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Desperate to become a fine art photographer, | studied and
loved the work of Henri Lartique, André Kertész, Man Ray,
Cartier-Bresson, Lee Friedlander, Garry Winogrand, Richard
Avedon and Irving Penn, among many other brilliant and
dedicated image makers. For the first three and a half years
of my university study | worked tirelessly to fulfil my dream
of travelling the world, shooting anything and everything
that inspired me, to create timeless, inspired works of art
that would hang in the most prestigious galleries and in the
homes of the rich and famous.

An interesting thing happened at the end of that university term.

A well-respected photographer of both fine art and commercial
work, who had just joined the teaching staff, happened to see my
final presentation for the course on portraiture | had just completed.
He gave a very positive critique of my photographs and could see
that | had not an inkling of desire to shoot commercial work. He
strongly implied that by choosing to work only in the fine arts, |
would be greatly limiting my earning potential; perhaps | should
take what I'd learned shooting portraits to a new level and use my
creativity on something that held a great but distant fascination for
me, fashion photography. Taking his suggestion almost as a dare, |
decided that photographing beautiful women and designer clothing
would be inspiring, so then and there began what was quickly to
become my raison d’étre, my passion and addiction.

Fashion photography is more exciting now than it ever has been.
Improved education and the beginnings of the digital age have

grown together to break through boundaries. Fashion designers |
are creating the most magnificent works of wearable art, and hair

and make-up have become art forms in their own right. Top fashion
magazines are pushing the limits by seeking out the most talented
photographers who are experimenting with new and innovative

styles and techniques.

| have learned my profession by trial and error, and almost entirely
on my own. | had no guidance from teachers because fashion
photography was never formally taught at college or university.

I'd like to think that this book will be used by students of fashion
photography as a guide, from a photographer who learned all the
tricks, the attitudes and the techniques the hard way.

it




ok offers a structured course in the artvof taking photograp'hs
fashion industry, starting with developing your photographic DIAGRAMS

losing with how to handle yourself at a job interview. el Biedrars provids

a quick-glance reference

to the positioning of the
EXERCISES photographer’s equipment
Once you've read about when the featured shot

a technique or a piece of was taken. See the panel to
equipment, it's time to use the right for the key to the
it and see how it works symbols used.

when put into practice.
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TUTORIALS
Your structured tutorial course leads you

step-by-step through the key aspects of
fashion photography.

TUTORIAL 24 BACKGROUND LIGHTING WITH STROBES

E

WORKING WITH MANUFACTURED[LIGHT

EVENLY LIT BACKGROUND

Tutorial 24 Background liahtin

OBJECTIVES ’
A summary of the
main teaching
points of the tutorial
and the skills you
will acquire.

: THE HALO EFFECT

PHOTOGRAPHS

Real, working images taken by a
professional photographer (or in
some cases, students — see box
below) illustrate the key themes
and practices. Additional notes and
captions provide further insight

FEATURE BOXES
Expert tips, tricks and information
from inside the industry.

and divulge the secrets behind a
successful shot.

1> STUDENT WORK
This symbol indicates that the photograph
shown was taken by a student of fashion
photography as part of their course.
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Chapter 1

Inspiration

The most important starting point in your
journey towards becoming a successful fashion
photographer is to develop a photographic
style that distinguishes your work from the
rest of the pack, but one that also suits your
creativity. There is a wealth of inspiration

to be gained from examining the portfolios
of eminent professionals whose styles have
shaped the industry itself; and considering
the needs and demands of magazines and
advertising will ensure your style becomes

a desirable commodity.
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INSPIRATION

1909

French Vogue uses halftone
printing to publish its first
photographic fashion stories.
Photographs by Baron Adolphe
de Meyer show models in
artistically balanced, natural
environments and poses.

&
=

1918

Art-trained Edward Steichen symbolically
destroys all his paintings in 1918 and starts
shooting fashion for Vogue.

1920s-1930s

Classicism shifts towards
surrealism, and Man Ray and
Horst P. Horst sustain the
synthesis of fine art and fashion.

The Art Deco and Bauhaus
movements inspire Russian
refugee George Hoyningen-
Huene's elegant fashion
photography, which graces
the covers and pages of
Vogue and Harper’s Bazaar.

<l Ava Gardner The actress was
photographed c. 1950 by George
Hoyningen-Huene, renowned
fashion and Hollywood-star
photographer.

Tutorial

It is no surprise that students of photography want to
become fashion photographers, because the stars of the
fashion world are not only the designers, but also the
innovative image makers who have helped the designers
achieve their iconic status.

OBJECTIVES

photography

* Gain familiarity of
iconic photographers
and their work

e Learn about the
evolution of fashion

Study the work of some of
the most influential fashion
photographers past and
present, and you will find
that many have broken the
boundaries of convention and
influenced the creativity and
continual development of
budding photographers
around the world.

RICHARD AVEDON
Born: 1923, New York

Career: After a stint in the WWII Merchant
Marines taking ID pictures, Avedon was
discovered and taken on by legendary art
director Alexey Brodovitch of Harper’s Bazaar
magazine. In 1966, Avedon went to Vogue.
He later became the first staff photographer
for The New Yorker magazine.

Photographic style: Avedon rejected traditional
fashion photographs of static, emotionless,
indifferent models, preferring to portray his

1940s-1980s

The two great US magazine rivals Vogue
and Harper's Bazaar encourage total
artistic freedom to inspire their fashion
photographers.

models as being full of life. He was one of the
first photographers to use movement in fashion
photography.

> Dovima with Elephants This iconic
Avedon image features the first evening
dress made for Christian Dior by the young
and talented designer Yves Saint Laurent.

1990s onwards

As fine art and fashion photography glide
into the new millennium, it becomes
especially important to further broaden
the boundaries of creativity and lessen
the restraints of artistic convention.
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V Charles Jourdan campaign, spring 1979 Guy Bourdin's
distinctive use of vivid colours and sexually charged images of
fashion made him a world-renowned image maker and an icon
to young photographers.

GUY BOURDIN
Born: 1928, Paris

Career: Bourdin worked regularly for French
Vogue and was well known for his advertising

He was a perfectionist whose entire |ife was
- shrouded in secrecy.

Photographic style: known for his suggestive

narratives and surreal aesthetics that radically

broke with convention, Bourdin worked to strong
nd controversial themes and is one of the most
vered fashion photographers of all time.

campaigns for the shoe designer Charles Jourdan.

EXERCISE - 1 BE INSPIRED

Carry out your own research on these other brilliant and influentia|
fashion photographers, and find out what it is that makes them the
innovators they are reputed to be.

Helmut Newton Ruven Afanador Bruce Weber
Irving Penn Mario Sorrenti Andrea Giacobpg
Albert Watson Patrick Demarchelier Bl King

Bill Silano Steven Meisel Sarah Moon

Ara Gallant Nick Knight Peter Lindberg
Herb Ritts Paolo Roversi Steve Hiett
Matthew Rolston Deborah Turbeville




Alek Wek in Christian Lacroix, New
York, Paris Vogue, 1997 David LaChapelle’s
oten bizarre fashion photographs are an
incredible synthesis of creative narrative and
brliant, undetectable manipulation.

DAVID LACHAPELLE
Born: 1963, Connecticut

Career: LaChapelle studied at the Art Students League and the North Carolina
School of the Arts before going on to create futuristic fashion shoots for
publications worldwide, including Vogue, New York Times Magazine, Rolling
Stone and Vanity Fair. He also published a number of books, including
LaChapelle Land and Hotel LaChapelle, and directs music videos.

Photographic style: LaChapelle was influenced by Andy Warhol, whom he
met after moving to New York at the age of nineteen, and is well known for
his photographic style combining reportage and surrealism, as well as his
groundbreaking use of digital manipulation.
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Tutorial 2

Fashion photography now is the most creative and inspired of all the
commercial photography genres. The top fashion magazines should be your
bible and main source of inspiration. They hold the key to the coolest fashion
trends, and are the springboard for the newest, hottest, most inspiring

fashion photographers.

The shade was split by strong
highlights reflected off windows
from across the street.

<1[> Fine art These three
images are part of a larger
collection based on three
ideas: reflection, light

and content centred on
fashion and sexuality. All
three aspects contribute
to the overall feeling of a
micro environment made
possible by a mix of nature,
location and amazing
fashion and set design.

The overall blue cast
from the shade was
turned into a deeper
blue in Photoshop.

| OBJECTIVES

| *Findand compare sources
of inspiration

While the magazine's fashion director decides the
fate of the designers, the fashion department and
the creative director can establish and sustain the
career of an up-and-coming photographer whose
personal style shares a similar philosophy to that

of the magazine.

SOURCING INSPIRATION

To fashion photographers at any stage of their
careers, subscriptions to the top magazines are a
worthwhile investment; but if French and Italian
Vogue are beyond your affordability, try getting
to the bigger public libraries, which stock all

the important fashion publications of the day.
Always scour the high-end magazines, such as
Vogue and Harper's Bazaar, to see what the
movers and shakers of the industry are up to,
then check out the fringe fashion magazines that
may have photography that's more in line with
your own ideas. The same goes for books on
fashion, portraiture, beauty, architecture, fine-art
photography and anything else creative.

Galleries are also a great source of inspiration on
many levels; but, most importantly, getting out
to see creative, well-produced and well-presented
work from established photographers and fine
artists can galvanize new ideas for your own
future projects, both artistic and commercial.

It is helpful for photographers to see how

their contemporaries create solutions to their
own selective artistic puzzles, and besides, as
commercial artists, we need to stay on top of
what's out there in the marketplace.




<] Blacked out The
mannequin’s face was
black in the original image.
Burning and dodging the
area using Photoshop
made it possible to bring
out her face and include
the windows.

Window and facial
details are brought
out using Photoshop.

street level Shot from the
street visual elements from , ,' / W o
soveral different environments
are combined and confined
within one new frame.
The ropes and open top
contribute to the theme
of sexuality.
EXERCI: FIND YOUR NICHE

Choose several magazines that you could see
yourself working for: remember that resource
matenals are tax deductible. As you work
through them think about the message they
A8 QEtling across to their readership, and
consider what styles of photography they
SIploy. Are they healthy, young and trendy,

TUTORIAL 2: TAKING INSPIRATION

or street cool and hip-hop, or perhaps elegant
and haute couture? Can you see your own
photography suiting a magazine of that style,
and would the creative director see your work
as a boost to its fashion editorial section?

Not every magazine suits the character and
portfolio of every photographer, so focus your

FINE ARTS

Successful fashion photographers have realized
their grand positions in the fashion community
because they have infused the commercial
aspects of fashion with a new, often profound,
personal artistic style that separates them from
the hordes of photographers who haven't yet
grasped the concept that fashion without art
equals mediocrity. Looking back at the icons and
trendsetters of fashion, these ‘commercial artists’
were very aware that in order to carry on at that
level they must continue to dazzle the editors and
art directors with consistently creative- new work
and ideas.

Not every fashion photographer who sets out to
work for Vogue, Harper’s Bazaar or in fact any
other magazine, is going to achieve that goal, but
that doesn’t imply they won't enjoy a successful
career in fashion, provided they work hard
enough and keep aspiring to innovative, high-
profile work. There are some who may argue that
it doesn't take a creative genius to shoot fashion
for a catalogue, but the truth of the matter is that
the competition is stiff for each and every job, and
what separates the men and women from the
boys and girls is the quality of the photographer’s
portfolio; not only the quality of precision and
technique, but, most importantly, the level of
creativity. In the end, fashion is an art form, made
more potent by the art of photography.

efforts on the publications that complement

your style, and tailor your work towards that
goal. Don’'t attempt to create a portfolio that
might work for every magazine.
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Tutorial 3

Shooting for fashion magazines keeps a photographer
creative, sharp and constantly moving forward with
new and innovative ideas.

The two types of magazine
photography to work towards
are editorial and advertorial. An
editorial shoot is on behalf of the
magazine, whereas an advertorial
is paid for by a single advertiser.

OBJECTIVES

* Beintroduced to the
world of magazine
photography

° Learn the difference
between advertorial

- FREE REIN
and editorial

An editorial is a photographic
story about clothing or beauty that
is styled and shot in a way that
expresses the opinion and attitudes
of the fashion and beauty editor of
the magazine. The fashion editor
can spend days putting together a
varied collection of top designers’
clothing, along with accessories,
shoes and other goodies that

will provide interest and keep the
thread and continuity of the story.
The editorial will revolve around
the type of garment the editor
wants to illustrate, for example,
eveningwear, daywear, casualwear,
etc. Because the designers and
clothing manufacturers used

for these editorials don't pay
towards the costs of production,
the magazine has free rein over
how the story is told. Editorial
fashion photographers have the
most creative freedom of all
photographers.

< Italian editorial To achieve a natural
look for this café-life editorial, the photos
were printed in toned black and white,
also adding an almost vintage quality to
the story.

The Windoy, is
Natura| light % 1

A reflector bounces
the light directly onto
the model.

> Flood light With the
camera on a tripod, a silver
reflector bounced back some
of the natural light from the
window onto the model,
bathing the scene in warm,
natural light.

B> llluminating Initially,
the light from the window
was only shining onto the
model’s legs, so a silver
reflector was used to kick
back enough fill light to
brighten her face and bring
out the lavish wooden
panelling, which would
otherwise have gone black.

The wooden panelling
is visible due to the
reflector.




TUTORIAL 3: MAGAZINE PHOTOGRAPHY

SPECIFIC PROMOTION

Advertorial photography is the magazine promotion of a specific

fashion product paid for by an advertiser, perhaps a fashion

designer, perfume manufacturer or beauty treatment, and made

to look like an editorial through the combined creativity of the

magazine and photographer. To the eye, an advertorial appears to

be an editorial, but as the product is really an advertisement for i
only one company, the magazine is compelled to print the term :
‘advertorial’ somewhere on the spread, so that the reader isn't given |
the impression that the story represents the opinions and attitudes

of the magazine. While still considered very creative work for a

photographer, the advertiser sometimes puts limits on how far the
photographer can take his/her creativity, because the advertiser is

paying for the privilege.

ringingy |
tones

L0

2 Advertorial This photo formed part of an advertorial story for A Model act Models become the actors in a story —
2 leading mobile-phone manufacturer. The pictures were shot in sometimes having to try things they have never done before,
Varous parts of London and collated in a brochure, which was then such as being a dog-walking, roller-skating Santa Claus! This
inserted into a major national magazine. model is a superb actor who has become one of the most
visible faces in the UK.
Wha Being commissioned to shoot for a fashion Because most fashion photographers want to
magazine is the aspiration of any ambitious work for magazines, the competition can be fierce;
ma@; fashion photographer, and is proof that he or winning a commission shows that a photographer
worlk she is at the top of his or her game. Magazine has gained the trust and respect of the art director.
‘ work is by far the most creative of all fashion Shooting for magazines gives a photographer
to ai photography, and a portfolio full of magazine plenty of exposure, nationally and sometimes
phCe t ‘tear sheets’ almost guarantees a photographer internationally, as well as his or her name on the
will be successful, both financially and creatively. spreads, all of which translates into the best form

of promotion for any photographer.
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‘utorial 4

Fashion advertising is the financial backbone of the B> Celebrity power Designers go out of
3JECTIVES fashion industry, covering many diverse applications and their way to dress the rich and famous
_ keeping top fashion photographers forever in their Gucd for premiers and openings, knowing that
Be aware of the vast remit of slippers and Cartier watches. all the free publicity generated will have
fashion photography in the a positive effect on brand image and sales.
world of advertising

1ere are thousands of clients that use fashion photographers

» advertise their diverse products, such as clothing, shoes and
:cessories for men, women and children, as well as jewellery,
»smetics, perfumes, skin and health treatments, haircare products,
1d even spas, resorts and travel. Fashion advertising can be found
various forms.

41E BIG BOOKS

atalogue photography cuts an enormous slice of the advertising
arket and is the ‘bread and butter’ of a typical fashion
1otographer. Sometimes referred to as the 'big books’, catalogues
in have anywhere from one hundred to one thousand pages, and
2cause they sell seasonal items they are produced two or more
mes every year. Catalogues pay well, and one assignment can take
atween one to four weeks, paid by the day.

ESPOKE SHOWCASES
‘ochures differ from catalogues in two ways: they are more specific
ith regard to product ranges, and they are more concise, typically
om four to forty pages. Photographers used for fashion brochure
ork often have a more editorial look and feel to their work than : Py

: 2 to promote the Topshop brand —in general advertising
italogue photographers, and are compensated more for it. nghlon and point of sale — has boosted the UK company’s already
‘ochures are more stylized than catalogues and more money is strong standing in the fashion community.
»ent on each production to bolster the looks presented.

A lconic endorsement Procuring supermodel Kate Moss

OINT OF SALE: AT THE STORE IMAGE BOOSTING

lany clothing and department stores have photographs of their Public relations, or PR, is the practice of establishing, maintaining
1es hanging in their windows and displayed inside the store, or improving a favourable relationship between an institution, or
yown as point of sale. The bigger and more prestigious the shop, person, and the public. To a fashion photographer, PR firms can

1e more it spends on the photographic production of this type of be a steady source of income. There are hundreds of fashion PR
Jvertising. Point of sale is important to the image of the store and agencies worldwide that specialize in promoting their designer
romotion of its products, so a high day rate is usually generated clientele and who need photographers to cover things as varied

r the photographer. as fashion shows and brochures, newspaper articles and celebrities

wearing certain garments or diamond necklaces to openings.
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Tutorial 5

When photographers understand the artistry and beauty intrinsic to
fashion design, they attain a true passion for creating visually compelling
photographic imagery that not only shows the highest regard for the
designers, but the greatest respect for the photographic medium as well.

TIVES

sarch
tographic

5

a style that
iyou

There are two kinds of fashion photographer. The first kind works
towards the simple presentation of a garment in such a way as

to stimulate interest in the buying community: in other words, a
photograph that clearly and beautifully demonstrates a particular
brand or type of clothing, shown clearly, well styled, well lit and
well presented by an attractive model suited to that particular type
of fashion. The vast majority of working fashion photographers fall
into this category and will typically be considered qualified to shoot
many types of fashion catalogues, low- to mid-level advertising and
some magazine work.

THE TOP TEN

The second kind of fashion photographer realizes that to create a
truly successful fashion photograph he or she must incorporate the
details above and then take the whole experience to a higher visual
and emotional level. These are the creative image makers that shoot
editorial spreads for the prestigious magazines, and land the best
advertising campaigns and the hottest brochures. These are the elite
10 per cent of the photographic workforce.

A Lighting effects Style may be
based on technical wizardry, as in
this shot using two tungsten hot
lights and no diffusion, making the
shadows as black as they can get.

> Art effects 1 Shoot one
old-fashioned Polaroid;

2 before it develops, pull
the positive apart from the
negative; 3 put the negative
face down on art paper, and
roller over it.

THE IMPORTANCE OF STYLE

In Icons and trendsetters (see pages 10-13), you were introduced to
just a few of the well-known, creative fashion photographers whose
work has become an inspiration to many others. You now need to
do some independent research and serious soul-searching. It is not
enough to simply take great photographs. The industry has become
very specialized and your success depends on how you focus your
ideas. Your portfolio must present a continuous flow of thought,
and photographic stories must have a thread that binds them
together. That could be a technical effect that is carried throughout
the book, or a spiritual idea that links them in some way. It is vital
that editors and art directors remember the look and the message
you are trying to convey. An incongruent portfolio will not achieve
the desired effect, no matter how good the photographs.




TUTORIAL 5: CHOOSING A STYLE ’

STUDIO TEST:
STIMULATING YOUR DRAMA BUTTON

Compare the six very different outcomes to this exercise
to help you decide which way you want to continue.

1 Start with a simple, clean, white background and
an interesting model. To one side of the model, set
up a soft, reflective light source, such as a softbox
(see page 57), and shoot your subject.

2 Move the same light source directly over the : 3 f““
middle and in front of the model and shoot again. g i

A Direct light centred

3 Now change the light source so that you obtain
a somewhat stronger, more contrasting light, for
example using a silver-lined umbrella (see page 57).
Shoot your subject again, both with the light on the
side and in the middle, as with the softbox exercise.

4 Finally, remove the umbrella and turn the light so
that it directly hits your subject, creating even stronger
shadow areas on the face and body. Repeat the same
exercise with the light source in both positions.

A Softbox left A Softbox centred A Silver umbrella right side

What will your style feature? Natural light, strobe (flash) or continuous?

Attitude, for example fun, sexy, hard

Clean, simple light or intricate lighting or emotional?

i ?
If you have already decided techniques?

on a clear path with regard White, grey or coloured backgrounds?
to your shooting style, you
are halfway to a successful
portfolio. If you are still
considering, add these @ Static, movement or a combination of When considering all of the above, remember to
thoughts to your list: the two? bear in mind the type and level of magazine you
are working towards.

Camera angles, for example straight on,
bird's-eye view or worm’s-eye view?
Smooth-textured film quality or heavily grainy

and romantic? Men, women or children?

Telephoto or wide-angle lenses?
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CLARITY OF STYLE

Of course the 'style’ of a top fashion photographer is more than a
technical exercise. You are the director of your shoot, and all the
elements, including the attitude and look of the model, are under
your control. Ultimately, you will be judged by these elements,
which must come together in ways that express your thoughts and
fantasies, the mysteries and drama that you choose to create.

> Studio mastery
Aastering studio
ghting is an
ssential part of the
evelopment of any
ishion photographer.
-om the soles of the
10es to the top of
1e model’s head,

Art directors and editors choose photographers who can show
clarity of style. This is an unavoidable issue that photographers just
starting out must all struggle with. Budding fashion photographers
are bombarded with amazing images of men’s and women’s
fashion in books, magazines and advertising, shot by established

1e studio allows ﬁ‘\ image makers who also had to make the big decisions back in the
hotographic control day. Photographers develop their skills by experimenting with many
<e nothing else can. different techniques and varied approaches to shooting fashion,
N and may indeed love them all; but if they can’t make a decision
\ about choosing one style or direction to make the big push, they
\J will not achieve the success they long for. Clients remember the

photographers whose style is clear to them, and forget the rest.

V Shed some light ¥
Organizing artificial and i
natural light is the basis

for becoming a great
photographer of interior

locations.

V Work it Capturing fashion on location
is all about manipulating the natural light
available to your advantage.
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A Aiming high Some photographers are only
interested in haute couture fashion and strive to
put together portfolios that exude sheer elegance.

> . LOCATION TEST:
TOO MUCH INFORMATION,
OR JUST ENOUGH?

In terms of a ‘look’, these two imaging
techniques tell a story very differently.

1 Find an appropriate outdoor location for
your shoot. Try one of your longer telephoto
lenses and open it up to its widest aperture, for
example, £2.8. Focus on your model and 'blow
out’ the background (see page 32).

2 Next try a wide-angle lens and arrange your
photograph incorporating the background
instead of obliterating it.

TUTORIAL 5: CHOOSING A STYLE

EMULATION CAN WORK

Some developing fashion photographers fall enraptured by the
photographic style of one established image maker and decide

to emulate as closely as possible the already proven style of their
particular heroes. In many ways, this is a great way to get on the
road to a clear shooting style of your own, which is very important.

Emulation can help provide a clear path to a photographic style,

ending the frustration of trial and retrial. The style has already been
proven a hit by another, so there is a good chance its success could
continue in someone else’s hands. Some magazines and clients are
happy to work with photographers who are competent technically,
and whose style isn't too different from the work they are used to.

| DID IT MY WAY

The argument against emulation begins with a photographer who
has been experimenting and discovering techniques and ideas to
find a path of his or her own. This kind of photographer wants to
be acknowledged as an originator by the industry, preferring the
satisfaction of knowing that they are responsible for completely
new visions.

