
digital format, having now owned seven
different SLR models in the Canon
line-up. I sell fine-art prints online and
contribute to various photography stock
agencies, and always strive to produce the
highest quality prints – and it’s for this
reason that I recently switched from
a Canon EOS 6D to the EOS 5DS R.

The EOS 5DS R has, without a doubt,
the best image quality of all the cameras
I’ve used so far. The 50MP files hold so
much detail that it gives the power to crop
and still retain enough resolution to print
large images. That’s not to put down the
EOS 6D, though; it’s also an amazing
camera, and still, in my opinion, the best
value in Canon’s SLR line-up.

After shooting with the EOS 5DS R
and comparing its results with images
from the EOS 6D, I found the latter to be
slightly better in low light and when
shooting long exposures, with less image
noise. I found this to be the case even at
low sensitivities, especially when lifting
shadows in post processing.

Next to images from the EOS 6D, the
EOS 5DS R’s results are sharper and have
much more detail, and the main advantage

of this is the possibility to print very large 
images, either for your own enjoyment or 
for resale as fine-art prints. 

On the other hand, the files are big, so 
everything is a bit slower to process. Many 
stock agencies or web portfolios have file 
size limitations when you submit your 
images, so you may find you have to resize 
them in order to stay within these limits.

BRING SPARE BATTERIES
There are some great new features in the
EOS 5DS R. I really like the new bulb
timer option for more flexibility when
capturing long exposures. Having the
intervalometer feature means there’s no
need for expensive remotes, while the new
timelapse movie features make it easy to
create movies in camera, without much
editing. I have noticed, however, that the
battery life of the EOS 5DS R is short,
especially when doing long exposures.

Overall, I feel the EOS 5DS R is the 
best current option from Canon for 
landscape photography and creating large 
prints. I plan to use it for most of the work 
I do, but I will still be using the EOS 6D 
for night photography.
To see more of Leclerc’s work, visit 
www.pierre-leclerc.artistwebsites.com

PIERRE
LECLERC
Location: Canada
Camera: Canon EOS 5DS R 
Specialism: Fine art, landscapes
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WHAT I’ve found with the EOS 5DS is 
that I’m able to do more when it comes to 
editing because of the information 
retained in images. The sheer detail from 
the EOS 5DS’s files is amazing. Its images
provide a more polished look that rivals 
medium format, and while I still 
personally consider medium format to be 
on another level, with the EOS 5DS I’d
say the gap has been substantially closed.

Prior to the EOS 5DS I used a Canon
EOS 6D, and rather than trade it in, I
decided to stay with it and use the EOS
5DS for my advertising jobs. I think the
EOS 6D is really good, but its main
limitation is its autofocus system. I’m
pretty frugal when it comes to gear, so
I hold on to any equipment that I know
I can find good use for, and I always tell
fellow photographers, don’t just buy gear
for the sake of buying it. Instead, have a
little understanding of how and why you
would use the new system.

One drawback of the EOS 5DS is its
weight next to the EOS 6D. It can be very
heavy at times out in the field. I love the
light body of teh EOS 6D, and that’s very
important since I battle carpal tunnel
syndrome in my hands from time to time.
The other thing I’ve noticed is that

I underestimated the size of images in 
raw – you need plenty of storage for these!

Clients are looking to do more with 
images in situations that require the 
highest possible quality, so when I look at 
it from a long-term perspective, I’m pretty 
happy with the move. It’s not, however, a 
camera I use on a daily basis since I still 
prefer to use my Canon EOS 6D on
editorial assignments. I always like to have
bodies that complement each other and
take the stress of use off one another.

Overall, I like the EOS 5DS and feel 
like it’s a step in the right direction. It’s not 
a camera that’s geared towards the 
photographer going out for a family 
weekend. This is a specialised tool aimed 
at those shooting commercial, advertising, 
landscape, architecture, beauty and food 
photography. I reckon if you can still do 
what you’re doing with a camera like the 
EOS 5D Mark III, then do so until you 
feel like you need to move to a 5D.
See more of Odom’s work at 
www.mattodomphotography.com

[Main Photo] Station 13
Canon EOS 5DS with Tamron SP 24-70mm 
f/2.8 Di VC USD at 24mm
1/125 sec at f/20, ISO50

MATT ODOM
Location: USA
Camera: Canon EOS 5DS
Specialism: Advertising and sports
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AS a professional user of the Canon EOS 
5D Mark III, a camera I used almost daily
from the very beginning of its release, the 
switch to the Canon EOS 5DS R wasn’t 
a huge leap. All that camera’s functionality
is available on the EOS 5DS R, together 
with the new model’s additional options.

