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W elcome to the latest edition of DarkroomPro Magazine! We’ve been 
very pleased with the response the publication has been getting, and 
are happy to be able to maintain the price point at its current level 
— free of course!

As we ramp up our production schedule, we expect to transition from a quarterly pub-
lication to a monthly in the second half of 2013. In order to accomplish this goal, we 

need your support! Please give us a hand and make use of the 
buttons below to ‘Like’ us on Facebook and follow us on Twit-
ter. That way, not only will you be helping us out, but you’ll be 
privy to all the latest photography news, events, industry related 
deals, contests, and giveaways as well. If you’re feeling particular-
ly kind, it would be great if you could rate and review the app on 
iTunes… that might even earn you a mention in our next issue!

Ok, so let’s get on with the good stuff.

In this edition you’ll find a great preview of Adobe’s latest prod-
uct offering: Lightroom 5! We delayed publication in order to 
bring it to you — so we hope you, like we, think it was worth 
the wait! Our regular columns are back, including Studio Se-
crets, on working with models, Gear Guide, where we review the 

Nikon D600, Compose Yourself, on utilizing negative space, and much more! We’ve 
also a feature interview with South African entrepreneur Dallas Dahms, founder of 
NikonGear.com, and leader of exciting photographic safaris within his home country. 

So again, we thank you for your support and hope you enjoy this publication as much as we 
appreciate being able to bring it to you.

Ray Richards

Editor
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twitter: twitter.com/DarkroomPro 
facebook: facebook.com/DarkroomProMagazine

Click to Like us on Facebook and Follow us 
on Twitter!

http://NikonGear.com




When the new Nikon D600 was announced, 
we couldn’t wait to get our hands on one to 
run it through its paces — and happily, the 
company was willing to oblige.The package 
we received contained both the D600 and the 
Nikkor 24-70mm f/2.8 lens (also reviewed 
in this issue), and having thoroughly tested 
them, we are eager to share our results with you!

First Impressions

The lean body of this full-frame, 24.3 
megapixel camera, belies the power that 
dwells within… yet, while lightweight and 
compact, it still has enough heft to make 
it feel substantial and comfortable in your 
hands. Ergonomics, as is usual for Nikon, 
are given significant attention in the D600, 
which features well laid out controls, 

generally easily accessible without having 
to take your eyes away from the viewfinder. 

Of course you get all the things you’re accus-
tomed to on a Nikon DSLR body, however 
there are a few differences in how they’re 
delivered. For example, the mode and re-
lease mode dials are both of the locking var-
iety; and while this is a boon for those prone 
to accidentally changing from one mode to 
another, we found the lock button on top of 
the mode dial a bit difficult to get used to — 
particularly for those with larger fingers. This 
however proved only a minor inconvenience. 

Another difference that was a bit of a dis-
appointment was the lack of ability to have 
the image review function zoom to 100% 
by pressing the ‘OK’ button. We use that 

Nikon D600
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feature all the time, and while you can cer-
tainly zoom via the combo buttons, it isn’t 
nearly as quick as simply hitting the OK to 
see if you’ve nailed focus at the crucial point. 

In addition to the usual manual, aper-
ture priority, shutter priority, and program 
modes, the camera includes tons of scene 
modes (children, landscape, sunset, indoor 
party, etc.), and also full auto for the nov-
ice or those just getting their feet wet in the 
DSLR world. Introduced in the D7000, the 
D600 also features two user modes which 
are directly accessible via the dial, enabling 
you to instantly select all of your stored 
shooting settings for either. This is a fan-
tastic addition which saves the photogra-
pher from having to hunt through menus; 
and we would definitely welcome its inclu-
sion on future bodies from the company.

The D600 also includes two SD card slots 
which provide the ability to automatically 
backup to the second card, overflow to it once 
the first is full, or store JPGs on the second 
and RAW files on the first. Though we are 
no fans of SD cards period, given their in-
herent fragility, it’s great to see a consumer/
prosumer level DSLR provide this function-
ality, once only available in pro bodies. The 
files it stores are quite large however (27-28 
mb each), given the 24.3 megapixel sensor… 
so be prepared to have some laggy perfor-
mance in post, unless you have some seri-
ous computing horsepower under the hood.