Originality means that it often takes longer to come up with a new
and innovative idea. However, art directors remember a portfolio
that looks like none they have seen before, and top fashion clients
and prestigious magazines want to work with strong, original image
makers whose work and ideas stand alone.

<] Less vs more
The photo on the far
left was shot with

a 135mm lens for

a direct approach

to portraying the
fashion; the photo
to the immediate
left was taken using
a 24mm wide-angle
lens to present a
more editorial look
and make the most
of the vivid colours to
be seen in London’s
Portobello Road.




24 INSPIRATION

Tutorial 6

While you are getting to grips with your photographic style, it is a good
idea to look also at the various categories of the fashion industry in order
to decide where you could see yourself working.

V Haute surroundings This picture
was shot in a lavish apartment full of
beautiful antiques. Only one direct
flash was set up, pointing directly over
the centre of the model. A lamp just
behind her head was removed later

in Photoshop.

While some fashion photographers are known for
their contributions to specific fashion categories
— for example, ladies’ haute couture or men'’s
suits — many have managed to work virtually
throughout the entire range. When building a
portfolio, however, it is a good idea to focus on
a limited variety so that art directors and fashion
editors will find it easier to remember you and
your personal photographic style. Once you've
developed a recognizable style, you can move
more easily between the various categories.

OBJECTIVE

» Understand the
differences between
industry sectors

Specialized location

These four photos were taken in an expensive 'derelict’ home used
exclusively for photo shoots. They all used natural light and varied
use of a silver reflector to kick in fill light when needed.

HIGH FASHION/HAUTE COUTURE

High fashion and haute couture are the same
thing, but the French pronunciation tends to

be the norm in the business. Haute couture is
defined as exclusive and expensive clothing made
for an individual customer by a fashion designer.
Generally associated with womenswear, these
extravagant clothes are typically eveningwear and
are photographed for magazines like Vogue and
Harper's Bazaar, because their readers are able
to afford such style. Most people see these
clothes as the finest work of the great designers:
truly inspirational.

Photographers love shooting haute couture
designs because they represent the fashion
industry’s most creative elements. Amazing colour
and form mixed with the textures of the world's
finest fabrics combine to create what many
consider to be wearable works of art.

A medium format camera was used for its quality and its
square configuration.
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SPORTSWEAR/ACTIVEWEAR

The sportswear market is important and wildly
lucrative. Massive sportswear manufacturers,
such as Nike, Reebok, Puma and Adidas, hire
specialist fashion photographers to portray

. e B ; ) -
¥ Strike a pose The strength of this their brands with spectacular, dynamic flair.

shot lies in the appropriate strong dark The imagery demanqled by the‘ contemporary
shadow down the left of the model. sportswear markets is often gritty, sweaty and
This was caused by using a white paper generally active, although sometimes a celebrity
backdrop and one light to the right of sportsperson glancing arrogantly into the camera
the model. will do the trick, too. Photographers who

specialize in action and movement have the
most to offer the sportswear market.

V Right side Here, a shoot- : : I‘)""‘/'”/_" ,” the
through umbrella was set /”/”“' ”/.///”’,'“
up to the left, with a silver
reflector filling in on the
right of the model. A Naturally lit Brooklyn Bridge, New
York, 4 a.m., and the natural light (with
no reflection) is all that's required for this
strong-looking image.

> Shady street Taken in the morning on
a street in total shade, the tones of this
picture are a cool blue. The camera was on
a tripod and only just caught the model in
motion without too much blur, due to the
lack of light available.

SUITS: BUSINESSWEAR/EVENINGWEAR

Worn by millions of men and women every day,
for work and more formal occasions, suits are an
important fixture in all the fashion magazines,
catalogues, and advertising, representing a
massive chunk of the fashion marketplace.
Generally speaking, care must be taken by
photographers and their support crews to ensure
that suits are styled and shot in ways that exude
credibility and elegance. Fashion magazines from
time to time like to show suits in a more relaxed
manner, even messy and unkempt, which is great
fun for the photographer, but that's an exception
to the rule, and designers aren’t often too
delighted about it.
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Chapter 2

-~

A great fashion photograph is seen in the
mind of the photographer before he or she
reaches for the camera. Once the idea of
an image is formed, the decision regarding
what tools to use to achieve the desired
effect will come as close to the mind's eye
as possible.

As you grow into the fashion industry and
experience the different qualities attainable
from various cameras, films and digital
expertise, you can begin to make definite
decisions as to which formats suit your own
particular style.

The following chapter is a clearly llustrated
round-up of the essential tools used in
fashion photography.
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Tutorial 7
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f
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J * Compare and contrast small,
; medium and large formats

There are three categories of camera used by fashion
photographers today, and all of them include both
film and digital versions.

SMALL FORMAT/35MM SINGLE LENS REFLEX

For versatility and ease of handling, a 35mm SLR (single lens reflex)
format is the obvious choice. The lenses on the small format camera
open wider than other formats, so they can more easily capture
movement, and therefore produce more spontaneous work in lower
light situations than the larger formats. This format, both film and
digital types, is the choice for most fashion photographers, because
shooting people is unlike photographing a static object.

The least expensive of the categories, a photographer can purchase
and maintain a 35mm kit with minimal investment. The camera
industry is dominated by the two Japanese giants Nikon and Canon
whose 35mm SLR cameras are the fashion industry standard. A
fashion photographer needs a robust camera, so purchase top-of-
the-range models that both companies manufacture, because they
are built to survive years of wear and tear.

A Big screen Displaying images on a computer connected to your
camera while you shoot can give an art director a much clearer idea
of your vision than a quick glance at your camera monitor would give.

A good reason to stick with Nikon and Canon

is the availability of lenses and other necessary
gadgets and gizmos in all professional camera ,
stores in most major cities around the world.

In case of any breakdowns while working,
equipment can be easily replaced or even rented
to save the day. As a client sees it, any loss of
money or time due to faulty equipment is the
responsibility of the photographer, and if he or
she can't quickly rectify the problem, he or she
may not get paid and the client will surely go
elsewhere next time.

A D> Tried and tested The —' 5 5 etk
leaders in the professional : &ﬁ

digital 35mm format market
make durable cameras that will
stand up to much hard work.
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1> Quality A medium format
Hasselblad ensures huge, top-
quality digital files.

Review your work The best reason to build a digital camera system is that

instantly and clearly | P most clients gxpect you to supply them with digital files,
on the back screen. il y o therefore losing the cost of film and processing, not to

£ L mention expensive film scanning.

HASSELBLAD

R For most photographers entering fashion, the purchase

— ’ - - & of a top-of-the-range small format Nikon or Canon
digital single lens reflex camera is recommended, with

MEDIUM FORMAT the largest digital file size available. Digital cameras
For photographers and clients who need a higher quality film or keep the cost of creating a portfolio down because
digital image, but without the bulk of large format, medium format there are no film costs involved. With a digital camera
is the solution. Some photographers simply like the size, weight and you can shoot as many variations and take as many
feel of a medium format camera, but all appreciate that the surface risks and chances as you like, and you only have to pay
area of the film and digital files are several times that of small for it in the editing stage of the work — more photos
format cameras, so can more easily provide much larger printed to wade through — but fortunately not out of your ,
images. The industry standard for medium format has for many savings. The quality you achieve from these workhorses
years been Hasselblad, a Swedish manufacturer that builds them to is often better than the quality of film cameras, and with ’
last forever. Mamiya, Bronica and Rolleiflex also provide top-quality software like Adobe Photoshop (the industry standard),
medium format cameras and accessories. a photographer can create and/or recreate any effects

derived from film, and many more as well.

LARGE FORMAT
Large format cameras are the choice of still-life photographers
worldwide, due firstly to their ability to output huge negatives,
transparencies and digital files. Secondly, large format cameras have
adjustments to correct perspective problems that can't easily be
solved with small and medium format cameras without the use of
Photoshop. Some fashion photographers enjoy using large format
due to the fantastic image quality and perspective controls, but the
high costs involved with the purchase of the camera, lenses and
accessories make the idea impossible
for most. Sinar and Horseman
make some of the most widely
used large format cameras.

D> Latest technologies The newest
Sinar large format cameras are A Medium format Hasselblad

has always been a market leader in
medium format film cameras and its

digital range has followed suit.

amazing with their space-age design,
but even more so with the multitude
of controls at your fingertips, such

as tilts and swings and a depth of
field calculator.
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T@]ﬁ@[fﬁaﬂ %3 OBJECTIVES

* Be aware of what you can buy
The quality of the lenses you choose is of utmost importance to for your money
the final print or digital file, and professionals should only invest

in the highest quality they can afford. * Make the best purchasing

decision you can afford

WIDE ANGLE AND TELEPHOTO Shor I
Wide-angle lenses give a wide angle of view and backlight, the
the ability to use and organize your environment; wide-angle lens
they keep foreground and background objects in SZ&?ISO‘;”;:‘E
focus, giving the photograph an ‘arty’ look. already bold
background.

In contrast, telephoto lenses are more the industry
standard because when focused on a model

the background is ‘blown out’ and the focus is
definitely on the model and the clothes, which
keeps most fashion clients happy.

V Fixed focus A wide-angle zoom
like this is known for its extreme
depth of field as well as a very wide
angle of view.

A Wide angle This urban-looking shot was captured using a
35mm wide-angle lens, with aperture f2.8 at a shutter speed
of 1/500th of a second.




> On the spot This
telephoto zoom lens makes
the job a lot easier by
allowing the photographer
{o stay in one spot and
concentrate on being

creative.

v Telephoto This image was taken using a 200mm telephoto
lens at 2.8 with the shutter speed set to 1/500th of a second.

The telephoto lens keeps
the background soft and
out of focus.

TUTORIAL 8: LENSES

APERTURE

Lenses come in a variety of aperture sizes, which
vary from focal length to focal length. The lenses
with the largest apertures are the most expensive
because they enable photographers to shoot at
lower ambient light levels and higher shutter
speeds. For example, an 85mm telephoto lens
with an aperture of 74 is cheap but not as flexible
to use as one with an aperture of f1.4: the latter
is more expensive but a better investment.

PRIME AND ZOOM

Modern lenses now come in two distinct styles,
the fixed focal length (prime) lenses, and the
variable focal length (zoom) lenses, which are
becoming more popular all the time, especially
with photographers on a budget. The same rules
of quality and investment apply to zoom lenses as
with prime lenses, and the larger the maximum
aperture, the higher the quality and the expense.

High quality zoom lenses with antivibration built

in are quickly growing in popularity, because you

can do with two zoom lenses what previously

required four different fixed focal length lenses,

and even more importantly, without the need to

leave your shooting position. | suggest an initial
investment in two top-notch zoom lenses that

cover the gamut of necessities. A 24-70mm
wide-angle macro zoom (macro means you can

shoot tiny things) with an aperture of

2.8 and an 80-200mm telephoto T

2.8 zoom will fulfil all your ideas S 4@;
and clients' needs. If you need N i v 1 i
a specialist lens for a particular Il
job, simply rent it
from your local
camera supplier.
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Tutorial 9

The two most important camera controls for a fashion
photographer are shutter speed and aperture.

While they differ mechanically in function and operation,
shutter speed and aperture both control the amount of light
that reaches the film plane and exposes the film or digital
image sensor. They are also directly related to the ability of
the camera to freeze action and control depth of field.

SHUTTER SPEED/FREEZING ACTION

The shutter speed controls the shutter curtain of
the camera, and that determines the duration of
light that exposes the film plane. A fast shutter
speed will freeze action, but if your shutter speed
is too slow, your subject and/or your entire scene
will be blurred. Depending on your fashion story,
some models may be static and some may he

in movement, so attention needs to be paid
accordingly to your shutter speeds, and whether
you hand-hold your camera or use a tripod to get
the best result.

HAND-HELD CAMERA

Freedom of camera positioning, mobility and
creative spontaneity are the main benefits of
hand-holding your camera, and if time plays a
factor in your shoot, it is quicker than using a
tripod. Sufficient ambient light is essential when
nand-holding, otherwise your image may suffer
from camera shake, an overall blurring of the
mage. To avoid camera shake the shutter speed
should be set to at least as much as the ‘inverse’
of the focal length of your lens. So, if the lens
/ou are using has a focal length of 100mm, the
shutter speed should be set to a minimum of
1/100th of one second. A 200mm lens needs

1 shutter speed of at least 1/200th. This rule is
adequate for shooting a static subject in a static
anvironment, but if you want to capture a model
n movement, use a minimum of 1/500th to
1/1,000th of a second.

OBJECTIVES

° Get to grips with movement
and shutter speed

e Control depth of field with
aperture

> Freeze frame This

woman in flight was

shot in a studio on a white

paper background. The main
light was a direct head over the
camera, imitating direct sunlight.
The flash duration of the strobes
was approximately 1/1,000th of a
second, so the camera was set to

While many fashion
photographers are happy
with static subjects, others

1/250th of a second to sync with find images with models
the strobe and yet freeze the action. in movement far more
exciting, provided the
ambient light is sufficient \\
for an appropriate shutter )"
speed. A successful movement N

shot means shooting more frames
than a static shot; editing will produce
plenty of throwaways, but the one or two
killers you end up with will have made the
exercise very satisfying.

A model in motion requires a suitably fast
shutter speed to capture the movement without
blur. Remember the shutter speed rule of at
least 1/500th to capture brilliant movement in
perfect sharpness and clarity.

<] Capturing the energy This little girl was photographed
on a sunny day using backlight as the light source, and silver
reflection to kick in some fill light. As it was backlit, an 81A

filter was used to warm up her skin tone.




A The wider picture A wide-angle lens

shows all the visual information within the
frame. Here, a tripod was used at waist
level to avoid altering or exaggerating
perspective. Using only available light kept
the feel of the environment. The aperture
was set to £2.8 and the shutter speed was
1/30th of a second.

A low-level tripod can
alter perspective.

USING A TRIPOD

If your ambient light source can’t provide for a sufficient shutter A ——
speed to hand-hold, then mounting your camera on a tripod is was on a tripod
essential to avoid blurring. Using a tripod will add camera stability and exposed using
yet sometimes curb spontaneity, especially on location. You might a slow shutter
find using a tripod more restrictive than hand-holding, but if your speed of 1/4 second
model keeps still, you can shoot at very slow shutter speeds, even (silhouette picture,

in low-light situations.

APERTURE AND DEPTH OF FIELD

Aperture controls the depth of field of your
photograph. If you want your model in focus and
the background out of focus, you must use a
telephoto lens and a large aperture setting, which
opens up the lens and shortens the depth of field.
If you prefer everything in focus, both subject
and background, choose a wide-angle lens for a
photo with loads of environment, or ‘close down’
the aperture on a telephoto lens to at least f11 or
more to keep a narrow angle of view.

Depending on where the camera is placed relative
to the subject, wide-angle lenses can greatly
exaggerate perspective while always maintaining

a large depth of field. This can be an effective tool
for creative editorial work.

1

TUTORIAL 9: CAMERA CONTROLS AND OPERATIONS

this open yet atmospheric light.

<] Lower level A wide-angle lens on EXPERIMENTING
a tripod close to the floor exaggerates WITH APERTURE

the perspective in this editorial shot.
Exposed at an aperture of f2.8 and a

Using a telephoto lens,

shutter speed of 1/15th of a second, photograph a model at its

the available light was used to create widest aperture, for example,
2.8, then again at f11. Change
to any wide-angle lens and
repeat the same procedure.

> Slow it down
As described in step
1 of the exercise

far right) and 1/2
second (right).

SHUTTER SPEED TECHNIQUES

Mount the camera on a tripod, set

a slow shutter speed (1/4 second or
slower), and have the model perform an
unusual movement — perhaps dance, run
or jump. The slower the shutter speed,
the more interesting the blurred sense
of motion while the background stays
static — a good way to illustrate a free-
flowing scarf.

Shoot a sharp, static model in the
foreground with blurred movement in
the background by placing your subject

in front of a waterfall or speeding cars.
Mount the camera on a tripod and use
a slow shutter speed, perhaps 1/15th
second or slower.

3 Try ‘panning’, following your model
(from left to right or vice versa) with
your camera as he or she is moving,
using a slow shutter speed and keeping
the shutter pressed. This creates an
interestingly dynamic image because the
model appears sharp and in movement,
but the background will be blurred.
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Tutorial 10

Get the basics of lighting exposure and colour balance
wrong and you have a photographic catastrophe and an
unhappy client, which is why professionals have hoth a light
meter and a colour meter on hand.

LIGHT/FLASH METERS

All 35mm caméras have built-in light meters, and although they
give a good average exposure reading, they don’t have the flexibility
of a hand-held light meter. You need to use a hand-held light meter
to aid with selective exposure readings, as well as more complicated
lighting scenarios.

The newest lines of combination light/flash meter allow you to
meter studio flash as well as reflected and incidental light.

A Don‘t lose it Use the correct sync
speed for your camera when using
strobe or you risk light cut-off and

a loss of much of your image (see
exercise 8, opposite).

A All in Most cameras sync strobes
at 1/250th of a second to get a full-
frame image with no cut-off,

OBJECTIVES

e Balance colour and light
with the use of meters

L

AR

\ \ \ 'g'f‘ ' :S ‘: ; ‘\ \ ")i

A Correctly exposed A Overexposed
one stop

A Underexposed
one stop

© 7 BASIC DAYLIGHT
EXPOSURE METERING

T Set the ISO level on your exposure meter to the same number
that corresponds to the film you are using, or to the digital
speed you have set on your camera. For example, if you're using
a film with an ISO speed of 100, set your meter to the same or
you will either under- or over-expose your pictures.

2 Next, select AMBIENT as the correct mode of operation if your
meter gives you the option.

3 Place your exposure meter 5 cm (2 in) in front of your model,
and with the white reflective bulb pointing towards the camera,
push the measure button to reveal a correct exposure.

* If you need to shoot movement, set the exposure meter's
shutter speed rating to at least 1/500th. This changes the
aperture reading and reduces the depth of field, but gives
the faster shutter speed you need to stop action.

* For a large depth of field, set the exposure meter’s shutter
speed rating to a much slower rate of 1/60th of a second and
repeat the exercise. (Don't forget to use a tripod if necessary.)
You will find that your aperture reading, and therefore your
depth of field, is greater at 1/60th than with a speed of
1/500th (three stops greater to be exact).
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The meter gives

you the optimum
aperture/f-stop for
the specific light you
are working with.

Enter your working
shutter speed here.

E - & BASIC FLASH EXPOSURE METERING

As always, first set your meter to the correct ISO level. Select
mode of operation: either cord or non-cord, which simply means
the connection is made from the meter to the strobe by a flash
sync cord or a wireless strobe firing unit.

Different cameras have different maximum flash sync speeds,

so set the shutter speed on your meter to the maximum flash
sync speed possible; refer to the manual if in doubt. If you shoot
exposures using sync speeds faster than the camera allows, the
camera’s shutter curtain will cut off a substantial part of the
image. For example, if the camera’s shutter sync speed is 1/250th
and you shoot at 1/500th of a second, then half of your image
will be blackened and lost.

Place the meter 5 cm (2 in) from the subject’s body, with the
white bulb pointing to the camera. Make sure the strobe is
connected to the meter either by a sync cord or by a wireless
strobe firing unit that sits atop the camera in the hotshoe. Push
the measure button to fire the strobe, giving you a reading that
takes both the flash and ambient light into consideration.

The white bulb reads the
light: either ambient or
flash, or both together.

The ISO 2 button
enables you to set
a second film speed.

Connect your sync
cord here.

<{ Know your equipment
Familiarize yourself with the
important features of your light
meter, so when you need to take a
reading in a stressful moment, you
can do so without too much drama.

A Close-up Place the meter as close to
the subject as possible to take the most
accurate readings.
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COLOUR METERS

One major difference between film and digital
cameras is that when working digitally you can
alter the colour of an exposure without the
external use of filters.

Film cameras need accurate measurement of the
colour of the ambient or flash light to finish with
a perfectly balanced transparency. When applied
correctly, a colour meter will give an accurate
measurement of the flash or ambient light being
used in the photographic space, and will even
suggest the exact filtration needed to colour
correct any situation. Digital cameras have an
internal colour correction system based on simple
white balance adjustments. While you can use

a colour meter to fine-tune the white balance
settings, it is also easy to use software to achieve
the same during digital post-production.

D 7
b

Colour meters are easy to use and often
necessary when using film cameras. For example,
when shooting in the shade, the light is cooler
than in direct sunshine, and you need an amber
series filter to balance it. If shooting in very early
or very late sunlight, the colour of the light is
warm, and you may need a blue series filter to
balance it. Lastly, colour meters can correct for
magenta and green abnormalities; sun shining
through green leaves may present a green cast,
and a magenta colour-compensating filter will
cure the problem.

> Warmer tones Shooting in
dense shade will cause the photo
to appear blue, so warm it up

by adding a filter from the 81
series. This shot was cured with
the help of an 818 filter in front
of the lens.

®

9 BASIC COLOUR METERING

Turn on the meter. Select your film type: daylight or type A, or type

B tungsten. Set the Time adjustment, which is the shutter speed you
intend to use on your camera. With the colour meter just in front of
your subject and the white dome pointed toward the light source,
press the measure button to reveal the exact amount of either amber
or blue filtration needed, as well as the amount of magenta or green
filtration needed.

<l Cooler tones The
extreme colour shift
from the late evening
sun can be converted
back to normal with
the addition of a blue
cooling filter in front
of your lens.




SsTUDIO _ ,
When working in a studio and shooting

movement with strobe, use the fastest sync speed
possible to stop the action, or you may end up
with a ghosted image. This occurs when the
shutter speed and/or the flash duration is too slow
for any particular movement. Different strobe units
have different flash durations, some considerably
slower than others. For this reason, the flash itself
might not freeze the action, so if you are unable
to afford the faster duration strobe units, use the
fastest possible sync speed.

INDOORS

When working at an indoor location and you
want to see the ambient light shining through
the windows in the background while using flash
to light your subject, set the shutter speed on

the meter to the maximum flash sync speed and
shoot a test exposure. If the test doesn’t show
enough window light, double the shutter speed
time on the meter and the camera and test again;
keep doubling the shutter speed until you get
exactly the amount of ambient light you want.
Therefore, start at 1/250th, and if that's not
bright enough, try 1/125th, then 1/60th. Don't
forget to always check your meter and adjust your
camera exposures accordingly; when you slow up
the shutter speed, you allow more ambient light
to enter the camera, which will alter your overall
exposure. Re-metering will tell you exactly how
much to close or open your f-stop (aperture) to
compensate for the ambient light changes.

> Getting the balance right Check

the strobe/flash duration of a unit

with the manufacturer on its website.
Sometimes, a strobe is faster when set

to its most powerful or down to its least
powerful. The more you know about your
equipment, the fewer your limitations.

TUTORIAL 10: METERS

<1V Blurred edge 'Ghosting’ is
what can happen if either the flash
duration of the strobes is not short
enough or if the shutter speed of
the camera is not set to its fastest
possible sync speed.

V > Hitting the mark When you
get both the shutter speed and the
flash duration right, movement is
frozen and no ghosting will occur.
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Tutorial 11

If your working conditions necessitate the need for some camera
support, there are now two systems to consider.

TRIPOD

For photographers working in low-light Situations,
a sturdy tripod is a necessity to avoid camera
shake. The type of camera being used determines
the size and type of tripod needed. Although
there are tripods made for small format cameras,
the tripods for medium format cameras are a
better bet for the money. Tripods made for large
format cameras are quite large, because they are
built to handle all the extra weight and take more
shock. The best-made tripods are now made from
carbon fibre, and so are much lighter and more
portable, yet just as strong as their heavier stee|
and aluminium cousins.

h\N—“—-NM»&M»*&»;A—M»N—‘»_,\

MONOPOD
A good alternative for the photographer who
hates the restrictions of using a tripod is the
relatively new idea of the monopod. On just one
adjustable leg, it is easier to quickly change angles
and heights, thus motivating a photographer
to keep trying new things and not be as
complacent as he or she may be with

a tripod. Of course, one leg can't be

as good as three in very low-light
situations, but by using the new
antivibration lenses the problem
of camera and lens blur js
greatly reduced.