Six months prior to the release of the 
EOS 5DS R, I tested the Phase One 
IQ260 and Pentax 645. With these, all the
flexibility of handheld photography was
gone, so I decided to wait for the EOS
5DS R. I’m glad I did, because for a
fraction of the cost, not only do I have
50MP images, but also great handling and
usage of my existing lenses, not to mention
my flashguns, GPS unit and battery grip.

The quality of images between ISO50
and 400 is great, although I’ve found them
to be a little noisy after this point. I’m still
using my EOS 5D Mark III for night
shots, although I haven’t tested the EOS
5DS R’s noise reduction capabilities yet.
I’ve also found that dynamic range hasn’t
increased from the EOS 5D Mark III, but
I love that I can make big enlargements.
In fact, ’ve already created 6x4m prints.

I’ve found that using the Canon EOS 5DS 
R has changed my shooting behaviour. I 
love the fact that I can use the EOS 5DS R 
handheld, even for HDR photography, 
although it’s increased my usage of a 
tripod, too. I take comparatively fewer 
images in this way, but the shots are more 
detailed due to their file size. 

Being able to trigger the mirror two 
seconds before capture helps with image
sharpness, and I love the faster data
transfer speeds provided through the
USB 3.0 connection.

To use with this model I bought the EF
24-70mm f/2.8L USM II instead of the
EF 24-105mm f/4L IS USM lens, but this
isn’t necessary if you don’t need the f/2.8
aperture and can live with f/4. I also
bought the Zeiss Otus 85mm f/1.4. Using
this lens or the Zeiss Distagon T* 15mm
f/2.8 with the camera gives breathtaking
sharpness and bokeh.

For a pro landscape photographer, the 
5DS R is great, but for regular shots, EOS 
5D Mk III is more than good enough.
See more of Zurek’s work at  
www.flickr.com/photos/107219054@N02

[Main Photo] Buick, Lindenberg 
im Allgäu, Germany
Canon EOS 5DS R with EF 24-70mm 
f/2.8L II USM at 24mm
1/4000 sec at f/5.6, ISO100

MARTIN 
ZUREK
Location: Germany
Camera: Canon EOS 5DS R
Specialism: Landscapes
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ON SALE FROM 12 NOVEMBER, 2015
To make sure you don’t miss an issue, subscribe today at www.myfavouritemagazines.co.uk/propr15

FREE 
CALENDAR

WITH ISSUE 2

INSIDE ISSUE 2 IRVING PENN / BRUCE GILDEN / ALEC SOTH / PEROU / STUART FREEDMAN & MORE

NEXT MONTH

Issue two of Professional Photography comes with a free 2016 calendar featuring 12 iconic images by
Ansel Adams, Arnold Newman, Tim Flach, Tom Stoddart, Lynsey Addario, Margaret Bourke-White, Tom Jenkins, and others
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SPECIAL LAUNCH OFFERS

Three great ways to ensure you don’t ever miss an issue...

GET 3
 ISSUES FOR 

£5

1. PRINT
Special trial rate for UK readers… 

 £5 for three issues  

Get the printed magazine sent to your door every  
issue, 13 times a year

If you like the magazine your subscription will  
continue at £22 every six months  

by direct debit thereafter…
SAVING YOU UP TO 38%
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The trial offer is for new UK Print and Print + Digital subscribers only. Prices and savings quoted are compared to buying full priced UK print and digital issues. You will receive 13 issues in a year. If you are dissatisfied in anyway you can call us to cancel your subscription at any time 

and we will refund you for all unmailed issues. Prices correct at point of print and subject to change. Full details of the Direct Debit guarantee are available upon request. For full terms and conditions please visit: myfavm.ag/magterms. Offer ends 31/11/2015

Subscribe today at
www.myfavouritemagazines.co.uk/PROPR15 

2. PRINT + DIGITAL
Special trial rate for UK readers…

 £5 for three issues

Our best value deal - get the printed magazine delivered to your door,
but also get a digital version that you can read wherever you go on

either your Apple or Android smartphone or tablet.
If you like the magazine your subscription will continue at

£25.50 every six months by direct debit thereafter.
SAVING YOU UP TO 63%

Our digital-only option. Get instant access to the magazine  
as soon as it is published via Apple or Android  

phones and tablets – and read every issue you have ever  
bought wherever you are.