In Action

To put the camera through its paces we de-
cided to take a trip to the Trestle Bridge 
near Shawnigan Lake on Vancouver Island. 



The weather was grey and foggy 
— perfect for some desaturat-
ed, split-tone, and black and 
white architectural photography. 

The camera performed admirably; exhib-
iting good dynamic range, with well pre-
served highlights and shadows, excellent 
metering, and snappy focusing. One thing 
we did notice however, is that despite the 
camera’s purported100% frame coverage 
through the viewfinder, we discovered it to 
be very slightly less. We originally chalked 
this up to user error, but tested it back at the 
studio and confirmed our findings. The only 
reason we noticed at all was the fact that we 
were doing architectural shots, and trying to 
put specific elements of the image exactly in 
the corners of our frame. Perhaps the unit 

we received for testing was a little off. In any 
event, this will matter little to most and, the 
tiny excess can always be cropped in post. 

For our colour tests, we photographed the 
Nanaimo harbour. The auto white balance, 
typical of Nikon’s later bodies was dead 
on… in fact, I can’t remember the last time 
I used anything other than auto outside of 
the studio. Colour rendering was very ac-
curate, though using the ‘Camera Land-
scape’ profile in Lightroom could over-ac-
centuate blues in certain situations as seen 
in the accompanying image. Of course this 
is easily compensated for, and in general, 
this body delivers some of the most faith-
ful colour reproductions we’ve ever seen. 

The shutter is quiet and responsive, and 
boasts speeds of up to 5.5 frames per second, 



supporting operations at 1/4000th to 30 
seconds. The release mode dial also features 
a quiet’ function, which frankly we found 
mostly useless, given it is pretty much as loud 
as the camera’s normal shutter operation, 
and simply seems to draw out the sound for a 
longer period as well as completely blacking 
out the viewfinder. Flash sync speed is also 
a little disappointing at 200 vs. the standard 
250, but there again, most folks won’t notice. 

Unlike some of its predecessors, the D600 
is compatible with nearly the entire line of 
Nikkor lenses, with only the very oldest and 
lamest among them excluded (IX NIKKOR 
lenses (why you’d want to put one of these on 
your DSLR is beyond us), lenses for the F3AF 

(no problem unless you were a press photog 
in the early ‘80s), and non-AI lenses (do you 
have a lot of pre-1977 lenses kicking around 
that you’re dying to use on your new DSLR? 
You can convert them to AI yourself if you’re 
handy — plenty of how-to’s on the Internet)).

The focus system employed in the camera, 
Multicam 4800 employs 39 focus points — 
all clustered at the centre of the frame. This 
configuration requires you focus and re-
compose fairly often; however didn’t seem 
inconvenient and just took some getting 
used to. It’s extremely accurate and and fast 
in decent light; we did however find it hunt-
ing a bit in low light — particularly in video.



Video
Nikon’s DSLR video efforts have definite-
ly improved with every generation of body 
they’ve released. The D600 is no excep-
tion. Simply flip the rear switch to Video 
mode, activate Live View, and click the 
dedicated video record button to capture 
up to 20 minutes of video at the highest 
quality setting, featuring full 1080p at 24, 
25, or 30 frames per second. Additional-
ly, the unit will shoot 720p at up to 60 fps! 

There is a built-in mono mic for audio cap-
ture and support for the addition of an ex-
ternal stereo microphone which delivers 
substantially better sound reproduction. 

Conclusion
It’s not everyday that you find so much photo-
graphic punch squeezed into such a com-
pact format; and despite a few minor quib-
bles we had with it, the Nikon D600 delivers 
just that. A steal at $2179 MSRP (retailing 
as low as $1997), we highly recommend it. 

While  the built-in microphone is great 
indoors, as you can hear in the video, 
wind noise can be problematic. The 
addition of an external microphone 
substantially reduces this difficulty and 
greatly improves overall sound quality.

We recorded this video in a noisy envrionment to 
test the effectiveness of the new built-in micro-
phone. As you can hear, the wind noise is evident 
even over top of the sound of the seaplane engines.