> Safe bet The safest way
to avoid camera shake and
blur in low-light situations
is to use a tripod.

Don‘t buy the cheapest
tripod you can find;
buy one that's the right
size to match the size
of your camera.

OBJECTIVES

* Learn about the uses of 3
tripod and monopod inyour |
photography

A Convenient The
monopod is a quick
and painless way to shoot

inlow light without the hassle
of three legs.




When working out of doors on location, it Is common to see a photographer utilizing

sither a reflector or a ‘sitk’ (a diffusion device), or a combination of the two.
{ =

REFLECTING LIGHT
OBJECTIVES A reflector is a rectangular metal or plastic tube
framing a piece of opaque cloth, the front of
which is a luminous white while the back features
betyesn a eflector a foil-like material of either silver or gold. Some
and diffuser reflectors are made from flexible materials, so
« Know when to use them they can be folded into themselves to store and
transport easily. A reflector is used to ‘kick’ extra
sunlight onto a model, to add luminosity to
both him/her and the clothes and to smooth out
uneven skin tones and open up shadows.

« Learn the difference

¥V Adding sparkle Even on overcast days like
the one shown below, a silver reflector can kick
back enough light to bring some sparkle back
to the model’s face and eyes.

DIFFUSING LIGHT

The sun is shining brightly, casting harsh, ugly
shadows onto the model, but the desired effect
is a lovely soft, even light. In this instance a

large — typically 1.2 x 1.8 m (4 x 6 ft) or larger

— rectangular frame with a translucent diffusion
material, known as a ‘silk’, is rigged onto a stand
or held up by an assistant and placed over the
model, causing the direct light to diffuse through
the silk and control the cruelty of the sun.

> Silks Most
well-made silks are
lightweight and
easy to handle.
The larger silks can
be mounted onto
heavy-duty stands
and rolled around
to find the best
position.

> Essential equipment A flexible
reflector with a silver side and a
white side is a ‘must have’ piece
of equipment for every fashion
photographer.
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Tutorial 13

The battle rages on between the diehards of classic fashion photography
who work only with film, refusing to even experiment with digital
technology, and those who prefer the ease, quality and cost-effectiveness

of the digital revolution.

Having worked with both systems, my professional opinion is that
film will soon only be used by a small number of photographers,
mostly working in the fine arts, and the majority of fashion
photography will be shot digitally.

A fashion photographer should work with the image-making

tools he or she feels most comfortable using, but should also be
open-minded to the modern technologies available within an ever-
developing and expanding industry.

V Clip test This clip test was run through the E-6 transparency
processing machine for the ‘normal’ processing time. Because
the images came out dark and therefore underexposed, the
photographer and the lab technician decided to run the balance
of the film at ‘plus one stop’, brightening the rest of the roll, as
can be seen by the pictures to the right.

Mark clip tests as shown here
so that the lab guys can easily
read your required adjustment.

OBJECTIVES

* Evaluate the benefits
and disadvantages of
film and digital formats

CHARACTERISTICS OF FILM: THE SACRED MEDIUM

Many established photographers have grown up with film and enjoy
the whole process that has evolved with it. Some photographers
believe that you can't get the same quality from a digital file as you
can with film and, to them, the entire operation involving film and
processing is a labour of love.

For the photographer who prefers film, the process becomes a
habitual part of daily routine. First a trip to the camera store to
purchase the film that will fit the needs and look of the job at hand.
Shoot two or three rolls per shot on average, then have the film clip
tested at the lab (see Cost implications, page 44). After a couple of
hours the lab delivers it back to you just before dinner time, or you
make the journey to the lab yourself, and with a magnifying lupe
hanging around your neck like your favourite necklace, you inspect
the clip tests one by one, scrutinizing the exposures and deciding
how the lab should process it to make it perfect. You mark the film
tests as normal or give them a plus or minus number representing
how many stops you'd like that roll or set of rolls ‘pushed’ or
‘pulled”: pushing indicates longer processing times that will brighten
the exposures of the film, whereas pulling shortens the processing
times to darken the image.




THE DIGITAL REVOLUTION ‘ o
Digital photography has advanced in leaps and bounds since its
introduction in the mid-1980s. The camera systems were hard

to use, and the investment costs were astronomical - hot at all
practical to most fashion photographers. The early digital file
hnology was slow, and the image file sizes for even
nsive cameras were tiny by comparison to the file
o even the cheapest amateur cameras today.

processing tec
the most expe
sizes available t

A photographer can now buy a top-of-the-range digital camera,
take it home, read over the manual and be able to start shooting
almost immediately. Instead of making the rounds back and forth
to the film-processing lab, he or she can quite simply download

the digital images onto a computer, make any exposure and colour
corrections necessary, save all the files to an external hard drive and/
or a CD (backing up), and send them via the web to a client within
minutes. The image resolution of the top digital cameras is so high
these days that the image quality is generally better than its 1SO-
rated film equivalent.

Almost any film technique can now be replicated with digital files
using Adobe Photoshop, from smooth, high-quality images that
rival larger format cameras to a super-grainy high-speed look; even
colour can be converted to black and white. So much is possible at
the click of a button, and all from what is essentially an easy-to-use
35mm SLR camera redesigned to shoot digital files instead of film.

RESOLUTION: HOW MANY PIXELS DOES FASHION NEED?

The benchmark for 35mm-type SLR digital cameras and state-of-
the-art technology resides with the Japanese giants, Nikon and
Canon. These well-bred professional digital cameras score highest
on the pixel front, which corresponds to resolution: the higher
the resolution, the better the image quality. The current top-of-
the-range models have at least twelve megapixels, which is more
than enough resolution for any magazine, catalogue, brochure or
advertising work. Both of these top-of-the-range cameras deliver
large digital files, which, when saved at the normal publication
requirement of 300dpi, will satisfy most fashion clients.

Medium format-type digital cameras, like the Hasselblad, Mamiya
and Bronica, perform brilliantly in studio and on location, creating
much larger digital file sizes than 35mm formats, and far exceeding
requirements for most fashion and advertising work. Some
photographers prefer the somewhat traditional feel of medium
format's extra size and weight.

> Plus one stop These
transparencies look great
processed at 'plus one stop'.
There are many factors that
contribute to film exposures
not always being accurately
measured by light meters,
and in this case, a bright
white background can

trick a flash meter if the
measurement is not taken
with extreme care.
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Film

Most fashion clients today prefer not to allow for the very
costly expenses they have been forced to pay in previous
years for film, processing and scanning, and so may insist
on the digital approach, or they take the work to more
accommodating photographers.

The cost implications of using film are not limited to the cost
of film purchase and processing fees. All fashion photographers
clip-test their film; sometimes just the first of a batch, and
sometimes each and every roll, especially if the film was shot
on location, with ever changing light. A dlip test is a snippet
of the film roll - up to six frames — that is run through the
chemical processing machine to check whether the rest of the
roll, or batch of rolls, should be run at a normal processing
time or be ‘pushed’ or ‘pulled’ (see Characteristics of film: the
sacred medium, page 42). Clip tests can cost almost as much
as the final processing charge for one roll of film, so when
you multiply all these costs by forty-five rolls of film per day
—an average day shooting for a catalogue includes fifteen
shots using three rolls each — the total cost to the client can
sometimes be as much as the day rate of the photographer.

Digital

On the digital side, once the initial investment in the camera,
software and computer equipment is made, the costs of digital
file processing are negligible. The files can be downloaded
directly onto a computer and organized, corrected and

even edited while the shoot is in progress, cutting down
tremendously on the photographer’s post-production time
and the art director's editing schedule.

Digital imaging will continue to improve and dominate the
fashion photography industry simply because it is easier for
photographers to use and costs the client less, saving the
enormous price of film and processing, as well as scanning
and courier charges to and from the labs.

<I Storage Compact flash cards are

Le\"a r the norm for storing digital files

Professional | onto professional digital cameras.
UDMA |

Depending on the size of the storage
capacity of the card and the type of
files required (JPEG, TIFF or RAW),

- BGB between 50 and 1,000 or more

| CompactFlash® : files can be saved.

; 300x Speed

DIGITAL STORAGE MEDIA

Photographers on location who can’t wire their cameras directly
into computers must use digital storage devices that slot into
the backs of cameras, known as memory cards. All digital format
cameras use memory cards to store their digital image files. A
memory card is a small device that can store many gigabytes of
digital images. A photographer would be wise to carry several
cards so as to avoid running out of storage space.

Always back up your digital photographs, preferably as soon
after transfer to computer or laptop as humanly possible.

By saving all your files to an external hard drive after initial
transfer, you avoid the embarrassing problem of losing some
or all of your digital images to a broken internal hard drive.
The cost of reshooting a job could cripple a photographer,
so never forget to back up your files.




TETHERING A CAMERA DIRECT TO A COMPUTER
Another great advantage of digital technology
over film is the ability to connect (tether) a digital
camera directly to a computer or laptop, in the
studio or away on location, in order to download
photographs as they are being taken. Corrections
can then be made to the exposure and colour
balances by cross-checking sample photographs
with the software.

Photographs can then be seen by the art director
and even edited while the shot is being taken.

A Computerized convenience
Linking a digital camera to a computer
is as simple as a wire connection
and a quick and efficient download
programme, offered by the camera
manufacturers or other specialist
software companies. When the
funds start coming in regularly,
consider the wireless options: no
tripping over cables and greater
manoeuverability.

EX SE » 10 FILM AND
DIGITAL TECHNIQUES

Smooth, high-definition images

Film
To achieve the highest quality image from a
film camera, that is, a smooth, high-definition
image with no detectable grain, use a low-
speed film with the lowest possible ISO rating,
perhaps 100 ISO or less.

Digital
To get high-definition quality from a digital
camera, simply set the ISO rating as low as
possible on the camera and the results are
arguably as fine or better than with film, and
shadow details are even more attainable.

Grainy images

Film
To achieve a 'high-speed’, grainy look with
film use a high-speed film (ASA 400-1600)
and push it at least a stop or two in its
development. This technique generally means
a boost of contrast as well, which destroys
shadow detail (and the highlights might burn
out), so take care that the scene isn't too
contrasty to start with.

Digital
To get the grainy look from a digital camera,
shoot as normal using any ISO number
possible, and when loaded into Photoshop,
find Filters, scroll down to Artistic, open Film
Grain and play with that to achieve a similar
if not better look to that of grainy film. If the
results are not quite right using the Film Grain
filter, locate Noise, under Filters again, and
see if the result is better for the kind of image
you need.
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Tutorial 14

Creating incredible fashion and beauty photographs takes more than a lovely girl and

great make-up these days. It takes imagination and Adobe Photoshop, the fashion OBJECTIVES

industry standard for the correction and enhancement of digital photography. « issterthe tricks of
Photoshop

Even the most perfect of supermodels is not as that hasn't been checked through a Photoshop * Refine and perfect your

perfect as we think. Have you ever wondered if all  programme by either the photographer and his images digitally

models really do have such healthy looking skin, team, or a specialist retoucher hired by a fashion/

or such a perfect nose, or huge doelike eyes? They  beauty client or a magazine before production.

always have such perfect little waists and perky From colour correction to skin beautifying, a

breasts and derrieres. Remember, however, there fashion photographer benefits from learning the

is not a single published fashion or beauty image basic Adobe Photoshop moves.

EXPOSURE AND CONTRAST CONTROL
Probably the first thing a photographer does
after downloading the photographs is check
it the exposure of the image has the right
amount of brilliance. An underexposed image
can make the photo appear dark and, even
worse, lacking vibrant contrast. An overexposed
image will appear bleached out. There are
three basic exposure/contrast controls,
Brightness/Contrast, Levels and Curves. Get
acquainted with all three and you will find it
easy to make precision adjustments to your
photographs.

Sliding this button to the
right brightens; to the
left darkens.

Briightness/Contrast [ <] Exposure/contrast This is
Brightness: fo ok the simplest of the exposure/
A Before exposure and contrast control A After expo§ure and contrast control _ . Comd ) ll contrast controls and is easy |
The photograph appears too dark and lacking The image has improved dramatically, but i Eoritrasis o I | e |
: . . P G
In contrast. not quite ready for the book yet. —— i

Increase contrast by |
sliding this button to the |
right; decrease to the left.
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Try small increments at

COLOUR : £ a time to warm or cool IRERNOWEHOU
Correct colour is crucial to the o s, '
suCcess of any photograph, Brightness/Contrast SrabicassiContrae
espeCia”y where skin tones are Color Balafice The Brightness/Contrast correction —e—— o |
) ) Cortrn o

ConcE!’ﬂEd Relying on e white ol Balae P is the easiest of the three exposure B

N S vels: 01010 ey and contrast controls to use.
balance settings on your digital i R (Gancel ) , : :

] S vl . Cyan Red @ preview From Image in the toolbar, open the window under
camera isn't a way_ g | Magenta el Green Adjustments and simply use the sliders to compensate for
to get the colour I’Ight', and 1 {1 " - H—— T darkness and lightness, as well as more or less contrast.
imbalance can be detrimental s s
to the outcome of your | Oshadows @ Midtones (O Highlights Levels -
photograph. There is a quick- h?“"m”e tuminosity Locate Image in the toolbar at the e
fix tool on Photoshop called — R top of your screen, scroll down to
Auto Colour, but due to lighting A From cool blue to red hot When a picture Adjustments and click on Levels. . =

= is too cool or blue, add equal amounts of In the Levels window you will —_—
conditions and other factors, : . _ you s
it is often more accurate to fix yellow and red as a first step to add warmth. find a graph with three sliding
! | ol If the picture is too warm, try a combination adjustments. The one on the
colour m ¥ of cyan and blue to cool it a bit. far right is for highlights, in the middle is the mid-tones

and the one on the left controls the shadows. Make the
necessary adjustments before saving.
Try adding 20-30 yellow and 20-30 red to achieve
a healthy, warm skin glow. Curves

Locate Image in the toolbar at the
top of your screen, scroll down to
Adjustments and click on Curves.
In the Curves window grab and
drag the upper right part of the
diagonal to the left and see a dark
photo get lighter. Grab and drag the lower left part of the
diagonal down to the right to increase contrast.

Colour Balance

Locate Image in the toolbar, scroll
down to Adjustments, and open
the Colour Balance window. Use
the slider controls to make fine-
tuned adjustments to the colour levels until the balance is
pleasing. For example, if your photograph appears yellow,
slide towards the blue. If there is a green cast, then try

red or magenta. If an image is shot in heavy, overcast
weather and seems cold, warm it up using equal amounts
of yellow and red.

Tonal Balance
You can be more specific with
colour correction by using the

A Before colour correction control This photo A After colour correction control You can correct
3 ; : - ; Tone Balance box underneath
is lacking warmth, so open up the colour balance the image to resemble reality, or give the model a S ¥

; ; : : : n
window and add equal amounts of yellow and red deeper tan if the job calls for it. OIOUFBARNCEEHETE YOce

adjust the colour balance of the

till your model starts to look more healthy. Tl id-taics and Hghlighte
adows, mid- ;
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SHARPENING FILTER

Even the best photographers can take a slightly
out-of-focus photograph. The reasons for a

blurry image can be many, for example shutter
speed not quite fast enough to cover a low-light
or movement situation, the autofocus not fast
enough to cope with a particular situation or it
could simply be that the model moved slightly out
of the specific manually focused area. The Adobe
Sharpening filter is not a fix-it for badly out-of-
focus photos, but can be a real lifesaver when the
photograph is slightly out of focus.

> Sharpening power
Most digital files need
a touch of sharpening,
but just between 50
and 100 per cent

using 1.0 pixel radius.
Out-of-focus images
can generally handle
between 200 and 500
per cent.

PHOTOSHOP KNOW-HOW

Sharpen

41 Click on Filter on the top row of the Photoshop toolbar.
Scroll down to Sharpen, and click on either Unsharp Mask
or Smart Sharpen. By sliding the ‘amount’ bar to the right,
you can see how much sharpening is needed, from 1 to
500. Too much sharpening will cause pixilation, making

Brightness/Contrast b
" o |

— B
B O TR |

A Original photo Too cold and Fr——
dark, and slightly out of focus.

A After Brightness/Contrast

correction Photo now has sparkle

but still lacks warmth.

Unsharp Mask

oK

¥ Preview

EER

Amount: |54 %

ra

Radius: 1.0 pixels

~£)

Threshold: [0_ levels

oy

Use the Unsharp Mask
in preference to other
sharpening filters as it
is the industry standard.

it obvious to your viewers that you got the photograph
wrong in the first place, so don't overdo it.

2 Click OK when you've got it just right, and don’t forget
to saveit.

A After Colour Balance
correction This is now bright
enough and warm enough, but is
slightly out of focus. Finish with the
Unsharp Mask (see below).

<] Detail before
sharpening It is
disheartening to
find a great image
that is slightly out
of focus. Try the
Unsharp Mask and
hope for the best!

<I Detail after
sharpening
While not always
perfect, the
Unsharp Mask

is often good
enough to get an
unusable photo

= s
(e
@ Preview

ERET
Amount: 5 ]%
PRS- GO —————

Radius: [T5 | el
o5 Yt O S,

Threshold: [0 Tlevels

into your portfolio.




CLONING AND HEALING

Once a photograph is opened in Photoshop, the
photographer should check the condition of the
model’s eyes. If he or she has bags, shadows or
wrinkles under his or her eyes, the photographer must
learn how to use the cloning and healing operations.

TUTORIAL 14: DIGITAL CORRECTION AND ENHANCEMENT

> Imperfections There are some things
even great lighting can't fix, but with a
couple of waves of two of Photoshop’s
magic tools, imperfections can vanish in
the blink of an eye.

SHOP KNOW-HOW
Healing tool
The Healing tool works in a [ ———
Healing tool similar fashion to the Clone l
; tool and can often be used in !t -
Cloning tool 7% conjunction with it. This tool :
lets you correct imperfections, causing them to
Dodge tool disappear into the surrounding image. As with

Messy eyebrow

S iE b‘;‘i&*\* 2

Under-eye bags
and shadow

A Healing tool Attack bags
and cure the ‘tired’ look with
the Healing tool.

Cloudy white
of the eye

A Dodge tool Use this tool to
brighten eyes and add sparkle.

A Healing and cloning tools
Clean up blemishes and tidy
eyebrows with these tools.

the Clone tool, you use the Healing brush tool
to paint with sampled pixels from an image.
However, the Healing brush tool also matches
the texture, lighting, transparency and shading
of the sampled pixels to the pixels being
healed. As a result, the repaired pixels blend
seamlessly into the rest of the image. Don't use
the Healing tool too close to eyes with dark
mascara, because it picks up the darkness and
causes the correction to grey out.

Clone tool

T On the far left of the Photoshop |
window is a palette of tool icons in ?
two rows. In the far left row is an ¥ '

icon that resembles an ink stamp.
By clicking on that icon you are activating the
Clone tool.

2 The cursor will have turned into a round
‘brush’, which needs to be set to a size that
suits the part of the photo in need of repair.
Locate the brush size adjustment above the
photo on the left and set it to a size that makes
it slightly larger than the area you want to
change. In the same location there is a control
called Hardness that should be set to the far
left, making the brush soft and somewhat
feathered.

3 If there is a bit of baggage under the eyes,

place the brush under the problem spot, hold

down Alt and click the mouse to ‘define’ the |
space. Now put the brush over the problem,

click the mouse and the problem is solved. [t

is normal to repeat these steps several times

until you achieve a good rendition that is not

detectable to the eye. Cloning is also great for

spots, moles and other blemishes.
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DODGING AND BURNING

The Dodging and Burning operations are used to simulate
the same characteristics of dodging and burning as used in
a darkroom, without all the mess.

Unsightly lines Lines removed,
detracting from giving a clear
the model. background.

"

Use the
Dodge tool to
highlight detail.

Z

A Original photo The mirror has A Burn tool Burn in areas that are

dicked up a number of distracting too bright, such as the lower arm
-eflections. (see original photo, left).

> Finishing touches
Jse Liquify to perform
subtle yet effective
‘eshapes, as done to

the top of this dress. A
combhination of Forward
Narp and Bloat reshapes

Ve

AN BN A7

Qe

0

the top and brings back Dodge tool

the model’s fuller, more f)4 f’:\

appealing breast shape. R K= Burn
&b T tool

N

22
~F

A badly fitting
dress is adjusted to
a more flattering
shape using Liquify.

LIQUIFYING

Liquify is a filter designed to perform
miraculous solutions to seemingly
uncorrectable problems that are pertinent
to all fashion and people photography, such
as mending large or broken noses, taking a
bit of fat off the arms or thighs, creating a
waist where there was none and nonsurgical
breast augmentation and reduction. It is
also easy to enlarge small eyes to create a
more feminine look.

The liquifying tools you will use most often
are Forward Warp, Pucker and Bloat (see
page opposite).

KNOW-HOW

Dodge tool

1 If you find an area on your photo that
needs to be lightened, go to the tools
palette on the left and hold down the
Burn icon — a fist with a hole in it, as your
hand would look if you were trying to ‘burn’ an area
on a chemical print in the darkroom — which opens up
a selection of three icons, Dodge, Burn and Sponge.

2 Click on the Dodge tool and select a reroereee
brush type from the toolbar on top of the «
screen, hard or soft, and the appropriate

size and amount of exposure, from 1 to
100 per cent. Choose the type of tonality that needs
‘dodging’, for example the shadows, mid-tones or the
highlights, all of which are found in the Range, on top.

3 Move the Dodge tool to the spot in need, hold
down the mouse and move the brush over the
spot that you want to dodge until you achieve the
desired tonality.

4 For burning simply repeat the procedure using the
Burn tool.




1> slim down Developing your liquify
skills will enable you to reshape your
models to fit industry expectations.
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oty SN SR U

vl
S 4

4

j

Forward 2
Warp tool
Hips and
thighs need
refinement
[> Pucker up The pucker

tool can help to reduce
and recreate specific
parts where needed.

Breasts in
original
photograph

Hips and thighs
narrowed using
forward warp

|
|

[~

F: : v \lg-g" e

V-~
B

|
Nose in original
photograph

Nose narrowed
and reshaped

body parts.

Bloat
tool

Bloated to a much
fuller shape

Pucker
tool

<] Digital boob job The
Bloat tool is at hand when it
comes to enlarging rounded

KNOW-HOW

Liquify filter yomes
1 Once you've loaded your image into :
Photoshop, open Filters on the toolbar,
then find and open Liquify. In this new
window your image will appear ready

to be altered.

2 Use the image sizing adjuster on the bottom left to enlarge
the image so you can work on a specific area to be altered. If a
face is in need of repair, but it is a full body shot, try 200 per cent
enlargement as a starting point. Locate the toolbar to the left of
the window to find the necessary tools.

Forward Warp 1
Altering a model’s body type is easy. \/-_')
1 To create a waist and hips on an athletic body type, click and
open the Forward Warp icon and adjust the size of your brush

by finding the Tool Options on the right of the window. Use the
brush to create more of a waist by dragging the brush into the
waist area and indenting.

2 If you overdo it, simply locate the Reconstruct tool from the
left and drag it over the mistake until the image reverts back
to normal or until you like the result. Use this tool to add some
volume to hips, or cut down on larger thighs and arms.