From £22.50 for a six-month subscription
SAVING YOU UP TO 34%

3. DIGITAL

GET 3
 ISSUES FOR 

£5

NOT IN THE UK?
TURN TO PAGE 72  

FOR AIRMAIL OFFERS



Riding the peaks 
and troughs

hen I was told – by 
photographers older 
and wiser than me – 
that it would take ten 
years to make a living, 
I didn’t believe them. 
And now I tell students 
and assistants the same 
thing, and they don’t 
believe me either.

We sit at our laptops trying to figure out how to bring in the work, 
how to pay the bills, how to make enough time in the day to have 
a life as well as work, and how to get through the next year 
without having to call the tax man to apologise for having spent 
his money on insurance and fixing the car.
It’s not what we thought it would be, is it?

We thought we’d be travelling the 
world, hanging out with the beautiful 
people, driving fast cars and drinking 
cocktails. Or maybe we thought we’d just 
be taking pictures. Because that’s what 
got us into it in the first place, right? 
Taking pictures. With Pentax 35mms 
from our dads that had really annoying 
lens caps and light meters that were kind 
of hard to read. But that’s not what it’s like 
to be a professional photographer in 2015. Our world changed, 
for better or for worse, in around 2007, and here we are, realising 
how much our working lives have changed, and wondering 
quite how it happened.

The peaks and troughs are the same though; one day you’re 
shooting something really cool in a fabulous, exotic location, 
the coffee is really good, the weather is on your side, and 
everything’s great. Two days later you’ve sent in your high-res 
pictures, and there’s nothing in the diary. Oh my god, you will 
never work again! Your work is shit, the phone isn’t ringing, 
and your friend the picture editor isn’t returning your emails any 
more. Is it press day or did he actually hate your last job even 

though he said he loved it? Then the phone rings and 
everything’s okay again. It’s exhausting!

I had a bit of a moment a year or so ago when I realised that I 
was trying to work out what pictures I ought to be taking, rather 
than those I wanted to be taking. It sounds kind of obvious now, 
but I was chasing my own tail trying to find out what people 
wanted, and shooting that, and inevitably failing because 
someone who was much better than me at whatever ‘that’ was, 
had already done it. And of course, they had done better than 
me, because it was what they wanted to be shooting.

So I had to think about what it was I wanted to shoot, and I got 
stuck. I love my big set-up stuff, but I can’t just go and do that 
whenever I feel like it. There’s a whole load of preparation and 
phone calls involved, not to mention the budgets. I just wanted to 

take some pictures.
I dug out my Mamiya 7s, which 

I hadn’t shot with in maybe five years. 
I loved shooting with them, but no 
picture editor can afford rolls of 120 
now, and digital really is a bit more 
convenient a lot of the time. But those 
Mamiyas are lovely. They’re light and 
quiet, you don’t look like some crazed 
paparazzi with one round your neck.

So I went for a walk, with a roll of 400 
and an 80mm lens, and just took pictures 

of things I saw. And it felt good! I wasn’t shooting for any reason; 
I just thought ‘that’s interesting’ or ‘I like that shape’, or ‘there it 
is’. You know when you’re taking pictures, and they’re okay, 
they’re doing what they’re supposed to, but none of them are 
really singing? And then, suddenly, there it is – a picture appears 
in front of you, and if you catch it in time, it feels like Christmas 
for a split second. You’d been waiting, hoping for the day’s 
photographic gift, and finally it was here. Walking around with 
that Mamiya 7, I had that feeling again, remembering what it was 
like just taking pictures that I wanted to take, regardless of 
whether they would be any good, or whether they would make 
me any money. It was a nice feeling.

LOTTIE
DAVIES

OPINION

Waiting for the next commission is the hardest thing 
a professional photographer can do

I was trying to work 
out what pictures 

I ought to be taking, 
rather than those 

I wanted to be taking.
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