Nanaimo Seaplanes

Nikon 
ME-1 Mic 

$179
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Fresh Faces

38 year old Shikhei Goh, has been the recipient of numerous awards, including 
National Geographic’s grand prize for their annual photography competition in 2011. 



While an avid photographer interested in capturing a wide range of subjects, Mr. Goh’s 
particular passion is macro work, and the facinating world found on the diminutive scale. 

Shikei Goh



Fresh Faces

A native of Bantam Island Indonesia, Shikhei is a Canon shooter, wielding a 7D equipped with 
a Twinlight flash, and 100mm f/2.8L USM IS, MP-E 65mm, and Raynox 250mm macro lenses.



Shikei Goh

Mr. Goh has also won ‘Photographer of the Year’ for both 2011 & 2012, from Pixoto, and has 
been  commended for his images in the top 50 for Sony’s World Photography Awards in 2013.



Of course, while Shikhei spends most of his time shooting details from the miniature world, captur-
ing larger vistas such as the above is also among his many talents. See more at www.shikheigoh.com 

Fresh Faces





Nikon D7100
With the release of the D7100, Nikon has 
once again raised the bar on their DX format 
lineup. Featuring a 24.1 megapixel CMOS 
sensor, shutter actuations at up to 6 frames 
per second, full 1080p video including slow 
motion capability, built-in HDR capability, 
and great ISO performance with a standard 
range of from 100 to 6400, the new body 
will surely be a hit for all those fans of the 
DX range of products. MSRP of $1229.95 
body only or $1549.95 when paired with 
the 18-105mm  f/3.5-5.6G ED VR kit lens.

GripTight GorillaPod

One of the strengths of mobile phone 
photography (as discussed in the iPhoneog-
raphy column in this issue) is the fact that 
the devices lend themselves to capturing 
images at odd angles given their tiny foot-
print. The difficulty presents itself however 
in keeping your phone in place in while at-
tempting to grab that unusual shot. Well, 
Joby’s new GripTight allows you to get cre-
ative with your framing — without having 
to learn new yoga poses! Retailing at $29.95, 
this versatile product will be a welcome addi-
tion to any mobile photographer’s gear bag.

NEW & NOTEWORTHY



Memoto Camera
If you ever had any difficulty remembering 
what you did on a particular day (I have 
certainly had more than my fair share of 
foggy mornings after the night before), 
you may be interested in Memoto’s new ‘lifeblogging’ cam-
era. A wearable device, the Memoto features no buttons or 
controls of any kind, yet takes a geotagged photo every 30 
seconds (interval may be adjusted), and automatically compensates for whatever pos-
ition you may find yourself in by correctly orienting the image upright. Battery life is up 
to two days and the built-in storage capacity will accommodate this period fully. Pur-
chase also includes a free year of online storage  with unlimited capacity. MSRP $279

Blackmagic Pocket 
Cinema Camera
 Want to take your digital movie making to 
the next level, but don’t want to lug around 
a giant camera? Blackmagic, a world leader 
in innovative video technologies, has pro-
duced a tiny Micro 4/3 camera capable of 
delivering true Super 16 digital film out-
put with an incredible 13 stops of dynamic 

range. Compatible with a wide range of 
high quality lenses from a variety of manu-
facturers, the Pocket Cinema supports 
ProRes, an open file format which ensures 
you won’t get locked into using strange 
software you’re unaccustomed to. With the 
addition of an MFD lens adaptor, you are 
also able to employ almost any pro lens you 
like!  Available July 2013 for MSRP $995.

M  A  G  A  Z  I  N  E



Continuous Light 
for iPhone
While the iPhone has a built-in flash, 
the effect its use has on images taken 
with it is often rather harsh. To rect-
ify this difficulty, Photojojo has come 
up with an ingenious solution: a con-
tinuous light source that plugs dir-
ectly into your phone. Great for those 
times when you need just a little extra 
illumination on your subject, the iPhone Pocket Spotlight excels at producing evenly lit 
portraits, and plugs directly into your headphone jack, hotshoe, or just hold it in your 
hand. Charging via USB, the Pocket Spotlight runs for a full hour and retails for only $30.