Pucker

The Pucker tool is often used to reduce certain body ,3‘
features. Most commonly used to reduce nose size, it vz
can also make many other corrections, such as those

needed for unevenly sized breasts or swollen beer bellies.

1 To diminish a large nose, find Pucker on the left of the window,
choose an appropriate brush size, place it over the nose area and
click the mouse until you achieve the required sizing.

2 Use Reconstruct if you overdo it.

Bloat

Use the Bloat tool to emphasize body parts like the eyes, lips
and breasts.

1 Find the Bloat tool on the left and, once you've got the best
brush size, float it over the area to 'bloat’, and hold down the

mouse until you are pleased with your adjustment.

2 Always use the Reconstruct tool to backtrack if necessary.
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Chapter 3

Studio photography is a fundamental part of

the fashion photography industry. It represents a
stability and consistency of image that is difficult
to attain shooting on location, either indoors or
outdoors. Although there exist certain fashion
image makers who are known specifically for their
work on location, most are required to develop a
strong and consistent studio style.

<l Editorial These photographs

formed part of an eight-page men's f ; |
fashion editorial spread for Linea LE ) 4
Capital magazine in Italy. Movement | “") A l

was used to reflect the flexibility of ) [ {
the suit designs and fabrics.




THE STUDIO

‘'utorial 15

studio should reflect the personality and working philosophy of the
1otographer who occupies it. It needs to be large enough to handle the
oical kind and size of shoot that a photographer is most often booked for,
id smart and tidy enough to impress clients.

be able to shoot full-length fashion
iotographs a studio should measure at
15t 5x 10 m (15 x 30 ft), providing a
or space of at least 50 sq m (450 sq

. At this width, a standard Colorama
ickdrop (long rolls of seamless paper,
‘her coloured or in shades of grey) that
gasures 2.7-3.65 m (9-12 ft) wide

n be hung from the wall, or from two
»or-to-ceiling stands, with a bit of room
spare for lighting on stands for the
ickground at either side. A minimum
yor-to-ceiling height of 3 m (10 ft)

ows a model to stand 2.5 m (8 ft) from
e background, which in turn allows

e background to be lit separately from
e foreground. The average model is

8 m (6 ft) tall, so the top of the
slorama needs to be at least 3 m (10 ft)
gh, for background clearance.

more flexible studio size would be over
3 sq m (1,000 sq ft) of floor space and a
iling height of at least 5 m (15 ft), but
)ace comes at a premium and this much
uld be unaffordable to many.

OBJECTIVES

° Estimate how
much studio space
you would require
as a professional

Pulley and
chain system

/f: b
Two background \
lights achieve (\ 5
a graded effect ]}
- lighter on =
the floor, to
darker moving
up the paper
to the top.

Seamless
background
paper hangs
from two
specially made
heavy-duty
stands.

! ! The model is

roughly 2-2.5 m
(6-8 ft) from the
crease of the
background.

The camera is 3-6 m

= i‘?\\\iﬁ
A boom stand allows the
frontal main light to be
positioned centrally, between
the model and the camera,

without any intrusion from
the light stand legs.

% (10-20 ft) from the model
so that full-length shots

have complete coverage of

the seamless background.
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A high ceiling ensures the
photographer can stay close to
the floor while shooting, keeping
the model’s head in the frame
and making her look even more

statuesque.

Hardwood floors or concrete help
keep the paper intact.

A Coverage This studio set-up uses a standard 2.7 m- (9 ft-)
wide white seamless background paper. As the model is fully
extended on the floor, she needs to be closer than normal to
the background for complete coverage.

The softbox softens the shadows
under the chin made by the direct
frontal main light.

Having enough space to

shoot in a studio setting is
This circular strobg Iight reﬂectqr is often important, especially as most
used as a beauty lighting technique, but fashion needs to be ot
can be used full length, too. :

length. If the space is not wide
enough, you won't be able
to fit background lights next
to the seamless paper; if the
The photographer stands 3-6 m studio is not long enough, you
(10-20 ft) from his subject and, with won't be able to fit the entire
a good zoom lens, can ghoot cIo;e.—up height of the model into the
and full length from a single position. frame not the background
surrounding the model to the
top, bottom, left and right.

A sturdy tripod can be a lifesaver
by adding stability to the camera,
preventing blur.

————

e —
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B[U]ﬁ[ﬁﬁaﬂ (U 6 OBJECTIVES

* Be acquainted with the essential
s amazing what a creative mind can achieve with a bare minimum of lighting systems and understand
jJuipment. When money is too tight to mention, it's possible to use either the role of each type of light

“e tungsten light or one studio strobe to produce brilliant work; however,
well-rounded studio set-up will include some basic lighting requirements.

ost studio light set-ups require one light head
a main light, for the subject, and a minimum
two, but preferably four, light heads to light

e background independently from the subject.

Barn doors

<] Take control Strobe
lights with barn doors
like these add to a
photographer’s creative
control in the studio.

IREE TUNGSTEN LIGHT HEADS

ith this set-up you could position one main
intal light on the subject, with perhaps two
hts to diminish shadows or create forms and
apes on the background. The more tungsten
hts you have at your disposal, the more
ssibilities you have to create.

Stands on wheels
can be very useful,
but don‘t forget to

lock them when your
lights have been
arranged.

iHT STANDS

od quality stands that can be elevated high
ough to achieve any look are a must. It's
prising and frustrating at times to find your

1t stand is not tall enough for the job. Simple, Barn doors are a necessity

ee-legged stands are great for side-lighting for tungsten lighting

Ir subjects, while a boom stand allows you to Ronial

unt your light head directly over the middle of

Ir subject, high enough that the light is out of B> Options Tungsten lights like these

Ir camera’s picture frame. have spot and floodlight positions,
ﬂj which allow for broad general

lighting or a concentrated or focused
beam, both of which increase
creative potential.

The height of a boom stand
provides great creative
opportunities.




A Flexible lighting Tungsten lights
Jike this can be used as spotlights

or as wider floodlights. They come
in a variety of sizes and while some
are daylight balanced, others need
filtering or white balance adjusting.

> The magic number You

don't need an arsenal of lighting
equipment to get started in the
studio: a simple three-light set-up
like this can be arranged to achieve
many different looks.

Ask an assistant to 'sit in’ so you
can set up and test your lighting
while the model is getting ready.

FLATS AND REFLECTOR WALLS l
Lightweight panels, often called ‘flats’, are
typically 1.2 m (4 ft) wide and 2.5 m (8 ft)

tall. They are made from a heavy-duty styrofoam
that can be purchased from most large studio
suppliers and customized to suit a photographer’s
needs. Be sure to have at least two or more
panels with a white side for kicking’ reflected
light into a scene, and a black side to keep
unwanted light away from the model or camera.
Flats can be customized with silver or gold foils to
add a substantial kick to reflection on the shadow
side of your subject. It's easy to buy or even make
sets of small stands to hold the panels straight.

UMBRELLAS AND SOFTBOXES

Test the various umbrella techniques
detailed in the section on flash/strobe
lighting (see pages 74-75) and have a
suitable number available to use when you
need them.

TUTORIAL 16: BASIC LIGHTING

Collapsible cloth backdrops
come in handy in tight
studio situations.

< Mellow glow
A softhox is an
easy way to create
a soft, flattering light
with a good spread of
illumination.

An umbrella is a basic
studio necessity, and
can create several
looks depending on
the lining inside:
white or silver or
gold foil.

|
|
:
i
|

Most studio spaces will have
windows, which is great for users
of natural light. Photographers
who use strobe (flash) or tungsten
lighting to create their images find
that windows need to be blacked
out, either by opaque curtains

or a blind system (sometimes
motorized), so that the natural
light can't interfere with both
the setting up of a particular
technique and the shooting.
When working with studio lights,
particularly tungsten, the final
outcome may be altered by any
extraneous natural light in the
room, for example by affecting
exposures, changing colour
temperatures and altering the
shape, form and intensity of

the lighting set-up. (The colour
temperature of tungsten and
daylight are very different. For
more information see Chapter

4: Working with natural light
and Chapter 5: Working with
manufactured light.)

A mono light head

is portable and can
generate power from
250 watt seconds up
to 2,000 watt seconds,
depending on the
maximum output of
the specific unit.
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‘utorial 17

order to work efficiently and be respected in the
dustry, the fashion photographer needs to equip
s or her studio with some specific extras.

OBJECTIVES

* Be one step ahead with the

|
|
|
little things that matter !

ANGING UNITS FOR PAPER BACKGROUNDS

ere are several systems available for hanging seamless background
pers, also known by the brand name Colorama, and all the

>dern systems employ an easy-to-use pulley to lower and raise the
led backgrounds.

all-hook systems are a popular choice and are simply bolted to a
int high enough on the wall to enable the photographer to hang
tween one and three different paper backgrounds.

e same wall-hook systems have been adapted to specially made
endable hanging poles, which can be fastened onto a point from
» floor to the ceiling using tension clamps, or by adding a three-
ged stand to each of the poles if the ceilings are too high.

WIND MACHINE

Wind machines are specially designed fan units
that blow compressed air through a tunnel to a
specific zone of a photograph, usually the model's
hair or clothes, to add natural movement to the
scene. They are expensive to buy and may be out
of range for some, but they are available to rent
from your studio lighting supplier. A simple but
powerful house fan, or even a potent hairdryer
set on cool, is an inexpensive and often effective
alternative. Attention must always be paid to
avoid unhappy accidents!

reating movement
ind machine adds a sense
xcitement to a picture.

> Organization A clothing rack
is essential equipment in any
fashion photographer’s studio.

V Keep it clean On a busy day,
it is imperative to provide a super-
clean environment for the hair
and make-up teams.

-a
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DRESSING ROOM AND MAKE-UP ZONE -

Any self-respecting fashion studio has a sensibly sized dressing
room and make-up area. While it is possible to set up a large,
movable folding screen, a permanently built enclosed area, a
with a door or a large curtain, makes a model feel more a
comfortable while changing. Most dressing rooms are fitted

with a counter top for make-up and hair supplies, electrical

outlets for hairdryers and tongs, a good-sized mirror with

adequate beauty lighting and a couple of adjustable-height

bar stools. The stylist will require a large clothing rail, an

ironing board with iron and if you want the best possible

finish, a steamer made by Jiffy.




A fashion
stylist keeps
the clothes
looking great
throughout
the shoot.

An observant
make-up artist
is quick to jump
in and make

any necessary
adjustments.

RA
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<I Lith printing This is a wonderfully creative
technique for printing black and white
negatives. A negative is overexposed under
the enlarger, then placed in a lith developer
tray. After a longer than normal development
time, the image appears and needs to be put
immediately into a strong 'stop’ bath.

Light is a photographer’s most valuable tool,
hecause it can be used and manipulated

to create wonderful, interesting images.

A photographer with a sensitivity and
understanding of light can assess the
possibilities in any photographic situation,
and use it to his or her benefit.

The following chapter discusses the various
aspects of natural light and how they can be
harnessed to create fantastic fashion shots.
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utorial 18

otographers refer to the direct frontal sunlight that occurs just after sunrise
d just before sunset as the ‘sweet light’ or ‘magic light'. It is the most
ttering light and has remarkably warm colour saturation.

Direct sunlight will fill in the planes of the face beautifully, usually
helping to create a healthy looking model. But when the sun gets
too high in the sky, the quality of light changes, creating potentially
problematic shadows.

METERING DIRECT SUNLIGHT

Have your subject positioned with the sun streaming directly onto
his or her face and body, and place the light meter so that the
receptor bulb is taking the sun at the same angle as the model.

Use arches,
entranceways
and doorways to
create a frame
within a frame.
Here, the shadow
acts as a third
frame.

S

OBJECTIVES

 Understand the effects of
direct sunlight and shadows

* Be confident using a
reflector to make sunlight
work for you

=« 11 EXPERIMENTING
WITH DIRECT SUNLIGHT

Do not shoot any of the following exercises
if the sun is high enough in the sky to cause
shadows under the model’s eyes.

T Direct frontal sunlight with no reflection
Photograph your model facing directly into the
path of the sun, and note how the shadows
are strong and black.

2 Direct frontal sunlight with reflection
Photograph your model facing directly into the
path of the sun, and try using a silver or white
reflector to soften the harsh shadows.

3 Side light with no reflection

Ask your model to stand a half to three-
quarter turn from the direct sun, and
photograph him or her without using
reflection. Move his or her face so that the
shadows create a positive yet strong image.

4 Side light with reflection

Position your model so he or she stands a half
to three-quarter turn from the direct sun and

photograph him or her using a silver or white
reflector to soften the strong shadows.

<1 D> Wide angle The wide-angle lens used for these
two images was consistent with the look of the other
photographs in the fashion story. Cropping in this way
shows a certain irreverance to the generally observed
standards of fashion photography.
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utorial 19

icklighting is a natural lighting technique that doesn't
quire an early start.

When metered correctly, backlight reveals a
OBJECTIVES beautiful halo of sunlight around your subject,
which changes in strength depending on the
amount of light you reflect back onto the front
of the model.

e Experiment with
backlight using
varying devices and
degrees of reflection

METERING BACKLIT SUBJECTS

Metering subjects that are backlit is trickier than
metering with direct sunlight, but practice goes
a long way. Try metering the various backlighting
exercises detailed in this tutorial, and you will
soon find that specific techniques require
specific metering.

Estot

E * 12 EXPERIMENTING
WITH BACKLIGHT

pymoth 0

© Backlight with no reflection

1 Photograph your model with the sun
behind him or her and without reflection.
Expose for a good balance of light, in the
background and on the subject, by placing
your meter in front of the subject so that it
faces the camera yet has some of the direct
light from behind touching the receptor
bulb. Experiment by shooting a number of
exposures in this way.

2 Try metering the model by placing

the meter in front of him or her, almost
touching his or her body, with the receptor
bulb facing the camera and no direct
sunlight spilling onto it. You will find that
the backlight becomes much stronger than
before, to the point where there is almost
no detail at all behind the subject, which is
a very cool look.

3 You will find that the more you expose
for the light on the front of the subject, the l
more the sun has a way of etching itself
around the body parts that it encircles, but ‘
just how much is up to you to decide.

<] Backlight with no reflection
This photo was shot without
reflection to force the ‘etching’
quality of the sun and to create

a touch of lens flare, giving a
heightened sense of gritty reality.




Mirror light reflection and backlight

Alberta Tiburzi, a fashion photographer in
Rome, made her name working with mirrors.
She would use as many as six to bounce the
sunlight back onto her subjects, creating
beautiful shreds of light to be directed as
she saw fit. Try this exercise based on those
principles.

1 Take one or more mirrors, approximately
50 x 100 cm (20 x 40 in) or larger. Have an
assistant or two set them up and hold them
at a distance from the subject, changing their
positions until you find just the right shapes
of light.

2 Metering the bright reflected parts of the

photograph will darken the other areas, giving

an interesting outcome.

The reflection from the mirror
frames the model in an
attractive golden light.

< Mirror reflector Sun entering the
far side of a room can be directed to
light up an otherwise dark room with
the use of a mirror. Here, an assistant
held a full-length mirror to catch the
rays and reflect them onto the model,
who was standing by the wall on the
other side of the room. Although
there is no backlight in this photo, it
is an interesting and creative example
of what a photographer can achieve
with a simple tool when challenged
by a difficult lighting situation.

RSITA

A With reflector A meter in front of the
model reads the natural sunlight and that
bounced off the silver reflector, causing

TUTORIAL 19: BACKLIGHT

Backlight using different degrees of reflection

After experimenting with backlight without reflection
you may find that you want a different ratio of
backlight to front light. For more definition and
detail behind your subject, as well as somewhat less
etching or halo, experiment with both a white and

a silver reflector.

4 Hold a white reflector in front of your subject
but just out of the picture frame and bounce the
sunlight back onto your subject. This will not only
act as a flattering fill light for the model’s face, but
will start to bring the background detail more into
view than with no reflection.

2 Hold a silver reflector in front of your subject but
just out of the picture frame and bounce the sunlight
back into your subject. This will create a strong,
contrasting fill light for the model, and will bring

the background detail even more into view than

with the white reflector.

A Without reflector The sun is left to
obliterate the background, etching itself
onto the body of the model.

a change inJlight ratio that allows the
background detail to be visible.
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S — . — * Gain confidence
If your subject is placed in direct sunlight and the sun is high enough to in using a silk

create nasty shadows under the model’s eyes, you need to diffuse the light.

Tutorial 20 OBJECTIVES WJ
|

This is the perfect opportunity to place a device known as a ‘silk’
(see page 41) over the model and block the harsh light from his
or her head and body. The silk usually comes with a lightweight
frame and a selection of silklike sheets of varied thicknesses that,
when placed between the subject and the sun, diffuse strong
direct sunshine to different qualities of softer light, from bright
to overcast to total shade. Most silks are 1.8-2.5 m (6-8 ft)
square and can be held overhead either by a weighted stand or
an assistant.

Sy e S e L A silk placed
EXERCISE « 12 EXPERIMENT overhesd
WITH DIFFUSING SUNLIGHT protects the

model from
/ . harsh direct
1 Place a silk above the model, meter it as sunlight and
you would for direct sunlight (see page 62), creates a soft,
and shoot. even skin tone.
2 Try using a reflector (silver or white) at the
same time as the silk, to 'kick in’ more sparkle. Light play
creates
interesting

shapes in the
background.




TR
<l No added reflection This photo A Silk pulled back A reflector kicks in some
was taken using the classic overhead silk extra fill light, but also the frame of the silk was
technique, but without the aid of extra pulled back slightly to allow some direct sunlight
reflection. The strong pattern of light onto the model’s forehead and hair, adding a
creates an interesting set of light and dark fresh, realistic quality to the technigue.

shapes to add to the visual impact.

TUTORIAL 20: DIFFUSED LIGHT

¥ Classic combination Here, the classic silk
overhead technique with reflector was used,
creating a wonderfully light image.




Tutorial 21

WORKING WITH NATURAL LIGHT

In recent years photographers have come up with a technique known

as 'made in the shade’, to deal with the time and budget constraints of
catching the 'sweet light’, the particularly flattering light that occurs just
after sunrise and just before sunset.

When shooting in any shade,
use a colour meter to verify
that the colours have not gone
a little to the blue side. If they
have, they will need warming
up, either in-camera using

the white balance settings, or
using the 81 series warming
filters. Exposure metering in
the shade is as straightforward
as in direct sunlight, but check
sour Polaroid or
digital monitor to see
f the exposure needs
0 be brightened up.

Waking up to catch the sweet light is not only
inconvenient, but also expensive and tiresome.
Most photographic teams are hired on a nine-
to-five time frame, and although the sweet light
has its own special magic, paying the team and,
most expensively, the models double time before
9 a.m. and after 6 p.m. is getting more and
more difficult for clients that need to cut back on
spending yet still need the best results.

THE PERFECT SOLUTION
Natural shade has a beautiful 'soft’ light that is
often flattering, both to the clothes we are trying

AToo cool This preliminary Polaroid was shot without first
checking the colour temperature. It appears much too cool —
or blue — and needs an 818 warming filter to correct it.

OBJECTIVES
’ * Create your own shade

* Manipulate existing shade

to sell and to the models, many of whom have a
hard time trying not to squint into direct sunlight.
However, if a specific background is wanted for

a photograph and there is no available shade,
create your own shade by using an opaque silk
overhead to achieve similar results. It's particularly
beautiful when there is sunlight bouncing around
walls and windows, spicing up the shade with
natural sparkle. If the location seems dark and
lifeless, use a reflector to kick some light beams
into the scene and give it a lift.

4 Warmed up This follow-up Polaroid has been colour corrected
as well as brightened up with the help of a silver reflector kicking
in some much needed fill light.




TUTORIAL 21: MADE IN THE SHADE !

EXERCISE WORKING WITH SHADE
On a bright, sunny day, take your model out
of the heat and the harsh light, and find some
interesting, natural shady spots.

1 First try to photograph him or her in a place
that shades him or her as well as the background.
Add some silver reflection on the model to kick
some extra life into the image, and compare the
two tests to decide the best way to progress.

2 Next, find a spot that shades the model,

but where the background is lit up with direct
sunshine. Try some exposures like this, and you
will see the background "burn out’ because of the
vast difference of the light exposure on the model
and the light behind him or her.

3 Try adding reflection, either white or silver, to ’
the model, and you'll find that because the light
exposure differential is lessened, the burned out
background has picked up lost detail. If you use
the white reflector, it pulls the background detail
in more than with no reflection; but if you go
with the silver, you'll find a considerable amount
of background detail reappears.

A Silver reflector This picture was taken in
complete shade with a bright background in
the distance. A silver reflector was hand-held
to the left of the camera and an 81A filter
used to help warm it all up.

> No reflection This suit was shot

in the shade with no reflection or
warming filters, because a cooler look
was sought. The result is a bluish tint
that reinforces the deep saturated
colour of the suit.

1 Al
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Tutorial 22

.
|
|
A studio with massive windows on at least two sides, with fantastic natural ;
ight pouring through them, is all one needs to create great works of i

fashionable, photographic art.

Norking in a daylight studio can be a wonderful journey of
discovery because sunlight can change its character from minute

‘0 minute, keeping a photographer on his or her toes and forcing
1im or her to explore new paths and solutions. When sunlight hits
he face of a beautiful model in just the right way, its deep, sharp
ihadows that twist and turn their way around his or her body
rreate dimension, depth and character that is hard to beat with any
nanufactured studio lighting. When natural light is used correctly,

t is perfection.

OBJECTIVES

* Experience working in a
daylight studio

ACCESSORIES FOR A DAYLIGHT STUDIO

When working in a daylight studio you will need a tripod and
some white or silver panels, or ‘flats’ (see page 57), to add a bit of
reflected illumination to a scene when the shadows cast by the sun
are too deep and dark. A well-placed reflective panel will soften the
scene without ruining the wondrous quality of the daylight.

METERING DAYLIGHT IN THE STUDIO

Metering natural light in a studio can be tricky. Direct sunlight can
create 'hot spots’ on segments of the model and his or her body
that the photographer can’t always see so easily with his or her
eyes. Therefore, careful metering is required to keep everything in
position so that the elegance of the model and the clothes are kept
under control.

<! Background variations The
photo far left was shot in natural
light using a silver reflector
placed to the right of the camera
to kick in some extra illumination,
changing the lighting ratio to
bring in more of the detail from
the background. The photo left
was shot without any reflection,
causing the background to

burn out. Both methods are
acceptable, so which one you use
is a matter of taste and desired
overall effect.
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Manufactured lighting techniques have
evolved considerably since the "hotlights’
of the early days, with the creation of
strobe units and HMI, daylight-corrected,
continuous, cooled lighting.

Experimenting with one frontal light
source is the best way to learn, and an
understanding that light is directional will
help you master artificial illumination.
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Tutorial 23

Strobes are the lights that are most used by contemporary fashion
ohotographers. They are high-powered, daylight-corrected flash units,
olour balanced at approximately 5,500 degrees Kelvin.

There are two distinct styles of strobe equipment. Monolights have
a strobe head with a built-in power supply, with models ranging

OBJECTIVES from 250 watt seconds of power up to 1,500 watt seconds. These
* Manufacture realistic are portable in nature and are handy because many different light
sunlight heads need not be connected to one another, as with multihead

strobe units sharing a common, separate power pack. Each head has a
built-in infrared sensor (slave unit), which will set off all the strobes
when the shutter is pressed on a camera utilizing a wireless trigger.

* Produce soft, warm light
using umbrellas and
softboxes

Multihead strobe units utilize one shared central power pack and

up to four separate light heads that are connected to it by heavy-
duty cables. Power to each head can be varied by a switch, which
controls each separate channel on the pack. The advantage of the
multihead system is the amount of power that can be generated
from the pack. It is possible to rent or purchase units that output up
to a massive 5,000 watt seconds of power, which could be needed
when shooting large groups of people and when depth of field
needs to be maximized.