Sekonic L-478DR Light Meter
If you read last issue’s interview with photographer and Kelby Instructor Frank Doorhof, 
you’ll know he advocates using a meter every time. Not only does this save you time and 
eliminates the trial and error from your studio equation, but your clients will appreciate 
your professionalism — which saves them time too. While there are a number of choices 
in meters available to the photographer, Sekonic’s new L-478DR certainly merits some 
consideration. Featuring an intuitive touch screen interface, native compatibility with 
wireless triggers from Pocket Wizard, dynamic range calibration for your camera, and 
built-in control for both Canon and Nikon’s range of speedlights, the L-478DR definitely 
raises the bar on what to expect from your meter. Retails at $469. 

iPhone  
Cable Release
A perfect compliment to Joby’s GripTight 
GorillaPod above, Photojojo’s iPhone 
Cable release allows you to capture all 
the action without being in physical con-
tact with your phone! As discussed in 
our iPhoneography column this month, 
one of the primary difficulties with mo-
bile phone photography is the introduc-

tion of camera shake due to the nature of the devices. Circumvent this entirely with this in-
novative and inexpensive product! Just $30 alone or $40 including some nifty colour filters.





NEGATIVESPACEE

S

These days, life has become so 
cluttered and busy, it’s easy 
to forget to take the time 
to enjoy the restful silence 
which may be afforded one in 

the endeavour or appreciation of photog-
raphy. The medium enables an individ-
ual to step back and isolate the essential 
and important, from that which is more 
appropriately described as background 
noise. A key component in this pursuit as 
applies to photography, is the skillful util-
ization of what’s known as negative space.  

What’s That All 
About?

Employing negative space is about using the 
blank or nondescript area around a subject 
used to give more prominence to that sub-
ject. Effective use of negative space in pho-
tographic terms is accomplished via a num-
ber of techniques; preeminent among them, 
the use of large apertures in support off 
achieving shallow depths of field, render-
ing non-subject elements of the frame as a 
blurred backdrop. This works well in scenes 

wherein the dominant feature of the cap-
ture, aside from its subject, is busy and co-
lourful — a canopy of trees for instance — 
and provides an effective canvas upon which 
the photographer may highlight his muse. 

You’re not using negative space should 
these elements be distinguishable as po-
tential secondary or tertiary subjects; as 
using this technique is all about the iso-
lation of the subject against a calm and 
mostly uniform backdrop, using depth 
of field in this case to achieve this effect. 

Of course, widening your aperture isn’t the 
only way to go about working with neg-
ative space. The technique is about strip-
ping away the non-essential to reveal the 
subject’s qualities in a minimalistic con-
text. This can involve use of plain paper 
backdrops in the studio, shooting against 
a clear sky, large expanses of water, brick 
walls and the like... anything that allows you 
to reveal your subject without distraction.

Fill the Frame?
The mantra of many well respected pho-
tographers is that it’s generally better to 

Making Something Out of Nothing
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‘fill the frame with your subject’. They ad-
vocate zooming well in, tight crops, more 
weight, less cruft. While certainly this tech-
nique has merit, there are often occasions 
where a photograph is substantially more 
powerful when the subject is given the 
space it needs to express its significance.

Let’s say you want to express the idea of 
‘small, but important or essential’ in an im-
age; wouldn’t a great way to accomplish this 
be to feature the subject in a rule of thirds 
position, but only occupying a small frac-
tion of the frame — the rest devoted to a 
blank canvas? The subject is drawn into 
sharp focus and actually has more weight 
due to the contrasting void that surrounds it.

Design Decisions
Negative space can not only highlight a sub-
ject, but define it. We’ve all seen the famous 
image which depicts either a vase, or two 
faces looking at each other — which one 
the viewer sees, depends on what they per-
ceive as the negative space in the scene. 

Take this M.C. Escher sketch for example… 
the negative space not only helps define the 
subject, but make makes a transition in both 
directions to actually become the subject. 
Designers frequently utilize this technique to 
subtly convey a message in a clever manner. 

Designers aren’t the only ones that can pull 
this off however! Check out this brilliant ad 
for Pirelli Tires [following page] which em-
ploys the negative space in the scene to de-
fine the panda and convey their eco-friendly 
message. Careful framing of your sub-

ject can often lead to some extraordin-
ary results if you pay as much attention to 
what’s around it as to your primary target.

Handy Hints
There are a few things to keep in mind when 
exploring the use of negative space in your 
photographs. For example, if you are using 
a human or animal subject, pay attention to 
their direction of motion and sight lines. It’s 
generally best to give them some room to 
move into within the frame… so provide 
some negative space in the direction they 
are traveling. Additionally, you’ll typically 
want their eyes to be looking into the white 
space [Ed. term for negative space used pri-
marily in advertising] area of the image.

Failure to adhere to the above can less-
en the restful appearance of your photo-
graph — though this may be a creative de-
cision undertaken to instil visual tension 
[Ed. see issue 2 for a complete discus-
sion of visual tension!] in the image. 



Breaking the rules can be fun and lead 
to interesting results, just ensure you 
do it in order to achieve an artistic end, 

not because you weren’t paying attention!

So, as you’ve seen here, what’s not the sub-

ject of your photograph can be equally im-

portant as that which is. Negative space is 
an interesting and essential tool to utilize 
for any photographer; and knowing how 
best to exploit its potential in any situa-
tion can transform what might otherwise 
be a simple snapshot, into a work of art. 





Darkroom
Digtal

Once upon a time, you blew through a roll 
of 24 or 36 exposures, dropped it off at the 
lab, and anxiously awaited the prints — 
never being really certain of what the results 
would be. Did you blow the focus… nail the 
exposure… did the subject blink? Not only 
did you harbour these concerns, but were 
also subject to the application of talents (or 
lack thereof) the lab technician brought to 
bear on your work — potentially converting 
your masterpiece into a holiday snap.

Of course, photographers were free to 
undertake darkroom duties themselves, and 
certainly many, if not most of the pros did; 
however, the alchemy involved was often 
beyond the ken of the aspiring shutterbug, 
and lack of facilities was also all to often a 
barrier. So, for most, photographers were 
stuck with what they got, for good or ill.

Today the situation is far better: not only 
are you able to instantly determine wheth-
er you’ve captured what you’d envisioned, 
but increasingly, photographers are per-
sonally embracing the entire process, from 
releasing the shutter, through producing 
the print — and relishing in the complete 
control afforded them in so doing. Unfortu-
nately, while the current state of affairs as 
applies to the photographic chain is infin-
itely better than in years past; it certainly 
isn’t without its own challenges and pitfalls.

The Digital Dilemma
Given the inherent complexity in mastering 
the capture side of the photographic equa-
tion, you might forgive those who believe 
that producing a print which matches what 
they’ve viewed on their camera’s LCD should 

Printing Perfection



be as easy as clicking the correspondingly 
labelled button on their computer. After all, 
everything’s digital right? Shouldn’t the in-
tegrity of what’s passed through the chain 
be preserved from LCD to print? Not quite.

As anyone who has undertaken to com-
plete the chain themselves has witnessed, 
photographs can appear quite different 
through every step of the process: the im-
age rendered on the camera LCD diverges 
for that displayed on the monitor, and fur-
ther still from what is ultimately recorded in 
print. Often the final product bears little re-
semblance to that which the photographer 
believed they had captured. Why is this?

Nature of the Beast
The primary issue responsible for the above 
is the fact that different devices possess sub-
stantially disparate display characteristics. 
Camera LCDs are designed to be viewed 
in full sunlight; and as a result, are often far 
brighter than their computer display coun-
terparts. This typically leads to situations 
wherein, the photographer, upon viewing 
the result of a shutter actuation, may errone-
ously determine an image looks great, when 
in fact, it is substantially underexposed. Of 
course, this situation may be rectified by 
careful attention to the histogram [Ed. for 
a complete discussion on using your cam-
era’s histogram, see our last issue!], but this 



difficulty represents only one of many got-
chas potentially experienced as you tread the 
path from click to canvas. Further, the way 
an image is rendered on a display is different 
from the way your eye perceives that which 
is laid down on paper. The former emits 
photons directly; while the latter depends 
on reflected light to cast an image upon our 
retinas, and this is substantially altered de-
pending on the substrate utilized for 
this purpose. That is, wheth-
er you are using matte 
or glossy, canvas or 
metallic… whatever 
paper you elect to 
print on will have 
its own reflective 
properties and 
affect the appear-
ance of any image 
printed upon it.