EX B

E » 16 SETTING UP YOUR
STUDIO TO EXPERIMENT

Take a medium grey paper background (such as
storm grey or charcoal Colorama) that is 2.7 m (10 ft)
(9 ft) wide, and elevate it to a height of at least 4
3 m (10 ft). Extend the paper 3 m (10 ft) along
the ground from the wall and tape the front and
sides to the floor to keep the front of the paper
from curling and sliding, and to avoid the
inevitable tripping problems.

Gaffer tape

V Beautiful A direct strobe with a silver
reflector placed centrally over the camera
provides ideal light for beauty shots.

A lmpact A direct strobe with a silver
reflector placed to the right of the camera
creates dramatic lighting.

L
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3 Move the light to the left
or right of the model, always
re-metering to check that the
illumination is equal from top
to bottom.

2 Meter the model from her face down 4 g A >
to her feet and adjust the light so that ) i \
4 White reflector, to

illumination is equal from top to bottom.

5 Silver reflector, to %R

the side of the model.

1 Boom stand/shadow on floor.

the side of the model.

’ DIRECT STROBE TECHNIQUES

Direct strobe, without any softening materials, such as umbrellas the light's height to suit the model’s face, perhaps a bit to the
and softboxes, is the closest thing to the sun’s direct light, next to left or right. It will look perfect when you see a triangle of light
tungsten and HMI (see pages 82-83). It will give you sharp, deep on the shadow side of the model’s face, under his or her eyes.
shadows, like tungsten, but has the advantage because strobe has ~ Shoot some like this and compare your results with the straight-
enough power to capture movement without blur, on frontal lighting.

1 Place your model 30 cm (1 ft) from the front of the background 4 Move a large white or silver reflector panel into place on the

paper. Position the direct strobe head over the middle between right side of your model to ‘kick’ some light from the strobe

the model and the camera, using a boom stand, and high enough  head back into the shadow side of the subject. You still get the

that the shadow of the model drops on the floor behind him same hasic feeling as without the reflector, but the shadows

or her but not on the background wall itself. There should be a open up dramatically and the image feels brighter all around.

sharp shadow under the model’s chin, and the light will fill in the

planes of his or her face and body beautifully. 5 Shoot some photos using a white panel and some with a
silver reflector, remembering to re-meter your subject because of

2 Use a meter to balance the light so that it has an equal the higher output of light from the silver reflector.

exposure from the model’s head to his or her feet. Shoot your

model straight-on frontal, then get him or her to turn his or her 6 Repeat the steps, with and without reflectors, with your light

body and face to see how the light changes. set up from the side, in order to gain a proper understanding of

how the light affects the subject.
3 Move the direct light head to the left side of the model at a
90-degree angle between him or her and the camera and adjust
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ways be sure to mix up your
opping and your angles
“view, from full length to
iree-quarter length, etc,

ving yourself full advantage
“the moment. You will be
ad you did when you reach
ie editing stage.

1e investment costs of
onolights tend to be
onsiderably less than those

f the multihead strobe units,
nd photographers on a
udget can buy a kit of two

r three monolights inclusive
f a protective carry case,
ower cables, umbrellas and
tands for less than the cost
f one multihead power pack
sith only one head.

METERING TIPS

Adjust your lighting so that the readings are
the same from the top of the subject’s head
down to his or her feet, otherwise you will
notice a gradation of light, which may not

SHOOT-THROUGH UMBRELLAS

Shoot-through umbrellas provide a similar feel to a
softbox: a beautifully soft yet slightly defined quality
of light and shadow. A softbox is covered in opaque
material, so you don’t need to ‘flag’ (block) the

light from the softbox to the camera; but because a
shoot-through punches the light through the front
of and behind the translucent umbrella material, you
need to block the light from entering the camera
lens, which can cause flare. Sometimes referred to as
‘ghosting’, flare is an etching away of the edges of a
subject along with a notable loss of image contrast
due to light entering the camera lens.

SOFTBOXES

A softbox (see page 57), which fits over the light
head, isn't actually soft to the touch, but the light

it produces is soft, with a warm, neutral tone.
Softboxes are manufactured in many different sizes
and shapes, and you should buy the biggest one
you can afford that will still fit comfortably in your
studio. Typically a rectangular shape, the softbox
has the depth of a box, which is built from a black
opaque material on the outside that stops the light
from kicking back into the camera lens, causing
dreaded flare (see Shoot-through umbrellas, above).
It is lined with highly reflective silver foil and covered
with one or two layers of white silk material that the
flash passes through.

The quality a fashion photographer appreciates
in the softbox is its ability to ‘smooth out’ facial
complexion and slight wrinkles in clothing, whereas
direct light can ‘bring out” minor imperfections,
making the need for retouching almost a certainty.

be easy to fix in post-production without

affecting the background.

A Strong and dark A softbox was placed to the right of the
models with no reflection, thereby keeping the prominent
shadows on the left of the faces.




= 19 SOFTBOX
TECHNIQUES
Experiment by positioning the softbox SN
over the middle and also to the side
of the model, as in Direct strobe
techniques (page 75), and try with and
without the reflector panel when your
main light is positioned at the side.
You will find the results not quite as
shockingly different this time as either
the direct head lighting test or the
reflector test.

TUTORIAL 23: STROBE LIGHTING

E = ° 18 SHOOT-THROUGH
UMBRELLA EXPERIMENT

Set up a shoot-through umbrella on a stand, with the strobe
head pointing down and the strobe light going through it
towards the model. Set the stand where you want it, either
at the side or over the middle. Use a second stand with a
piece of black card attached at the top and place it between
the light and the camera so as to block any extraneous light
flashing into the lens, which can cause flare. Experiment with
a reflector panel to see whether you prefer a more dramatic
look or a safer, open-light quality.

<l llluminating Here, a shoot-through
umbrella was placed to the left of the model
at 90 degrees. A silver reflector to the right
of the model bounced much of the side light
back to her face and body, opening up the
shadows and achieving a soft yet noticeable
side illumination.
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Tutorial 24

o far in this chapter you have been experimenting with one main light
ource. This simple studio lighting design will work for a number of tasks,

ut there will be times when a more complicated solution may be necessary.

BJECTIVES

|
|
Master the use of multiple [
lighting options i

|

‘he frontal direct
ight placed to the
ight of the model
reates a strong
sok.

In the previous exercise, the illumination of the
background was left to residual light from the
front of the set. Using only one front ‘'main’
light implies that the light exposure on your
model is normal; therefore, the exposure on the
background, which is 2.5-2.7 m (8-9 ft) away
from the subject, is several f-stops darker than
the front of the set.

The following exercises will give you some
ideas on how to round out your knowledge by
learning how to light not only the subject, but
the background as well.

;ﬂh
0y

<] Shades of grey This
model was photographed
on light grey paper with
two lights with umbrellas
in the background,
directed down to the curve
of the background paper.

E © 20 GRADED BACKGROUND

For this exercise you will need two strobes on
stands with one umbrella each. Try using any
of the main subject lighting methods from the
previous exercises.

T Check that your subject is evenly exposed
by metering his or her head, beltline and feet.
Adjust the height and angle of the light as
necessary.

2 Set up a strobe light with an umbrella on
each side of the background, 0.6-1 m

(2-3 ft) from the floor, a couple of metres
behind the model, and approximately 1 m

(3 ft) from the background. These umbrellas
should be pointing downwards at a 90-degree
angle, towards the background ‘wall’. Use
this tilting action to decide on the amount of
gradation you'd like to see: the greater the
downward tilt, the brighter the bottom and
the darker the top of the background wall.

The light exposure on the part of the
background you want lit should meter at least
as powerful as the front light on the model.
Therefore, if the front light is 78, the light on
the background should also be at 78, perhaps
more, depending on your taste.
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> 27 EVENLY LIT BACKGROUND

For this exercise you will need four strobes on stands with one
umbrella each. Set up all four strobes on their stands with an
umbrella attached to each, as with the graded background.

1 Using the same frontal light as with the graded background on

@ page 78, place the other two lights at each side, approximately
) 1.8 m (6 ft) from the floor, directly above the first two lights.
<ISimple yet strong A All the lights should be pointed straight towards the background

charcoal grey background
paper formed the backdrop
here, with four lights with

umbrellas on the back of . .
sawall stid acatibos 2 Once the background lights are set and metered, decide which

without reflection as the type of main frontal light you need for the model, set it up and
main frontal light. start shooting.

wall, with no tilt action. The power settings should be equal to
ensure the most even lighting possible.

]

22 THE HALO EFFECT

Metering four background lights takes a little
patience, and the more adjustable the power
settings on the light heads, the easier the job
of getting them all tuned to the same meter
reading on the background. If you want the
background colour to appear as it came out
of the box, the meter reading on the evenly lit
background should equal the meter reading
of the model in front of it. If you prefer the
background to appear brighter than it actually
is, then simply increase the power of all the
rear lights, equally and in increments till you
achieve the balance you want. If you want the
background to appear darker than it really is,

1 Place a light source with barn doors at the
back of the studio set-up, just next to the
background and pointing to the back or side
of the model.

2 In order to make it strong enough to be
effective, meter it and set it to at least one
half to two stops brighter than the front
light on your model. Test it to see whether
it needs a power boost or reduction, and
adjust as desired.

A Golden glow This model was

[ R hotographed in front of a whit; | ; : g
| ‘z i e increase the power of the main frontal light on
! V. & i lit background using two lights with . :
]—Ié e ; bt doorabahindiand an sithersido af your model, leaving the background lights as
o @ ,A | her. The barn door light to her right was they were. Always shoot a test after each change
f ‘ twice as bright as that to her left. to check the lights are doing what's needed.
|
|
| J
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The dark sky

TM{C@WE%‘]B 25 resembles dusk.

Outdoor strobe can be used to overpower the existing
daylight and create a dramatic look.

OBJECTIVES

* See the possible effects strobe
can produce when used outdoors

The amount of dramatic effect varies with the ratio of flash to
daylight. If the daylight meters 5.6 and the flash meters 11, there
is a two-stop difference and the background will become much
deeper in tone, giving the sky and clouds a particularly eerie feeling.

The power of the strobe unit is the deciding factor. A low-power
strobe can only overpower a low ambient daylight, whereas a
high-powered unit can overpower even the sun at its strongest. To
make the most of the difference, use the fastest possible shutter
sync speed for your particular camera, usually between 1/100th and
1/500th of a second. Be careful not to go beyond the flash sync
zone, otherwise you will get a light cut-off in your image.

EQUIPMENT

Portable strobe units, sometimes called strobe generators, are
typically used outside on location, and can supply between 400
and 3,000 watt seconds of power depending on the unit. These
are available to rent from lighting suppliers.

It is possible to use standard studio-type strobe units as well,
provided that electricity is available close to your location, although
gas-powered generators can also be used.

A False impressions Here, a A silver reflector
powerful portable strobe was used on kicks some flash
a stand during daytime. The strobe back onto the

model to open

was set to overpower the daylight,
up the shadows.

giving the impression that the shoot
was at sunset.
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fTutorial 26

eflecting hack on the iconic studio portraits of the 1920s through to the
950s, we see how continuous lighting was used by photographers not only
» lluminate a photograph, but also to create a dramatic yet flattering look.

antinuous lighting is categorized by four distinct types of unit:
Ingsten, ceramic, HMI and fluorescent.

JNGSTEN

tungsten, or ‘hotlight’, is a high-output unit that uses an
candescent tungsten-halogen lamp, encased by a metal half-circle
» help with projection, and an outer casing of either highly heat-
sistant plastic or metal, which with ‘barn doors’ can produce a
sautiful quality of light, not unlike direct sunlight. Tungsten lights
st extremely hot and burned fingers can be a hazard if you don’t
1y attention.

acause tungsten lights have a colour temperature of 3,200 Kelvin,
ey create a reddish-yellow skin tone and need a blue gel filter
ted to compensate for the warmth and neutralize it, bringing
up to a corrected daylight colour temperature of 5,500 Kelvin.

 Experimenting with
slour These pictures

‘ere taken during the day
a large apartment and
sing only two tungsten
jhts for illumination.
ifferent-coloured gels
ere placed in front of the
jhts, casting an unusual
Je on the model and the
ackground.

OBJECTIVES

e Compare the four types
of continuous lighting

° Assess the strengths and
weaknesses of each type

If used with digital equipment, changing the white balance to
‘incandescent’ in the camera’s set-up menu is usually sufficient.
Tungsten lights can be plugged directly into most standard wall
sockets without causing electrical problems.

CERAMIC LIGHTS: THE NEW TUNGSTEN GENERATION

Introduced in 2006, ceramic lights use an efficient lamp that, at
only one-quarter the power of traditional tungsten lights, provides
four times the amount of light. Because it has an interior coating
of ceramic material, the lamp burns at a much cooler temperature,
only warm to the touch. It runs on a much lower wattage, cutting
down on electricity expense, and lasts up to eight times longer than
traditional tungsten, although it costs as much as eight times more.
Colour temperature is the same as tungsten at 3,200 Kelvin, so
some filtering or white balance adjustment is still necessary.
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HMI FLUORESCENT DAYLIGHT BANKS

HMI (hydrargyrum medium arc-length iodide) lights have several Fluorescent daylight banks are a large casing or ‘bank’ filled with
advantages over tungsten lights. They put out five times the light up to eight individual fluorescent, daylight colour-corrected tubes,
that traditional tungsten does, and generate much less heat; but which produce a beautiful soft light with an interesting contrast
the big advantage is that they are colour corrected to 5,500 Kelvin, built in. Mostly used for cinematography, fluorescent daylight has a
average sunlight, so there’s no need to add filtration or change sensual feel that has since been adopted by fashion photographers,
the white balance. When pointed directly at a subject, HMI lights who find it works well for lingerie, beauty and some fashion.
produce a light similar to the sun, and can also be bounced off a Fluorescent lights use little power and adapt easily to the standard
wall or through a diffusion material to soften the look. electrical supply at most locations.

HMI lighting comes in various strengths and sizes, from about

250 watts up to a staggering 18,000 watts. Placed on heavy-duty
cinema-type stands, the larger, more powerful units need specialist
electrical supplies to power them, because they pull too much
electricity for a normal fuse. They are unaffordable to most entry-
level photographers, but fortunately they are available for rent from
most lighting suppliers, as are all the other types of lighting.

> Double light Two
1,000-watt tungsten
lights, one on the model
and one on the back wall,
lit this shot. Both were
covered with a gel: green
for the model; red for the
background.
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The creation of great fashion photographs
involves making difficult decisions regarding
the various possibilities of photographic
style, namely light, composition, content
and attitude. Light has already been well
covered in previous chapters, so in this
section we will consider the remaining
elements in more detail.




86 CREATING GREAT PICTURES OBJECTIVES
* Select the
appropriate e )2

T[U]t [fﬂ@ﬂ 27 compositional style
. o . ) . * Learn the key
_The composition of_a winning fashion photograph is completely fourdafians ot
in the decision-making hands of the photographer, and how 2 qood shot

e 5 5 good sho
composition is handled is important, not only to the look and
personal style of the artist, but also to the success of the fashion
being displayed.

Photographic composition is an expression of
your natural sense of design, and compositional
decisions need to be made for every shot you
take. Considering the following concepts may

help you make those important choices. Great hair and make-up
are especially important

in simple shots.

AV Sidelight These pictures were shot
with one strobe pointing to a large white
reflector panel to the left of the model and
background paper. Not every model’s face
responds well to such an extreme sidelight,
so be sure to do a test shot before starting
the shoot.

SIMPLICITY OR COMPLEXITY?

When you choose simplicity as a compositional
style, you are essentially searching for a way to
pinpoint the viewer's attention on the model
and the fashion. By selecting uncomplicated
backgrounds, and interesting product placement
in the frame, a fashion photographer shows that
he or she can get straight to the point. Simplicity
by no means implies that a photo has any less
depth or interest compared to a complex image
with the same fashion ingredients.

More complex photographs can be interesting
and visually provocative, although they also have
a tendency to circulate the viewer's vision around
the plane of the image, which can take the focus
away from the central subject: the fashion. When
the complexity of an image actually intensifies and
supports the fashion aspect of the photograph,
then the photographer has succeeded and the
designers are happy; but if the fashion becomes a
decentralized piece of a complicated visual puzzle,
the value of the image from a fashion perspective
may be compromised.

A Less is more The sequence this
image is part of was shot very simply
on a white background with only
one strobe to light the scene.

Whether you go for simplicity or complexity,
always remember to compose your shot so that
the reason for taking it is obvious to the viewer,
and assemble the rest of the elements in the
frame to complement the model and the fashion.

The fashion and
styling speak for
themselves.




A Seeing double This photo was created by taking one
image, then duplicating and flipping it horizontally in
Photoshop. Next, a new page was opened and both sides
were placed together, forming the mirror image.

> Working with shapes This
complex composition incorporates
repetition of rectangles and

lines that serve to organize and
strengthen the visual space.

The creative use
of shapes forms
a frame.

Coloured gels were placed
in front of 1,000-watt
tungsten lights.

TUTORIAL 27: COMPOSITION

HORIZON LINES

Placement of horizon lines can make a big
difference to the visual outcome of your pictures.
Avoid putting horizon lines in the centre of a
photograph. Moving horizon lines to the top third
or the bottom third of the frame will make the

image more dynamic and less static.

D> Linear effect
The strength of this
image lies in the
combination of the
bold internal frame
with the lines of the
venetian blinds.

Making the most of
subdued natural light.

A stronger light behind
the model than that
in front makes her

<l Setting the tone The

combmaﬁoq of um{sual skirt more transparent,

colour with interesting adding visual interest. |
balance creates a unique

mood and atmosphere.
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THE RULE OF THIRDS

Placing your subject off-centre can add
dynamism to an image and reduce the static
factor. A concept known as ‘the rule of thirds’
works for many image makers, both artists and
photographers, even though they may not realize
they are doing it. While visualizing your frame

in your eyepiece, imagine the space divided

into thirds both horizontally and vertically, and
consider placing your subject in any of the four
points of intersection. The option you decide
upon will depend on the model and the clothes.

& ; { : you're in doubt.

<] Template Keep this grid
in the back of your mind
etk RS and apply it whenever

A Balance Asymmetrical or symmetrical, balance is what
happens when you get it right. Always try to make all

the elements in the visual space work in an interesting
way, and never forget that fashion is the reason for the
photograph in the first place.

A‘\\ V
<] Winning combination
Use the rule of thirds &
in conjunction with
s ¥
'y y

spectacular natural light
to create unique images.

A Movement Adding movement to the
balance creates further visual stimulation.




SYMMETRICAL AND ASYMMETRICAL BALANCE
Great compositional balance can be achieved by
careful placement of all the elements within the
frame — shapes, curves, lines, density of shadow
and brilliance of highlight — as well as skilful
positioning of the camera and its angle of view.
Symmetrical balance creates photographs that
are easy to read, with a focus on the clothes and
a general sense of equilibrium. Asymmetrical
balance, on the other hand, appeals to the image
maker and viewer who prefers a challenge. The
asymmetrical frame uses a larger element to offset
smaller elements, while somehow still keeping
everything composed.

> Overall
interest This is
an asymmetrical
image, but the
reflections of the
windows on the
building opposite
draw interest to
the whole image.

The fabric backdrop
simplifies the
chaotic background
and emphasizes the
fashion on display.

<] Focus The
photographer
decides where the
viewer's focus will
lie, and the other
team members
—in this case, the
stylist — will help
him or her to
achieve that goal.

CREATING A VISUAL INTERNAL FRAME

A photographer can create an internal frame
to his or her photographs by composing
them using shapes, objects, shadows or
highlights that surround the model and
create an interesting added depth to the
image structure. This can be accomplished
by framing the top, bottom, sides or the
entire photograph.

" nis ig not
a photo
opportunity

Positions like this
require strength and
determination from
the model.

<] Keeping the balance
As unusual as this
composition may appear
to be, it still has an obvious
overall symmetry to it.

¥V Frame within a frame It's fairly
simple to create an internal frame by
using your surroundings. It's a useful
tool for guiding the eye to the model
and the clothes she is wearing.
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futorial 28

s you learn to develop your own ideas regarding light and composition,
on't forget the importance that content contributes to the success or failure
f a fashion image. Content literally includes everything that you decide to

ut into your frame, as well as your decision to leave certain things out.

-om a fashion perspective, the first consideration
which clothes to shoot, and how and where to OBJECTIVES
o the best job of photographically representing
1em. Whether the decision is made to shoot on
clear white background or in a mansion filled
> the ceiling with antiquities, the photographer,
iith the help of the fashion stylist, must decide
/hat stays in the frame and what stays out of

. Content can be minimalist or maximalist,
epending on what the photographer wants to
1y to the viewer and how he or she wants the
ewer to be affected by his or her images.

* Decide when to use a
complex or a simple
background

Bold make-up and hair
styling has a strong

bearing on the attitude
conveyed.

A Plain white The white
background heightens the
strength of this image and the
impact of the fashion.

<] Content rich This image has a complex
background that manages not to detract from
the main focus of the model and the clothes,
emphasizing the importance of balance. r:‘b




A Coordinating The minimalist
backgrounds of these photographs
coordinate perfectly with the outfits

on display. (‘:‘b

CONTENT CHOICES

When it comes to deciding what goes into your
shots, the world is your oyster, so, to narrow
things down a little, think about what you like,
and leave out elements that don’t interest you.
Do you photograph a twenty-something male
model in a suit getting out of his shiny new
Bentley or a banged-up 1965 Beetle? Is he clean
shaven or a bit rough? Is he carrying a very
expensive leather briefcase or a Mickey Mouse
metallic lunchbox?

Do you photograph the newest sportswear on the
current, hottest fashion model or on an Olympic
medal winner? Do you shoot either of them
running up the hills of San Francisco or along a
rough track in Kenya? Does the model wear a hat
or an open, black, full-length fake fur coat over
his or her outfit? Is the make-up strong, soft or
nonexistent? Is the model sweating? Do you shoot
using a square, rectangle or panoramic format?

Many photographers prefer to create a simple,
intimate experience, which focuses on the model
and the clothes, with barely anything to distract
from that. Remember that you can create enough
interest with character and personality, combined
with excellent lighting skill, to create gorgeous,
luxurious photographs with a bare minimum

of extraneous props and accessories. What is
essential is that every photograph has importance,
both visual and informational, and that your
image affects people in a personal way. It is the
goal of the successful image maker to somehow
move the majority of the people that view his or
her work.

: CONSIDERING SCENARIOS

TUTORIAL 28: CONTENT

THE MODEL

A model is an instrument to be used as needed by
photographers and fashion designers to complete
the content and attitude of a fashion photograph
or story. It's crucial that photographers achieve

a certain look to each and every photograph in
their body of work, and will therefore need to
motivate a model to do whatever it takes to get
the right result. That level of motivation often
takes models out of their comfort zones, and now
and then there is a battle of wills; but as they get
paid very well to be a means to an end, make
sure they earn their money. A model is a tool that
deserves our respect and whose day rate reflects
that respect.

A Focal point Never underestimate the role
of the model in making that perfect picture. [‘_“ﬁ

Imagine that you have been
booked to shoot the sexiest new
line of lingerie and been given
carte blanche to shoot the story
any way you please. Plan out a
number of shots using a variety
of content scenarios.

1 Do you choose a white studio
background with nothing to
distract the viewer's attention,
or add accessories and props?

2 Is the model in the centre of
the frame or slightly to one side?

3 If she is standing among ten
very handsome male models, are
they wearing black tuxedos or
nothing but giant sunflowers?
Perhaps they are not models at
all, but up-and-coming boxers or
giant basketball players.
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Tutorial 29

Great fashion photographs have attitude in abundance. If a shoot
is well orchestrated, the attitude of the image maker becomes the

attitude of the image.

Attitude reinforces content, and content
underpins attitude. A fashion photographer
must learn to be a good director of both content
and attitude in order to provide guidance and
direction to the model. The model will then
dramatize the ambience that the creative team
have worked so hard to achieve.

V Aggression The highly stylized make-up and
nair combine with the outfit and stark black
sackdrop to give this image plenty of impact. @

> Serenity The
background, flower
accessory and
model's general
appearance give

a serene, calm

and dreamlike

quality. [fb

OBJECTIVES

z
|
|
| * Beaware of the attitude you're trying to
| portray in your work

KNOW YOUR ATTITUDE

The attitude of a fashion photograph or fashion story corresponds
completely with the attitude of the photographer. How the
photographer feels about fashion and about photography in
general becomes very apparent when his or her work is on display.
Here are some examples of attitudes to consider when creating
works of fashion-focused art.

* Happy or sad? * Good taste or bad taste?

* Bored or excited? * Optimistic or pessimistic?
* Lifestyle or fantasy? * Deep or superficial?
 Dramatic or commonplace? * Real or ethereal?

* Sensual eroticism or sexual * Straightforward or cryptic?

vulgarity?

S T PR SR T e e e e
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‘orial 30

| photographers are known by their personal photographic styles, and
ecide consciously or unconsciously quite early in their careers whether
efer to shoot models in movement or as static figures. Others are

‘0 use whatever method works best for them at the time, depending
specific requirements of any given job.

VES

‘stand the
nces between
:nefits of still

- At least 75 per cent of fashion is shot statically. It is
oving models

easier to see the lines and intricate detailing of an
outfit if it isn‘t moving. Stylists ensure the fabrics
drape the way the designer intended, keeping the
‘look” intact. It is also easier to produce a working
intimacy between the image maker and the model if
movement is not involved. Where movement creates
its own mood, static photographs come to life from
the team’s concentration on the light, the attitude and
the fashion garment.

i

p Vary your models
your cropping to
tatic pictures visual

i
1

> Barn doors This series of
photographs was taken in-studio

a combination of strobe lights

for the background and two very
powerful HMI tungsten lights with
barn doors. Barn doors segment

on the model’s body, adding both
visual interest and dramatic effect.

on a white paper background using

the light to create areas of shadow

Barn doors
create areas
of shadow.

The

duratic
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Tutorial 31 OBJECTIVES
* Learn the classic ways
Formats may change from camera to camera, but the frame, the quadrangle to frame your shots and
you see within your eyepiece, from panoramic rectangles to perfect squares, achieve maximum impact
is technically where you begin your love affair with the photographic image.
As a photographer, it is up to you to experiment with how you organize your
subject matter within the boundaries of your particular frame.

PORTRAIT

A vertical rectangular frame is known as a ‘portrait’
layout style on the printed page. At least 90 per cent
of fashion photography work is shot in portrait style.
The 35mm format cameras have a long rectangular
frame shape that must be cropped about 10 to

15 per cent from top or bottom to fit full bleed

(see page 120) onto most fashion magazine page
formats. Photographers must keep that in mind when
shooting and leave a bit of extra room at the top or
bottom of the frame; otherwise they may find their
pictures cropped most irreverently through a model’s
head or feet. Many rectangular frame shapes of
medium format cameras are somewhat more to the
magazine page format, but is it worth it to you to
sacrifice the ease of handling of 35mm cameras for
that of medium format cameras?

D> Rise and shine Shot as part of a
magazine spread for men's nightwear, the
bright shapes from the sunlight through

the windows really give this photo a lift.
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|
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<] Square format In fashion spreads,
the square format is most often designed
these two ways to fit the printed page.
The top layout has a more artistic feel;
the bottom is more commercial with a
full bleed.

<l Client identity Shot for a leading
international jewellery manufacturer,
this DPS format shows just how
important the portrayal of image

is to the client, as well as product.

It also illustrates the importance of
considering the fold line placement.

LANDSCAPE

Landscape formatting (horizontal
rectangle) allows you to create a
double-page spread, which simply
means that your photograph

is printed horizontally across

two magazine pages. Fashion
photographers love shooting a
‘DPS’ because it seems to lend a
certain importance to the fashion
editorial story. Art directors like to
use double-page spreads as the
opener to a large editorial story
and also for important fashion
campaigns.

SQUARE

The classic square format is

found on certain medium format
cameras, and while offering the
photographer a higher quality
image than the 35mm-style
cameras, it must be kept in mind
that unless the photographer and
the art director have agreed to use
the image in its square entirety, the
image must be cropped to be used
either portrait or landscape to fit
the printed page.
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Tutorial 32

Organizing and performing any fashion shoot is exciting, but getting your
first experiences right will prepare you for any eventualities in the future.

Step 1 : GATHER THE TEAM

Once you've made the decision to do a fashion
shoot, start organizing your team as soon
as possible.

First talk to a fashion stylist about what kind of
clothing story you want to shoot, giving him or
her plenty of time to borrow the clothes from
willing stores or fashion PR agents.

Get your hair and make-up artists on board

as soon as possible, because they will need to
arrange their schedules to accommodate you.
Describe in detail the look you'd like them to
create; but if you find this difficult dig out tear
sheets from current fashion and beauty magazines
that illustrate your ideas.

If possible, ask a colleague or friend to assist you.
Even if he or she doesn't have a background in
photography, he or she can help carry equipment,
hold reflectors and do some of the more menial
but necessary tasks. He or she can be a calming
factor in difficult situations, and will generally
make you appear more professional.

L-Q CHOOSE YOUR LOCATION

Decide whether to shoot in the studio or on
location by considering what kind of background
suits the style of models and clothes you've

chosen, as well as your personal shooting style.

= ORGANIZE LIGHTING

Even if you are planning a daylight shoot, take
some extra lighting along just in case the weather
turns against you. Indoor locations can be dark
and difficult to expose if the sun isn't working
with you, but having at least a minimum of
lighting equipment with you will help you get
through a difficult day.

A =

== FILM OR DIGITAL?

Decide whether film or digital is the best solution
to get the outcome you've envisioned. Some of
the new digital cameras have an extremely high
ISO rating that can save the day when the sun
unexpectedly goes in.

OBJECTIVES

* Learn how to organize
and run a successful
fashion shoot

> Brave the storm This is a great
example of a photographer getting to
grips with her environment and winning
the battle. The choice of background, the
stormy sea and a model doing her best
to work it all together contribute to the
success of this dynamic image. ib

¥V Become a director Test your
directional skills and ask your models
to act out your visions. Find the right
model, the right location and, as with
this photo, spend time getting the

lighting just right. |‘:‘b
=
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TESTING, TESTING

Testing new ideas, as well as new models, keeps
creative fashion photographers sharp. By working
with different models, hair and make-up artists,
clothing designers and fashion stylists, testing
develops a fledgling fashion photographer into

a creative and consistent image maker with a
personally distinctive style. It is that personal style
that attracts fashion and beauty magazine editors
and art directors, as well as advertising agencies.

V Rise to the challenge Create a graphically
superior image that's filled with colour, beauty,
balance, design and, of course, fashion. db

DIRECTING YOUR MODEL e
Remember that professional models are just i >
people, not fantasy objects. More often than iR /,:‘
not they have grown up believing they were L. /)

unattractive, with a plethora of supposedly awful
physical characteristics that they were teased
about in school, but have suddenly become
features of great beauty.

If your model is not performing, try having a quiet
word with him or her, explaining how well he or
she is doing but that, perhaps, a bit more energy,
or attitude, or movement, etc. is needed to make
the photograph work. Be kind but assertive, and
challenge and encourage your model until he or
she performs as you wish. Most models are used
to standing on set and just being pretty, so, if you
want something special, you may need to train
them to accommodate your own personal style
of shooting.
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What to be aware of and what to avoid when you are in charge of a shoot.

* Remind your model that he or she needs to get some proper sleep
the night before the shoot. Most models are professionals, but
a handful of the newer, younger ones seem to need to get some
things (partying) out of their systems, so they may need a nudge in
the right direction.

* Make sure the clothes look their best, not like they've been stuffed
into a rubbish bag and sat on by elephants. Ask your stylist to press
and pack them properly so they don't get messed up in transit. It is a
good idea to take a steamer or iron on location or to other studios,
in case of emergencies; you can rent a professional steamer from
your camera supply store.

* Remember that the right shoes are an important aspect of the
shoot, so plan to have the stylist supply them or get the model to
bring his or her best examples.

V Attention to detail Shoes can be integral
to the scene, even if they're not being worn! [‘_“b

* Borrowed shoes must not be returned looking like they've been
used. Tape the bottoms of the shoes with either a wide masking
tape or gaffer tape to protect them and the stylist's reputation.

* Be aware of what's going on around you, especially if you
are working on a public street. Always keep your camera bags
close to you, either just in front or at your side. Being a fashion
photographer does not exempt you from having your equipment
stolen when your eyes and mind are focused on the model in front
of you. Having a crew means you can depend on each other and
look out for each other’s gear.

* Ask your models to sign a model release form, with the details of
how you intend to use the photographs worded specifically. If the
model is under eighteen years of age, it must be co-signed by a
parent or guardian. If you sell or publish any model's image, even
just his or her shadow, without his or her signed approval, you risk
being taken to court.

* Be aware that every city has its own rules and regulations regarding
cinema and photography. However, cities do tend to make it easy
for you to acquire permission to work there, so long as you inform
the police of your plans. Call the local authority, fill in the necessary
forms and rest easy that your shoot won't be needlessly interrupted,
or even terminated. If, due to time restrictions, you can't get
permission to shoot at a certain location, be prepared to pack up
and move at a moment'’s notice, or even be fined. Generally, the
police won't bother photographers unless you and your production
are causing an obstruction or you are using a tripod, so if you don't
have a permit, avoid using a tripod.

* Shoot more frames than you think necessary, and explore more
angles, especially if you are shooting digitally. When you believe that
you have captured the shot of your life, it is hugely frustrating to
find out later that the model blinked, and you didn't think to take a
couple of extra exposures. The only downside to shooting too many
frames is that editing time may be increased, but it is definitely
worth the trouble.



A Remember where you are It's easy to lose yourself in
a shoot, so be extra careful when you're working in public

spaces: the everyday hazards still apply. ib

* Be a good host to your models and creative team. Whether you
are on location or in a cosy studio, go out of your way to make
the whole team feel comfortable. Ensure that water is readily
available and, if the shoot runs on through lunchtime, make
arrangements for some form of food break, even if it is just a
snack. You may want to continue shooting without a break, but
everyone needs to take a breath every now and then, so you
should respect that and enjoy it as well, as a team. Show your
team respect and it will return the favour with loyalty in the
future. It's a good investment.

* Remember, being an introvert will not help get you the pictures
you want, so push yourself and be assertive.

TUTORIAL 32: MANAGING A SHOOT ’ 101

* Never take risks with the health and safety of your models or
crew. If you are working in a derelict building, make sure there
are no exposed electrical wires. If working in the mountains,
don’t ask the model to take a little step backwards without
checking that it is safe. It sounds obvious, but one of the first
major lawsuits against a photographer happened exactly as a
result of that bad call, which cost a model the use of his legs for
the rest of his life.

* Don't forget you must have public liability insurance to protect
yourself from legal action.

* Do not show fear. Your first fashion shoots can seem daunting,
and even downright intimidating, but you need to show the
team that you are in control. Show respect and kindness to your
creative team, but be decisive, and always take charge of the
situation. As the team leader, it is your people skills as well as
your photographic skills that will contribute to the success or
failure of the shoot.

< Safety first

Old warehouses
can make fantastic
locations, but

take a good look
around to check
that your team and
you will be safe

while at work. E@
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Any established fashion photographer will
tell you that without the creative support of
his or her team, he or she could never have
succeeded. An image of a person wearing
clothes does not in itself make a great fashion
photograph. Without the help of an innovative
fashion stylist, a creative hair and make-up
combination, a heautiful model that suits the
feel of the shoot and a hard-working assistant,
what might have been a work of art is destined
for failure. The bottom line is this: put together
the best creative team you can, because great
fashion photography is a collaboration of
inspired, innovative talent.
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* Write a good CV

e Learn to be indispensable!

Tutorial 33

Many photographers leave college or
university hoping to get into the mainstream
of the industry, only to find that most
clients expect these young, up-and-coming
image makers to have gained some practical
experience with one or more known
photographers.

This assistant blocks
the harsh sunlight
from the model by
holding up a silk/
scrim.

Although an assistant’s position is at the very
bottom of the fashion photography food chain,
assisting can be an invaluable means of learning
about the business. The all-round experience you
gain from working side by side with established
professionals is something that simply cannot be
offered in a degree course. Professionals have a
wealth of knowledge that you need to assimilate
if you plan to make it on your own one day.
Knowing you have this practical experience, and
perhaps having witnessed how you work on a
shoot, can help give a client the sense that you
are reliable.

The second assistant
holds a reflector to
kick more sparkle
onto the model.

<] Learn through
experience

Assisting professional
photographers on their
shoots will teach you

However, it is important to remember that
assisting is a means to an end; therefore, you
must be prepared to take the plunge and move
up to the big league when you feel you have

i ; many things that can’t
gained all the experience you can.

be learned at college.
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THE BENEFITS OF ASSISTING

Don't expect to be paid much at first; but in a short time you studio, and when you have gained the trust of the photographer,
can earn a respectable living, and besides, there are many fringe he or she may help you get your book together by lending you
benefits from being a fashion photography assistant. Best of all the use of his or her studio, and perhaps even some specialized
are the trips; with any luck you will go to the best restaurants equipment — although the latter may require some begging!

and stay in first-class hotels, while the client pays for it.

As a photographer’s assistant, you will undoubtedly make
On a more serious level, the benefits to you as a professional are important industry contacts — such as models and model
many and varied. You will learn photographic techniques from agencies, fashion stylists, hair and make-up stylists, fashion
the pros and will soon understand the varied photographic styles  editors and art directors, location scouts and studio hire,
and thought processes behind them. You will learn how to run a and caterers — that will be of great use in the future.




Once you've got the job,
you want to keep it — at
least until you are ready
to move to the next level.
The following tips will
ensure that your employer

+

can't do without you.

As a photographer’s assistant,
you'll make a huge range of
contacts, including hair and
make-up artists. The good ones
are always worth noting down
for future reference.

»

¢ R
o ;!f; e 53
B it
< 3

TUTORIAL 33: BECOMING AN ASSISTANT

Always listen carefully to the photographer and
ask questions if in doubt. Photographers expect you
to be inquisitive, lest they think you lack interest in
their work or the beloved subject of the business in
general. Also, very importantly, a mistake on your
part could wind up costing thousands to reshoot,
and perhaps your head on the chopping block.

World-class fashion photographers have an ego,
and it doesn't hurt your chances to massage it at
times. Keep in mind just how much work they've put
in to get to where they are today. You'll be the same
when you get there.

Learn the professional working system of your
photographer. This should include knowledge of
his or her preferred lighting set-ups and on-set
procedures for camera and film handling.

Keep the studio spotless and the equipment in
perfect working order. Make it a point to have any
faulty camera equipment repaired before it needs to
be used and rent replacements if required. (Don't
worry, all working photographers have accounts
with the necessary shops.)

Use your initiative; do the helpful little
things without having to be asked. This could
include making coffee for the client, going for
doughnuts, delivering the portfolio or taking
out the post. Taking the team’s requests for
lunch and calling in the order is part of the
assistant’s job.

o

' Treat clients as you would royalty; they have
come to expect nothing less.

Be seen and not heard. You are an integral
part of the success of the shoot, but it is the
photographer’s show, and if there is something he or
she needs to know about, be it a technical problem
or a delivery that requires a signature, be discreet: the
less the client knows, the better.

Leave your problems at home and arrive at the
studio with a smile on your face. This business has
a high feel-good factor ratio, and it is up to you
as the assistant to keep the team happy while the
photographer does his or her thing. Remember
your place on the fashion industry food chain, and
that there are always assistants who can’t wait to
take your job if you're not up to it, so always be
on top form and in good spirits.

It is the sworn duty of the assistant to make
the photographer’s life less stressful. Consider
that even a one-day shoot could cost between
£2,500 and £25,000. If anything goes wrong, be
it a make-up mistake, a styling error or perhaps a
burned-out flash tube that the assistant didn't
notice and change, it is always the fault of
the photographer as far as the client is
concerned. It's not enough to say, ‘Oops,
sorry, but my assistant dropped my best
shot into her coffee’, because it's your
job to make sure that your coffee
is never in the wrong place at the
wrong time.

The best assistants know that
success is all about anticipation. Always be
one step ahead, keeping your telepathic powers
sharp. By putting yourself in the photographer's
mindset, you will both be in sync with each other
and hardly a word needs to be spoken to get the
job done seamlessly. If you can successfully run
someone else’s studio, you are well on the way
to being able to run your own.

Never be seen to be selling yourself to
your photographer’s clients, and that certainly
includes handing out business cards without the
photographer’s blessing.

. Don't forget to clean the coffee
cups before you go home.
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Working with known
photographers never
fails to impress.

> First impressions

Remember that you're

presenting your CV to
people who need t.o be
impressed by the visual
aspect as well as the
content, so make sure
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easy to read.
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Tutorial 34

The difference between a good portfolio and a great portfolio
often comes down to the intelligent casting of models.

A photographer’s ability to cast the best possible
model for any particular test or job separates the
novice from the professional. A fashion portfolio
filled with great images and ideas, but riddled
with badly cast models, will look terribly amateur,
or worse, forgettable. Shrewd photographers
know that if you can't get the right model for a
test shoot you should not waste your time or that
of your team; it only leads to heartache and the
loss of your crew’s trust.

FINDING A MODEL AGENCY

It makes good sense to speak to other
professionals in the business to find out which are
the best and most approachable model agencies.
If you don’t have resources for such advice, then
pick up the best fashion magazines local to you
and turn to the model credits at the end of each
fashion editorial, where you will almost always
find the name of the agency that supplied them.
Compile a list of the top agencies and get ready
to make contact.

APPROACHING A MODEL AGENCY

Without an appointment, some model agencies
are happy to meet with photographers and help
with casting if they know you are a working
professional and have been using their models for
paid jobs on a regular basis. If you don't yet fall
into this category, phone the agency to ascertain
who deals with developing fashion photographers,
then aim to set up a time for you to pop in,
introduce yourself, discuss your needs and ideas
and show what you do and where you want to
take it. Young, new, creative photographic talent is
important to every reputable model agency, which
will have an abundance of inspiring new faces
that need impressive pictures for their portfolios.

OBJECTIVES

> Spoiled for
choice Finding
the right model
for your project
can seem
daunting, but
with so many
beautiful faces
and bodies to
choose from,
you are sure to
find your perfect
subject with a bit
of hard work.

If it can get great pictures fast, the agency can
start earning its money from the models’ efforts.
Models with potential but no photographs

will have a hard time getting booked, because
photographers and clients who are casting for
paid jobs assume that, if a model hasn't a book,
it is because other photographers and clients
didn't think he or she was worth the risk either.

If you can develop a good relationship with model
agencies by taking great test photos of their new
faces that help to kick-start careers, they will
always be there for you when you need them.

e Choose the right model for your look

e Learn how to use agencies and castings
to your best advantage

Don't waste your time with
model agencies at the low
end of the spectrum. They will
never have the class of model
you need to put together an
impressive portfolio, and a
model’s bad reputation can
sometimes taint your own.
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CHOOSING A MODEL

There are several ways to deal with the casting of models. If you
are planning a test, or have received a brief from a client, you
should call your favourite model agencies and tell them what kind
of fashion story you are casting for and what type of model you
need. Be as specific as you can. For example, the test or job involves
shooting high fashion dresses at a famous restaurant and you need
a blonde, sophisticated woman, aged between 22 and 26 years of
age, and at least 1.8 m (5 ft 10 in) tall.

The agent will take all the relevant details, including any about the
client and budget, then go back to the 'hoard’, a wall displaying all
the models that the agency represents, and their ‘composites’, a set
of photographs formatted onto a small card that the agency feels
represents the best looks of the model. The agent will pick out all
the sophisticated blondes that will be available for the shoot and
send their ‘comps’ to the photographer for closer scrutiny.

You can save time by asking the agency to e-mail you its model
suggestions. Alternatively, if you prefer to go it alone, go to

the agency’s website and scour the pages of models, compiling
your own list. Often you can download and print off a model’s
composite to save and use for this and future castings. If you have
a client that needs inspiration, you can typically click 'send to a
client’ and forward your casting ideas electronically.

Armed with this information, it is time to choose the models that
fit the story line and decide who to invite to a formal casting
session, either at the agency or, more likely, at the photographer’s
studio. A typical casting, sometimes known as a ‘cattle call’, can
bring in between one and one hundred models, sometimes for just
one job. The size of the casting depends on the photographer and
how many models are available to attend.

CONDUCTING A CASTING

Set up a table in an area of the casting room where you, and
perhaps your client or fashion stylist, can sit comfortably and receive
the models. If you have a large casting to deal with, pass around

a piece of lined paper and get the models to sign up in the order
they arrive at the studio. Have a chair on hand for the model you're
currently interviewing, to ensure he or she is comfortable in an
otherwise rather intimidating situation, especially if he or she is new
to the industry, and perhaps quite young.

All models have a portfolio to show, although some may be
minimal depending on their experience. While reviewing his or her
book, ask him or her some questions about himself or herself. For
example, where is he or she from and how long has he or she been
modelling? You need to assess not only if he or she is visually right
for the job but also if you would be able to work together. If he or
she seems at ease with you at the casting, he or she is likely to be
comfortable working with you on the day of the shoot.

At this stage you may choose to take a snapshot, both to help you
remember the model once he or she has left and as an example of
how he or she looks without the professional make-up and possible
retouching of his or her portfolio pictures. Once he or she has left
the table, take the model’'s composite and put the best choices in a
‘good’ pile with the rest in the ‘'not so keen’ pile.

When the casting session is finished, call the agencies and put an
‘option’ on the models you want to use for the job. ‘First option’
means that you have first dibs, even if other photographers call
afterwards to book the same model on the same day. Because some
models are in demand, you may only get second or third option,
which implies that whoever got first option will need to drop his

or her option if you are to get the model you want.

<l Showcasing talent All the top model
agencies are only too happy to supply
photographers and clients with model
composites and posters that show a wide
assortment of looks and qualities that
advertisers need to sell clothes, jewellery,
perfume and hair/beauty products.




A The best Get the best model that your client’s money affords.
A top model like this, with flawless skin and sparkling eyes, is well
sought after and can model a range of products and looks.

WHAT TYPE OF MODEL TO LOOK FOR

There are many variables in terms of model casting, and they
largely depend on fashion style. Haute couture clothing tends
to require a sophisticated looking model, tall and thin, in
contrast with lingerie models, who tend to have fuller, more
voluptuous figures. Athletic sportswear needs a healthy looking
model who can be photographed playing sports and make it
look real. Streetwear might need cool characters with a bit of
neighbourhood attitude.

During the casting process, think about which models have the
particular human qualities you want to portray in your book,

in conjunction with the obvious visual qualities. Does your
model’s look need an underlying feeling of gentle kindness,
condescending sophistication or strong street attitude? Do you
want a quirky punk look, a girl-next-door feel or a rock chick?
The more specific you are with your casting skills, the more
obvious the feeling you are trying to get across will be.

TUTORIAL 34: FASHION MODELS

Models who tend to get photographed for toothpaste advertisers,
hair products and most fashion catalogues are classified as having
a ‘commercial look’. These are the boy-next-door/girl-next-door
models that the general public finds it easiest to identify with.

Models who are photographed for the more artistic fashion
magazines are also used for perfumes, jewellery and high-end
clothing brochures, and are known in the business as possessing
an ‘editorial look’. They usually have an air of sophistication or
another interesting sense of quirkiness that easily distinguishes
them from the more commercial-looking models.

Choose models for your portfolio that follow the story line you are
trying to sell. It probably won't make sense to cast an incredibly
elegant model on rollerblades selling T-shirts and cut-off jean
shorts, just as you wouldn't cast a scruffy looking kid to advertise
up-market back-to-school clothes.

HEIGHT 5'10 DRESS 6/8 SHOES 7 EYES BROWN HAIR BLONDE

<] Editorial This model
has an editorial look, the
kind of which you see
on the fashion pages of
sophisticated magazines
and elegant brochures.
She is equally at home in
haute couture dresses as
she is in designer jeans,

and has appeared on
billboards around the
world.

mreermoOZm<OX TV >r MO rmou>»un-—

W EDITORIAL
MODELS.COM 020 7000 700 -

> Commercial This model
has a commercial look
that's used to advertise hair
and beauty products, and
young and casual styles of
clothing in catalogues.
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Tutorial 35

While there are some models who know how to apply professional looking
make-up, and can brush or put up their own hair, the fact remains that
qualified make-up and hair stylists can do the job so much better and with
considerably more panache.

Make-up and hair stylists are typically highly innovative people with
artistic backgrounds who decided to use their creativity in a practical
way that earns good money, gives them a glamorous lifestyle and
takes them around the world.

WHY YOU NEED PROFESSIONALS
Make-up artists and hair stylists can make or break the look of your
story, which is why photographers must shop for the best artists
they can find for any job they do. Experienced professionals will
have a portfolio that demonstrates they can create a multitude of
styles and effects, and do them all with a careful sense of clarity
and perfection, because all it takes to throw a model’s look into
chaos is an unevenly drawn lip or eyelashes that don't stay where
they belong. Badly managed hairstyling will undermine the beauty
of a great make-up job, and vice versa. A boring, unimaginative
hairstyle can be just as disastrous to a fashion photograph as a dull
or clumsy model, or bad lighting.

Finding make-up and hair stylists

The same rules apply to approaching make-up
and hair agencies as they do for fashion stylists
(see page 112).
© Get as much advice as you can from
other professionals in your field, including
photographers, art directors and magazine
editors, then call and make appointments
with the right people.
@ Always show the agency your work so they
can point you in the direction of artists with
similar ideas and interests.

OBJECTIVES

* Understand the
contribution of
hair stylists and
make-up artists to
a successful shoot

<l A Professional
touch A good make-
up artist understands

the colours and ‘
density of colour

that will look good

for the camera and

right for the overall

image you're trying |
to convey.




<> Worth waiting for Don't expect
creative hair stylists to work quickly: a little
patience from you at the start of a shoot
could mean the perfect look for your
model, and ultimately, a more successful
shoot for you.

CHOOSE YOUR LOOK

A hair or make-up stylist that works for catalogues or advertising
will be able to supply you with a ‘commercial’ look. They will not
produce the creative, innovative looks associated with magazine
work, but a successful commercial hair or make-up artist can whip
a model’s look into shape in no time at all — about an hour — and
do it with total perfection.

When a make-up or hair stylist's work is described as having

an ‘editorial’ feel, it implies that he or she is more inspired by
creativity and story telling than by commercialism. This kind of artist
embraces the fashion magazine's innovative possibilities and uses
make-up and hair as tools to create fantasy. These are the artists
that get to do the high-end fashion and beauty work for Vogue
and Harper's Bazaar, Dior, Valentino, Lagerfeld, Versace, Maybelline
and Max Factor. However, don’t expect this look to be completed
as quickly as with the commercial stylists — creativity made perfect
takes time. With a 9 a.m. start you'll be lucky to get the model on
set before 11 a.m.; but don't get restless, your patience will be
rewarded with a fantastically transformed model.

Remember to choose make-up artists and hair stylists who will
make a contribution to the look you want to sell as a fashion
photographer, be that commercial or editorial.

TUTORIAL 35: MAKE-UP AND HAIR STYLISTS

Unattractive hands and feet can ruin an otherwise fantastic
fashion shoot. Some models have naturally beautiful hands,
feet and nails, and many take care of these seemingly small
details, but too many models, especially the novices, don't.

As a developing photographer, you want to be sure nothing
can go wrong, so either hire a make-up artist who can also do
manicures and pedicures, ask a freelance manicurist to attend
the photo session as well or ensure that your model has her
nails done professionally the afternoon before the shoot.
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Tutorial 36

A successful, groundbreaking fashion story needs terrific
clothing and the creative flair of a cutting-edge stylist;
without one it risks becoming a lacklustre, disjointed mess.

The primary role of the fashion stylist is to procure
the right clothes for your shoot, which will clearly
tell the story that the photographer, the magazine
or the client wants to illustrate.

FASHION EDITORS AND FREELANCE STYLISTS
You are likely to come across two kinds of fashion
stylist: the fashion editor and the freelancer. The
fashion editors of magazines or other publications
are responsible for interpreting their fashion
director’s stand on the clothing of the season.
This means they must figure out which garments
from which labels will be photographed and
where; how the garments will be worn and
propped, and on what model; and, if they have
greater power than the art director, who will be
lucky enough to photograph them.

The freelance fashion and advertising stylist

is responsible for organizing the clothing

ranges of his or her client so that they can be
photographed for catalogues, brochures and
advertising campaigns. Typically, he or she is hired
by photographers for his or her creative and
organizational skills, in order to make a success
of all kinds of interesting fashion and advertising
jobs. Any publicity that requires male or female
model talent is likely to be styled by a freelance
fashion stylist.

> Indispensable A stylist does
far more than making sure the
clothes look right on the day,
though this is important too!

OBJECTIVES

° Learn how to meet
and collaborate
with fashion stylists
who can turn your
fashion stories
from amateur into
professional

CREATIVE AGENCIES

In every important fashion-advertising city you
will find agencies supplying the top creative
fashion talents of the region, as well as the best
of the younger, developing talent. Some agencies
specialize in one or two aspects of the industry,
while others offer a one-stop shop, supplying
everything from stylists to hair and make-up
artists, as well as photographers and even
illustrators and art directors.

The best way to find a good agency for

fashion stylists is by talking to other working
photographers. They will know which agencies are
the most prestigious and the ones that may be
more likely to talk to developing photographers
about testing and entry-level work. You could also
try seeking the advice of magazine editors and art
directors, if you have been clever enough to make
some friendly connections.

Finding a fashion stylist

@ While showing an agent
your work, ask to see the
stylist portfolios.

© Depending on the agent’s
opinion of your work, you
might be presented with
the younger, developing
fashion stylists, in the
hope that you will grow
together professionally as a
team, or the books of mare
established fashion stylists
the agent feels would be
more suited to you and
your work.

Look through the portfolios
and pick out those who you
would hope to collaborate
with.

© When you have arrived at
a shortlist, arrange to meet
and talk to the stylists.

@ Discuss your ideas and listen
carefully to theirs, and make
a note of the talent you
think you will get along
well with.

If you are lucky enough to have plenty of money
at your disposal, call a recognized fashion talent
agency and book a top fashion stylist to work
with you. Diving straight in with an experienced
stylist could save you time and allow you to

skip over the many common growing pains of
photographic fashion story development.
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When you specifically need to shoot in a location other than your
studio, a few extra team members may be especially useful.

LOCATION LIBRARIES

In cities where fashion photography thrives,
there exist location libraries that can assist
photographers and their clients in finding
locations appropriate to the brief they are
provided with.

In many circumstances a photographer will

need to suggest locations that are not easily
found from industry contacts or by researching
areas by car or on foot. The brief may call for

a disintegrating warehouse interior to show

off a collection of cool, rock-chic garments, or
perhaps a glass penthouse apartment with views
over the city for a perfume advertisement. While
photographers may know of a choice or two that
might just work, they will never have the same
resource power that the location libraries have.

LOCATION SCOUTS

When photographers become too busy to look
for locations themselves, or perhaps they live

in New York but have a fashion shoot to do in
Buenos Aires, they may need to call in the help
of a freelance location scout to make the trip for
them, hook up with local production people, rent
a car and spend as much time as the client is
willing to pay for shooting city streets or historic
buildings, beaches, mountains, rooftops, etc until
there are enough interesting and usable locations
to fill the client’s brief.

There is generally a small token fee, or no fee at all, to
venture into the offices of a location agency and browse
their stockpile of locations, as long as they feel you have a
legitimate request. There will be a fee if you book one of
their listed locations, which can be a percentage of the hire

cost or a flat rate.

An Internet search engine will bring up various
websites for location scouts, from which you

can find a scout that, judging from his or her
location snaps, knows how to think like a fashion
photographer and appears to have a great sense
of taste and style. You can also get referrals for
scouts from location libraries. Location scouts
generally charge a flat fee or a day rate, plus all
expenses — flights, hotels, food, car rental, hiring
local guides, etc.

THE PRODUCTION TEAM

Keeping a large production for a shoot on track is
a responsibility often given to a competent, highly
organized production team. A good production
team will take care of everything from crew
transportation, the booking of flights and hotels,
location research, feeding the photographic
teams, securing permits where necessary and
hiring bodyguards and extra assistants.

Find a team that knows everyone worth knowing
in the related film and photography industries

as well as the relevant authorities in government
that can make things happen. Search the Internet
for “film and TV production’ or ‘production
managers/supervisors' in whatever region or

city you may need them, and ensure they have

a credible reputation and an interesting and
impressive client list.

OBJECTIVES

* Get acquainted with the pros
who will help you shoot on
location anywhere in the world

Finding a location library

» Find out the names of the
top location libraries from
other people in the business
or using an Internet search
engine.

On the location libraries’
websites you will be able to
select the category you are
looking to explore, such as
luxury apartments, historic
houses, cool kitchens and
bathrooms, churches,
warehouses, derelict
properties, office buildings
or incredible rooftops.

Scan the listings and make
a shortlist of the locations
that fit the needs of the
shoot. If there are too many
great places to choose from,
telephone the library and
let them suggest the best
locations based on other
clients’ experiences, and of
course the popularity and
bookability of that location.
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Editing your fashion photographs is one of the most
important and introspective stages of your development
as a fashion photographer. Pulling off a great shoot means
nothing if you haven't picked the absolute best of the
possible choices and arranged them into an interesting
and cohesive fashion story. Precise, sensitive editing shows
a potential client that a photographer is in control of the
look or style he or she seeks to convey: his or her personal
outlook on fashion photography.
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Tutorial 38

*hotographers have an obligation to create and select images that reflect the
yrilliance of the fashion designers. Remember that the pictures you edit and
lecide to show must be hoth inspirational and aspirational.

OBJECTIVES

* Know how to pick the best pictures to
showcase your talent

* Be able to compare and scrutinize your
images by applying the essential criteria

"here are certain things to look for and be aware
»f when editing your best images. For example,
ire the clothes draping well, not twisted or in
reed of pressing? Are the trouser legs sitting

vell or bunched up around the shoes? Is the
.ollar straight or askew? You may be looking at
ransparency film or digital images, but either way
'ou’ll want to quickly get rid of the blinks, funny
aces and awkward movements. An incremental
lifference can change a mediocre photograph
1to a good one, and a good one into a great
ne. In one frame a shadow under her eyes
nakes her look tired, while in the very next frame
he may have tilted her head up a fraction and
20oks like perfection itself.

lemember that the photographs that come alive
re the ones where the fashion looks amazing
nd the model stunning.

Starting point Edit out the obvious faults, like blinks, pursed
»s and bad styling. The best shots will become apparent as you
hittle the picture numbers down.

EDIT IN STAGES

If you have photographed your fashion story
using film, use a lightbox and a lupe magnifier
and edit one shot at a time. If you have worked
digitally, do the same but on the computer.
Editing is time consuming, but by doing it in
stages you can get through it.

LS

!
L g >
LI you shot plenty of frames for each outfit,
pick your favourite twenty images of each shot.
Whether you shot four different outfits or ten,
choosing the best twenty will give you a better 3
sense of the continuity of the story. 8

20.ing

Cool, but e
’;' . x ¥ - 083719 jpg ———
<. Repeat the process but narrow the choices iztcll?lg s =
ce

down to ten images. The pattern and feel of
the story is much more apparent now, and
your favourite frames are more obvious to you.

.
{ &

e
o

= Now that you have been through the entire
shoot, choosing the final three images of each
shot will be much easier.

Al d . 083722 jpg ——
&= Take your final three choices of each shot 083721 Ipg
and make a small rough proof print - 10 x 15
or12.5x18 cm (4 x 6 or 5 x 7 in) maximum
— of each one. Do not spend too much time
on quality because you will only use these as a
tool to decide your final spread options in the
next tutorial.

> Pick of the bunch

TO0B379a
Whether working from a contact sheet, First choic a:::;\y ~—— g T
lightbox or straight off the computer, edit your mix of te iing
pictures down to your final favourite three, then make and 9°°d =
some quick proof prints and lay them all out to create o
the best story possible. L —— T ———— I




i Reject: model has
been caughtatthe  TUTORIAL 38: THE EDITING PROCESS

wrong moment

Reject: too
much hand
in the image

Reject: model’s
head is turned

Reject: gobd
attitude but
jacket is

squished up

Reject: leg
looks twisted

Choose: the best
hair and face shot

Choose: the Fhoose: this
most agile pose is the most
dynamic pose Choose: the

best attitude
and styling
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Tutorial 39

Creating image sequences, or ‘stories’, for your portfolio and website is a fime-
consuming and demanding assignment, but also one of the most creative and

satisfying tasks we do as fashion photographers.

OBJECTIVES

e Discover the secrets of
successful photo selection
and presentation

By working through this important exercise you
will soon see yourself improving with experience,
and your success with future commissions will
depend on it.

As you put your stories together, always bear in
mind the following points.

VISUAL CONTINUITY

Demonstrating continuity is vital for a fashion
story, whether it's to be used for a magazine or
purely for self-promotion. Choosing just the right
photographs that will be spread interestingly
over four to eight pages takes photographic
knowledge, fashion sense, an understanding of
your basic concepts, a bit of risk taking and a
will of steel.

Prove you have the courage of your convictions
by using the strongest visual images you have and
organizing them in ways that create an arresting
narrative. You don’t want visual stagnation, so
mix up your positions, for example by putting a
standing shot next to a sitting shot or a close-up
shot next to a full-length one.

Take a look at some better fashion
catalogues to get an idea of what
they are looking for in terms of
styling and neatness. If you want to
concentrate on working the catalogue
market — the backbone of the fashion
industry — then even when you are
doing test photos for your book, keep
basic guidelines of fashion styling in
the back of your mind.

SHOW OFF THE CLOTHES

Fashion photographs should be visually exciting
and work well together as a story without
sacrificing the look and feel of the clothes or
the integrity of the designer.

Depending on the job, there are different '
views on just how 'neat’ a garment must

look. For example, fashion catalogues need an
accurate account of a garment because they

are trying to sell it straight off the printed page.
Magazine demands vary, but generally leave the
photographer a considerable amount of latitude.
Some cater to a slightly more mature market

and would not accept clothes looking too messy,
while those appealing to a younger and trendier
audience may let you throw them, and the model,
into a lake. The moral of this story is that you get
to know your market.

<1 Visual continuity Location, mood

and technical style are all aspects that

can turn a collection of photos into a |
story. The castle setting, the conversion

into black and white, the colour balance

in Photoshop and the mood of these

pictures are consistent throughout, while |
the different cropping techniques create |
variety and added interest.
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26 ARRANGING PHOTOS AS SPREADS

1 Set your proof prints down on a table and arrange your
favourite images in such a way as to create the strongest
photographic story, always checking the thread of continuity
and its flow.

2 Let the most powerful image appear as the opener to
your spread and this will set the tone of the story. Arrange
the middle photos to work well with each other. You want
to end with a bang, and this combination of strong start
and strong finish will help clients remember what they've
seen well after you've left their offices. If a fashion editor
or art director struggles to remember the gist of your work,
you may have missed an opportunity.

A Be choosy Lay out your pictures and take some time to scrutinize which ones

would be best to use and how they could be put together.

[> Crop options
Consider how you
might crop your photos
to increase the interest
and viewability of

the spreads, perhaps
making them more
cutting-edge.

[> Stand out Your
photos should create

a mood and make a
statement; they should
show a willingness to
try ideas that may be
out of the ordinary.
Ask yourself which
aspects will separate
your portfolio from the
hordes of others.
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‘'utorial 40

1 aspiring fashion photographer should keep the print design element of his or her
st portfolio as simple as possible. The most important element in any portfolio is the

rength of the photographs themselves.

tempting to dazzle a client with your brilliant
aphic design ideas can backfire; art directors
itomatically revisualize your photographs as they
e fit, and could misinterpret your effort as a way
cover up a weak photographic presentation.

YLE

u will need to decide whether to print your

ots full bleed or with borders. A full-bleed
otograph fills a page entirely, with no use of
rders. Printing full bleed is simplest of all and
the most typically used page design format for
e majority of fashion magazines and advertisers.

inting an image with a border is a widely
ed alternative and gives a somewhat more
tistic feel than full bleed. Experiment with a
imbination of borders and full bleed to see
hat makes sense for you.

ir the sake of visual continuity, it is important to
jure out the best printing look for your personal
yle and stick to it throughout your portfolio.

UALITY

isy art directors don't have time for amateurs

1d can see the quality of your printing technique
om across the room. Make the most of precious
ypointments by showing your work off in

1ly the finest possible way. If you can’t master
inting yourself, take your images to any one
“the many respected labs and simply tell them
hat you want. They will have many different
iper types and varied technigues to show you

- well, and can easily add value and craft to

ur book.

<l Full bleed
Edge-to-edge
printing is most
often used by
magazines and
advertisers.

Never put ‘flat’ prints into a portfolio. ‘Flat’
is printers’ jargon and means lacking in
contrast, something that can turn a stunning
image into a boring one, possibly infecting
the entire spread. If you are at all uncertain
of the contrast of a print, redo it at the next,
higher level or grade of contrast, compare
the two and pick the most exciting one.

OBJECTIVES

* Make the most of
your prints

e Create a winning portfolio

< Framed
Printing with a
white border
offers an artistic
look to your

| presentation.

<] A Brighten up Compare these two black
and white prints: a flat print (a print lacking
contrast and brightness), such as the one
above, is not presentable and will drag an
otherwise great portfolio into the gutter.




5 FINAL PHOTOGRAPHS

Try these design ideas and compare the various looks to
decide what works best for your book.

1 Print a double-page spread with both pages as full bleed.

2 Print a double-page spread with one page as full bleed
and the other page as an image with a white border.

3 Print both pages of a double-page spread using an imag
with a white border on each page.

4 Print a double-page spread using one photograph as full
bleed over both pages.

5 Create a collage of images themed around a mood
or colour, leaving some squares as solid colour to
demonstrate you have an eye for design.

6 Make spare copies of a disc with your work ordered
in the most dynamic and logical way to send out to
potential clients. Don't include hundreds of images; edit
them down. You are sending your disc to busy people.

TUTORIAL 40: PRINTING YOUR PHOTOS

<] Colour options Decide
which process looks best
for the impression you
want to create with your
fashion stories: colour or
black and white?
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Tutorial 41 OBJECTIVES

e Evaluate the different ways of

Putting together a portfolio can be daunting. Do it right and the art presenting your photos

directors and fashion editors will love you, book you, hand you the i1ab
career you've always wanted; get it wrong and just try to get another * B BETE theﬁ_mduas Fallabid
appointment in the future. to help you do this

In a rare occasion there may be a photographer who will dare to
wvalk into an art director’s office with a stack of prints straight out
of the darkroom, badly washed, smelling of fix and still get booked
‘or a high-paying fashion or beauty campaign because his or her
mages are undeniably impressive, regardless of their presentation.
n an ideal world, the best work always wins the day, while in the
-eal world, there are many accomplished photographers who could
1o any job well, so in order to stem the competition, it's wise to
resent your best work in a way that shows your images to their
jreatest advantage. There are a number of ways you can do this.

MHE CLASSIC PORTFOLIO BOOK
‘or many years there have existed two standard-sized

»ook-style portfolios — 23 x 30 and 28 x 35.5 cm (9 x 12 and

I1 x 14 in) - but these days almost any size and dimension goes,
15 long as the package presents your work as
rreative, thoughtful and insightful.

viost importantly though, your portfolio
hould portray you as an individual among
reatives with a definite personal style. Some
»ooks are made of contemporary acrylics,
vhile others are elegantly bound in the
oftest leathers. With the latter option
'our name can be embossed on the

ront with the logo of your choice, and
1side the book tends to have crystal-
lear pocket-style pages to show off your
shotographs.

A Brilliant boards Presentation
boards like these are a strong tool for
advertising-minded photographers.

PRESENTATION BOARDS

Presentation boards are often used to show

off fashion advertising-style photography. With
fashion advertising the project is most often based
on only one final image - ‘the one shot deal’

— which may be reproduced in many different
media, for example, magazines, hillboards, buses
and bus shelters. By having photographs mounted
on card or laminated onto sturdy plastic boards,
the photographer can present them one by one,

- Style statement Show an art director giving them a sense of individual importance.
1at you mean business and exude style
y having your name embossed onto the
aver of your elegant leather portfolio.
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2 prepared The art director may
ask to see your portfolio for a quick
sh, so try to keep at least one copy
and at your studio.

PROFESSIONAL WEBSITES

Every fashion photographer, dead or alive, has

a website. Websites are an especially important
tool, not only to procure work locally, but also to
instigate an awareness of talent to a much wider,
world-based audience. While many younger
photographers have had the training to produce
their own websites, those without the skills can
easily find someone to put one together for them
at a reasonable cost. It is a sound and necessary
investment. There are many hosted sites around
the world that introduce potential clients to a
vast array of talented fashion photographers, and
art directors can simply search with the keywords
"fashion photographer’ to find a certain type of
image maker to fulfil any kind of brief.

From a technical point of view, the solutions to a
fantastic and impressive website are endless, but
in general, simplicity and ease of handling are
important. A website that is difficult to navigate
may have its tour cut short, only to have an art
director quickly move onto another simpler, yet
content rich, presentation. Websites can be small
or huge, but the most important factor is the
quality of their content. Only show the very best
of your work, and if in doubt, ask colleagues for
their opinions.

BEAUTY | WOWENS FATHION | MENS FASHION | PORTRALTE | PIME AAT | SPORTIwEAR 4

Rather than sending CD-
ROMs to prospective clients
out of the blue, it is a good
idea to make some form of
contact first, either by e-mail
or by telephone, so they are
aware of your existence and
feel more of a duty to give
your CD-ROM the thorough
look it deserves.

¥V Keep it simple Make your website easy
to understand and navigate. Categories
should be easily identifiable; for example,
you could have a page for beauty, a page
for menswear, etc.




TUTORIAL 41: STYLES OF PRESENTATION

CD-ROMS
CD-ROMS are being used more and more as an

alternative and a support factor to traditional
portfolios. They can be posted around the world
at a fraction of the cost of sending a heavy
portfolio, and because they can be produced to
provide a slick presentation, they can be an ideal
way of introducing yourself to a huge and varied

world market.

Small folder with
logo and set of
postcards inside.

PHOTOGRAPHIC COMP CARDS

Where the rest of the world leaves a small, wallet-
sized business card with potential clients, fashion
photographers use a ‘comp card’, a composition
of images and logo on one piece of paper that
represents their best current work and trends.
Comp cards are often used as mailers to potential

clients, and are left in portfolios to be taken as a o7

reminder of the photographer's work.

Long double-folded
card with men on
one side and women
on the other.

eliotS1€ZE] s
020 7723 3100

ton co.uk

Comp cards should be creative, content rich,
sometimes humorous, but always simply yet
elegantly designed. This is the impression you

want to leave with those who may book you in EUOT SIEGH_
the future, so you want it to be a lasting one.

PHOIOG R ARy g1,

> Memorable impression
Photographic comp cards can
take several forms and can
be left with clients so they

remember you and your work.
Long one-sided

picture strip on
thick rag paper.

Large standard comp
card with images on
front and back.
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The time arrives when you know in your
heart that all your hard work is paying off
and that you and your portfolio are ready
to go pro. When you open your favourite
fashion magazine and can envisage your
work on those pages, it's time to take a
deep breath and get yourself out there.
When you see the latest, hottest sportswear
campaign framed in neon light and
suspended from the top of the Brooklyn
Bridge, and realize that you could have shot
it better, you've waited long enough.

T
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utorial 42

ien it comes to approaching fashion editors and art directors, some photographers have a
ural gift of the gab, which is always a plus, while others feel more confident by applying

>fter approach to their methods of making contact. In this tutorial you will learn the best
ys to get yourself seen by the movers and shakers in the fashion business.

OBJECTIVES

TNHP portfolio
* Be confident in taking those first steps

into professional fashion photography See CHAPTER 8: THE PORTEOLIO

* Know where to start! pages 114-127

can obtain lists of nearly all the important people in the

ion and advertising industry both locally and nationally by
ching online, or checking business listings for ‘art directors’,
vion editors’, ‘fashion magazines’, etc. Buying lists online
ensure you have the most up-to-date contact details, so you
~ which art director is where this year, and whether that
advertising agency moved its headquarters last year. Start
piling your own list of important local industry contacts that
d be crucial in launching your career.

GET ON THE PHONE

The most direct way to make your introduction and get an
immediate response is by using the telephone. Most editors and
art directors employ a call filtering system so that they don’t get
stuck on the phone all day when they generally have far too much
work to do. Don't allow yourself to be deterred or frustrated when
a PA insists that the boss is in meetings all day; it may actually be
the truth. When they ask if you'd like to leave a message on their
voicemail, decline politely and simply call back another time, but
be persistent: after they have heard your friendly voice a few times
they may let you know when would be a good time to call again.

i

PAPER WAR

first thing to do when you are ready to introduce yourself is

ck the industry head-on by blitzing every creative director, art
“tor, fashion editor, public relations agent, and art buyer in
noly land of fashion and advertising with a small collection
hotographs that represent the best ideas of your portfolio,

out giving the whole game away. Most self-promotional

2s are simply but cleverly designed; typically, a small number of
‘ographs printed on a cardlike material, from 12.5 x 18 cm

7 in) to full-page size. Photographers with a bit of extra money
d produce a small brochure, which, assuming that all the work
vn in it is outstanding, can be even more impressive.

When you do get through to the client, be friendly, polite and
confident, and know what you want, who you are and why you
are calling. If you come across too weak, don't expect results.
Art directors and editors already have a cache of photographers
that they know and work with, and so may not be eager at first

to meet up. Be assertive but not pushy. Tell them what they want

to hear about you and get them to want to meet you. Describe
the kind of work you've done thus far and the clients you have
worked for, perhaps including a new and interesting direction

or exciting technique you can bring to their tables. Mention the

photographers you have assisted recently — if their association with
those photographers was good, or if a photographer is particularly

renowned, the benefit to you is obvious.



You want them to be curious enough about you to take time out
of a busy schedule to make an appointment, because face to face
is still, and will always be, the best way to make a great impression
and gain a new client.

SEND LINKS TO YOUR WEBSITE

Some editors and art directors are happy to receive unsolicited
e-mails from photographers, while many others will discard them
as spam with barely a glance. The best scenario for the up-and-
coming photographer, second to getting an appointment, is to get
a call through to a client who is interested in what you do, but
too busy to see you for a month or two yet welcomes you to send
a link to your website. This may be his or her way of saying, ‘I am
too overloaded with work to see a photographer whose work | am
not familiar with, so here is your opportunity to blow me away,
and if you do, the appointment is yours!”

Take maximum advantage of any encouragement from potential
clients and construct a killer e-mail that they can’t take their eyes
off, which sparks their curiosity to the point that they simply must
follow through and click on the link to your site. Once they catch
a whiff of new, exciting work, you'll get your appointment.

TUTORIAL 42: MAKING CONTACT

-
«

Remember, there are thousands
of possible clients for you to
meet, so be persistent and
always be patient.

FOLLOW EVERYTHING UP

Even if it's just a simple phone call or e-mail, be persistent.
Consider sending off a new, freshly made photo composite to
reignite interest in your work, and keep the relationship with
potential clients growing with routine follow-up calls. You need
to constantly refresh their memories, because they are bombarded
with new material on a daily basis. Remember, out of sight, out
of mind.

NETWORKING

The more industry people you meet, no matter how peripheral,
the better for you and your expanding business in the long term.
Attend model agency Christmas parties, where you'll find just
about everyone in the business. Hang out at the café closest to
your favourite magazine's offices and strike up conversations
with fashion editors and art directors whilst waiting in the queue.
Dance at the clubs where you know fashion industry biggies and
wannabes alike are doing the same as you: networking. Wherever
you socialize and wherever you roam, never forget to take a pen
and a stack of business cards.
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utorial 43

directors and fashion editors have a limited amount of time to spend on
ointments with new photographers, so once you get through their doors

imperative that you don't waste their valuable time.

BJIECTIVES

1
|
|
|
|
i
l
|

Maximize your chances
of success with every
opportunity

5t portfolios are set up so that photographers can select images
- are relevant to the clients they are presenting to. Therefore,

in the photographer's best interest to know as much about the
antial client as possible, and include material that is pertinent to
- client’s needs, leaving out any photographs he or she might
as useless. Modern photography is very specific, so if you are
t-on with your presentation, the easier it is for the client to
ember you and your work, largely because he or she can relate
2 in some way.

/E CONFIDENCE

hotographer need not demonstrate personal skills that would
lify him or her to lead his or her country through difficult times,
self-confidence is a plus that all clients know will come in very
dy in the midst of a difficult shoot, and they will be looking

it at an interview. The photographer is the team leader of any
ot, small or large, and the client likes to know that the chosen
tographer can handle complicated situations. The rest of the

v will also be looking to the photographer to sort out problems
- may arise, due to clashing personalities or even emotional
istrophes. Showing your client a certain amount of inner

ngth during your interview will never be seen as a bad thing.

See PUTTING STORIES TOGETHER
pages 118-121

BE MODEST

Self-confidence is of significant importance in any interview where
selling yourself and your portfolio is concerned, but arrogance is
not a positive quality. There isn't a client on earth who cherishes
the thought of spending weeks on end away on a major shoot
with a big-headed photographer.

KNOW YOUR SUBJECT

Editors and art directors alike find comfort in photographers who
know their subjects and their photographic techniques beyond
any shadow of doubt. Explain in your own words what you are
trying to achieve with your particular style of image making. It is
important that you can communicate verbally how and why you
do what you do when creating a fashion story. Keeping in mind
that a developing photographer’s portfolio must have a strong
singular vision, put into plain words what you love about the
direction of photography you are pursuing, and even your feelings
and notions of fashion itself, and be prepared to answer questions
posed by your interviewer.




Marketing yourself is a character-building experience that
teaches you essential truths about the enormity and complexity
of the fashion industry. However, the fact remains that
photography is a competitive business, perhaps more so than
most other businesses, and the market is never monopolized
by just one image maker, so persuading a client to change
what may already be a successful photographic relationship
is not easy. While it may be true that you have something
very special to offer the industry, it should also be apparent
that you are not the only creative mastermind on the block.
Your self-confidence is bound to take its fair share of knocks
along the way, and the trick is to maintain a strong outer
shell to protect yourself, and to remember that losing a job
to someone else doesn‘t mean you or your work are any less
important in the grand scheme of things.

AAKING YOUR PITCH

alk about ideas you have for future editorial fashion stories or
ashion-related advertising. Clients like to think they are hiring
reative geniuses, so always be one step ahead when they ask

f you have any good ideas for future work, especially work that
nay have an interesting relevance to them or their companies.

‘or example:

‘| want to shoot high fashion with panoramic views of the world,
starting here in New York, then the Grand Canyon and finally the
pyramids in Egypt. | see my models wearing fantasy make-up with
deep dark circles painted around their eyes, dripping from the
weight of it all.”

‘| want to photograph children jumping around, laughing out loud
—a massive happy scene of childhood.’

‘| want to shoot a beautiful man with somewhat feminine features,
muscles rippling, wearing nothing but a sailor’s cap and the
hottest new trainers on the market. He is playing Black Jack with
a group of four masculine sailors in a submarine.’

"he bottom line is that we as photographers are creative people
n a creative industry, and we are expected to come up with new
deas that have relevance to the people who hire us.

TUTORIAL 43: MAKING THE RIGHT IMPRESSION

See CHOOSING A STYLE
pages 20-23

YOUR UNIQUE SELLING POINT

The big question on any potential client’s mind is this: “Why upset
the apple cart and try an untested new photographer when | have
a herd of talented, well-established snappers already on file?’ The
big answer is this: your own special style of photography offers
him or her something that he or she has not seen before. If he

or she chooses to work with you, and you prove that you can
reproduce the same fantastic imagery for his or her product as
you've shown in your portfolio, it could vastly impress the bigger
bosses. The important thing to remember right from the start of
your relationship with fashion photography is the need to create
a singular vision to your work, so as not to get dumped onto the
scrapheap of mediocrity.

DON'T OVERDO IT

As amazing as your work may be, resist the temptation to take

it all with you on your first appointment with a potential new
client. Allow the editors and art directors to concentrate on the
finest examples of your style and attitude. Know when to stop,
because bombarding them with everything you've ever done will
be seen as time wasting to them, or, even worse, boring. In an
ideal rendezvous with developing photographic geniuses, potential
clients hope to be hit in the face with a concise body of the best,
most inspiring and creative work, but photographers need to
remember that art directors and editors have tons of work to get
through on any given day, and they don’t want to miss lunch
because you can’t decide where your best work lies.

See THE EDITING PROCESS
pages 116-117
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ing an agent to market your work for you is what a successful photographer does
n he or she has gained the necessary basic experience. In order to put one's trust
1 agent, a photographer must first know the ins and outs of the business.

g an agent takes much of the strain of marketing away

| the photographer, and puts it into the hands of one who is
atially a professional, high-end salesperson. An incredibly busy
'ographer will benefit from an agent, who can take care of the
1ess nitty-gritty while the photographer takes pictures.

AGENT’S ROLE

ors and art directors alike find comfort in photographers who
ragents. A good agent will make all the phone calls, send out
1e promotional pieces and control the online side of selling
work. An agent will do all the time-consuming research
ssary to find the best contacts and potential clients for your
cular style of photography; and once those contacts have been
oached and duly impressed, the agent can negotiate the best
ible terms and day rates on your behalf. This is an important
of the role the agent plays, because a photographer is often
close to the situation or too emotionally involved to be able
1ake the best call, especially when the client wields powerful
Is in the business.

:n a job and all its terms are agreed, the agent does all the
rork to put a top team together in order to get the best result
he photographer he or she represents, because it is ultimately
s or her interest to keep an often fickle client’s loyalty for as
as possible.

:n the project is finished, it is usually the job of the agent to
ent the finished product to the client, especially when his or
talented and busy photographer is too immersed in subsequent
acts to do it himself or herself.

See CHAPTER 7: THE TEAM
pages 102-113

OBJECTIVES

* Be clear about what an
agent can do for you

IMPRESS THE AGENT

It's important to find the best agent possible with the
portfolio you have. If a portfolio is filled with tear sheets
from important magazines or crammed with advertising
from respected fashion clients, the likelihood of grabbing a
notable agent is greater than having a book full of tests. The
more impressive your work is, the better the agent that will
take you on.

COMMISSION

An agent generally takes a commission of between 20 and 30
per cent of the photographer’s day rate, which may seem like
a lot of money to some; but a good agent has many important
contacts in the business, plus the ways and means to procure
work that most photographers might never get on their own,
making him or her worth his or her weight in gold. Agents will
often give photographers advanced payment for a completed
project, for a fee of course, or even finance large productions
if the photographers can’t afford to.

The team
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Tutorial 45

Shooting fashion stories for magazines is the creative outlet ail truly inspired
photographers long for, and are more than willing to put in the time and

effort to achieve.

OBJECTIVES

* Recognize the benefits of working
in the magazine industry

* Gain an insight into how to go
about it

So, if one of the most important aspects of shooting fashion
is the opportunity for you to live and work in a marvellously
creative industry, then becoming a regular photographer for

a top magazine is essential. While the financial rewards are
not initially as lucrative as those awarded for advertising work,
there are many other reasons to choose the magazine path.

FREE PUBLICITY

Working with top magazines is the most self-satisfying and
prestigious level a fashion photographer can achieve. Shooting
for magazines pays only half as much as advertising, but the
free publicity attained by becoming a recognized, talented
contributor is by far the most cost-effective self-promotional
work a photographer can hope for.

SCORE BIG POINTS

Beyond the creative aspect and fun of shooting fashion stories,
photographers get those crucial credit lines for their editorial
work, and their names are noted and remembered by relevant
contacts in the business. When your photographs really hit,

they touch a nerve in the advertising industry, scoring big points

with art directors, which means the calls from their esteemed
art buyers won't be far behind.

See MAGAZINE PHOTOGRAPHY
pages 16-17

MEET OTHER CREATIVE TALENTS

Working with fashion magazines means meeting and
working with the most creative and talented artists in

the business, starting with the creative directors and
fashion editors, who are hired by the publishers for their
proven innovative expression of design and fashion savvy.
Because it is understood that top fashion magazines give
photographers and hair and make-up artists room for play
and creative inspiration, as well as fame and fortune in the
form of tear sheets and credit lines, there is no shortage of
talent dying to work for them. Photographers who shoot
for magazines are considered to be of the highest echelon
in the business, so hair and make-up artists save their best
efforts for them, which translates into big money with major
advertising campaign shoots and fashion brochures.
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CAUT

There are certain protocols a photographer must consider
when dealing with big names and busy egos. It's
important to remember that the art directors and fashion
editors that work for fashion magazines have acquired a
sense of, often well-deserved, self-importance that goes
with their respective job titles, so it's best to approach
them carefully.

ING THE CALL

ion editors and art directors have a limited amount of time
patience for meeting developing photographers, but it is the
of top fashion magazines always to be a step ahead of the
petition, so they will make time for you.

n making your initial contact, always speak with due respect.
5 flexible and patient as possible, but be persistent until you
vhat you want, which is a face-to-face meeting with the

on who has the power to make decisions, not an assistant.
tant art directors and assistant editors are so afraid to make
akes in the eyes of their bosses that they almost never take a
ice on developing talent.

ay don't already know you and your work, some editors and
irectors may ask you to drop off your portfolio for up to a

¢, so they can look at it when they have a minute, but avoid

g in to this tactic if possible. Your book might not receive the
ing and reflection time you know it deserves, so even if they
'ou that they haven't got an appointment space available for
months, it's better to get them to write an appointment into
diaries than to have your book sit next to a pile of wannabes,
xperience that could dilute the magic of your own work. Plus,
greeing to wait a month or two for an appointment you are

ving that you are not desperate, which adds to your credibility.

SPEAKING TO ART DIRECTORS AND FASHION EDITORS

Art directors and fashion editors have different agendas that

they want a photographer to satisfy, but both are looking for
someone with a fresh, exciting look that is innovative and new.
Knowing in advance how to deal with them and where to lead the
conversation can make your interview far more successful. They
both tend to be good conversationalists and are terribly inquisitive
by nature, so take control and talk about the issues that will sell
you and your work.

Art directors

Art directors are specifically on the lookout for image strength
and artistic integrity, as well as excellent technical skill, that won't
let the magazine down during complex photographic situations.
Art directors generally have strong backgrounds in graphic design
and appreciate a photographer who can organize a portfolio.
Talk about your creative influences past and present, but most
importantly about the visual strengths of your portfolio, and how
you see them progressing over time. Convince an art director that
you know your stuff, and if your portfolio backs up your story, your
chances are boosted enormously. Stay sharp and be ready to back
up your vision with a technical and aesthetic understanding of
your work.




pages 110-111

Fashion editors

Fashion editors are looking for a sense of fashion awareness and
sensitivity towards the clothes and the designers that are portrayed
in a portfolio. They need to believe that the photographer has
achieved a certain maturity of taste and style, and that his or

her portfolio demonstrates a reasonable knowledge of hair and
make-up, as well as how all the artistic details combine to create a
successful fashion and/or beauty story.

Editors need to see clearly that a developing photographer has
the intelligence and the experience to string together a story that
could be between four and twelve pages long, keeping the look
consistent and maintaining a strong visual interest. Keep a fashion
editor captivated by expressing your thoughts on fashion and
current trends. Touch on your favourite designers and what you
appreciate in their styles. Explain briefly why you chose to have
the hair and make-up done as it is in your book. Be prepared to
answer questions put to you about important details that make
your portfolio different from others.

See MAKE-UP AND HAIR STYLISTS

TUTORIAL 45: WORKING WITH MAGAZINES

EMPHASIZE THE POSITIVE

In any interview, it is important that a photographer keeps

to the positive details of the voyage and avoids the negative.
Talk about the constructive learning curve that you've enjoyed
since you began working in fashion, and leave gossip out of
the equation, at least until you've worked together a while
and are more familiar. The first interview is not only about
getting to know you and your work, but also very much about
your integrity. Fashion is fun, and the people who service the
fashion magazine industry want to work with photographers
who will show their experience, strength of character and
brightness of spirit. Don’t underestimate the feel-good power
of fashion.
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tising is at least as competitive as the magazine industry, but there is a
ve amount of money to be spent, and cunning photographers can make

iificant claim to plenty of it.

3 put your heart and soul into building a portfolio

| enough to conquer the magazine industry, it is now
ck time. At this stage you should have a book that

5 a language of its own, a singular vision that is not
acognizable but memorable as well.

;0 many different aspects of advertising to play with, it's
tant to stay focused and organized. Start by categorizing
rious kinds of advertising that may be applicable to the
if portfolio you've worked so hard to assemble.

D AND BUTTER

)gues are the bread and butter of the fashion photography
ry. If they are the way forward for you, collect a list of all
fferent catalogue houses nearest you, then another list of

s with a more national perspective. Call them to find out
imes of their creative directors, then the art directors and
iyers below them. Art directors tend to enjoy some flexibility
he photographic talent they work with, depending on their
ity, but the creative director always has the final say, and it's
o get in through the head honcho.

G BUCKS

hrase ‘advertising agency’ strikes fear into the soul of any

il photographer brave enough to utter the words. These

ies have the large retainers for huge budgets, and the power
k and choose the best possible talent.

1g appointments with art buyers is the first step to entering
:alm. Most large agencies have several art buyers, who attend
ferent accounts, and various art directors, and although

sible to photographers, some may choose only to deal directly
agents, who save the advertising agency time and trouble.

OBJECTIVES

 Recognize the benefits of working
in the advertising industry

* Know how to get your foot in
the door

Only the brightest young stars of fashion photography will have
the chance to work on the biggest advertising accounts, and they
will no doubt have accumulated some amazing tear sheets from
the most prestigious magazines in order to do so.

BE PREPARED

Expect interviews with advertising agencies to have a somewhat
more formal atmosphere than with magazines. These buyers and
art directors really know their technical stuff, so bluffing your way
past them is not an option. Be prepared to discuss your techniques
and have a good idea of figures that relate to how much it may
cost to replicate those techniques in the real world. You will be
expected to know what's going on in the industry, so share your
thoughts — only the positive ones of course — on current, well-
known ad campaigns. If you are clever enough to have done some
research, sing the praises of campaigns that this particular agency
is involved with — flattery may not get you the job, but it never
hurts to try.

Make sure that you and your portfolio look as professionally slick
as possible, because although it is ultimately the images that
matter most, it would be negligent to think that your interviewer
isn‘t taking your entire presentation into consideration.

HIRE THE BEST L
If you are lucky and talented enough to land an advertising project,

do your research and find the best creative team possible to back

you up. Even top photographers need the strongest hair, make-

up and styling to stun the target audience. Usually the budgets

for advertising will cover the top talent, but even when money is

tight, spend some time finding the best team for the job within the

means available.




pages 18-19

When you land an interview with a top catalogue or advertising
agency, you will need to have your wits about you to ensure it
actually hires you, but don’t think you can rest on your laurels
when it happens.

CLIENT EXPECTATIONS

Being a professional advertising photographer means giving your
best effort, which includes technical perfection, inspired imagery
and consistent creativity. You are expected to wake up on time, and
if that sounds easy, it isn't when that time is 4 a.m. to catch the
‘sweet light’. You are expected to lead your creative team and keep
your head, especially when complications arise, and they will.

All photographers are expected to carry with them the highest
quality equipment available and have the necessary backup should
anything breakdown mid-shoot. It's easy enough to quickly replace
damaged cameras and lights when working in downtown Chicago
or Paris, but just try to find a professional camera shop while on
safari in Kenya. The time and money wasted while top models wait
for the photographer to find a new camera or light meter is quite
rightly unforgivable to a client paying big, big bucks to all involved.

Going overtime costs the client thousands of pounds extra every
day, so the photographer must make certain that should the shoot
be extended for any reason, it had better be the weather to blame
and not him or her.

PACKAGING AND DELIVERING YOUR PRODUCT

It may seem a small and insignificant detail to some, but once the
job is completed and the film or digital files have been processed
and edited, don't just throw it all in a bag and courier it off.
Consider it a part of your job to organize and package the various
shots in a way that won't drive the art director to drink, or worse,

See ADVERTISING PHOTOGRAPHY

TUTORIAL 46: WORKING IN ADVERTISING

deliberately forget your name next time a great job comes up.
Badly organized packaging of photographs will cause the art
director to lose precious time that could be spent on layouts,
planning details for the next day’s shoot schedule or simply getting
some sleep. Make sure slides and files are accurately labelled,
stored in protective boxes or sleeves and separated into days or
layouts, depending on the working preferences of the art director.
It's all part of being a professional and the client will appreciate
the effort.

AND FINALLY...

Taking good care of your clients is as important as putting
out great work. Creative directors, art directors and fashion
editors enjoy the great privileges of their jobs, and when

a chosen photographer takes them for granted, they have
a funny habit of forgetting to call him or her for the next
campaign. Loyalty is hard to come by in any line of work in
this day and age, so it is vital not only to give a client the
excellent result he or she is paying for, but also to give it
to him or her with a flourish, so that you maintain a long-
lasting, positive image in his or her professional mind.
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2 are many fashion photography courses available, but
ollowing colleges are widely recognized in the industry
oviding some of the best.

lon College of Fashion

site: www.fashion.arts.ac.uk

‘ess: University of the Arts London, 65 Davies Street,
on W1K 5DA

‘or course information call: 020 7514 6130

il: info@arts.ac.uk

ks Institute

site: www.brooks.edu

‘ess: 801 Alston Road, Santa Barbara, CA 93108
‘or course information call: 00 1 888 276 4999;
Il other inquiries call: 00 1 805 585 8000

lemy of Art University

site: www.academyart.edu

‘ess: 79 New Montgomery Street, San Francisco,
4105-3410

10 1 800 544 2787

I: info@academyart.edu

ichool of Photographic Arts and Sciences

site: http://cias.rit.edu/photography

ess: College of Imaging Arts and Sciences,
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