But wait — there’s 
more! Not only do dis-
play qualities and medium 
characteristics interfere with 
maintaining image fidelity through-
out the process, but differences in colour 
gamut between devices are frequently to 
blame for inconsistencies realized in the 
final product. So while you may be shooting 
in one colour space, say Adobe RGB, you 
may be (quite often actually) viewing the 
image in another, typically sRGB [Ed. For 
a full discussion on colour spaces, see issue 
Volume 2]. Is it any wonder then that your 
end result often diverges from what your 
perception of the initial capture might be?

So What to Do?
How you circumvent these difficulties in-
volves making decisions and undertak-
ing actions in every step of the process… 
from camera, through computer, to print.

As mentioned above, the image displayed 
upon reviewing in your camera’s LCD 
should only be used as a rough guide; and 

the histogram should be utilized in 
support of evaluating expos-

ure. Use the preview im-
age to determine fram-

ing, and zoom in to 
your focal point 
at 100% to gauge 
whether you’ve 
nailed your focus. 
Don’t use in-cam-
era effects or 

sharpening, and 
use RAW instead 

of JPG, as this for-
mat enables significant-

ly more latitude for colour 
correction etc. in post. Addition-

ally, you’ll want to employ the widest col-
our gamut available on your camera — 
typically Adobe RGB — to ensure you are 
capturing the full range of the tones in the 
scene that your camera is able to process.

Fine tune your white balance on your com-
puter — having done the best you can to 
achieve accuracy in capture. When you 
use RAW, white balance is easily adjusted 
in Lightroom or whichever RAW editor 
you choose, and has no ill-effects whatso-



ever on the finished product. Fortunately, 
these days, automatic white balance set-
tings are so accurate, many photographers 
pay little attention to it until they actually 
view the image on their PC. However, to 
achieve the best results, take a white balance 
calibration shot using a grey card or simi-
lar (WhiBal, Spyder Cube etc.) and you’ll 
be assured of consistency in your images.

Ensure your monitor has been correctly col-
our calibrated using one of the many excel-
lent hardware solutions available [Ed. See a 
review of the Spyder 3 Studio SR], and al-
ways process your images in an environment 
which has consistent lighting. Often this in-
volves doing your digital development work 
at night, as this generally assures a constant 
level of illumination. You must also remem-
ber to recall rate your monitor on a regular 
basis, as these devices tend to experience 
drift and will fail to remain colour accur-
ate over the long term. If you are able, (and 
this is becoming an increasingly affordable 
option), use a monitor that displays a wide 
gamut to present a true representation of 
your photograph on the screen. As you gen-
erally want to shoot using Adobe RGB, you 
will find that many monitors are incapable of 
rendering the range of tones captured with-
in that gamut. Almost all consumer level 
displays utilize the sRGB colour space, and 
you’ll find this will often produce unexpect-
ed results when hitting the print button.

On the printing side of the process, there a 
number if things to bear in mind before com-
mitting ink to substrate… foremost among 
them, which printer to have purchased in 

the first place.  If possible, you’ll want to 
buy a unit that also supports a wide gamut 
— either Adobe RGB or ProPhoto. Many 
manufacturers offer models that include this 
functionality; however, don’t expect to find 
it in those at the lower end of the price scale. 

Further, ensure the printer you select has 
custom profiles available for a wide variety of 
printing surfaces. These profiles are import-
ed into your computer and are user-selected 



thereafter in your application upon electing 
to print, according to what type of paper 
you are using. Choosing the right pro-
file for the substrate ensures the best pos-
sible result in maintaining colour fidelity.

Finally, you’ll want to ‘soft proof ’ your image 
in advance of hitting that print button. Soft 
proofing in an application such as Adobe 
Photoshop or Lightroom (4 and above) al-
lows the photographer to see any parts of 
the image that are ‘out of gamut’, so that you 
may make a decision to either adjust accord-
ingly, should these areas fall within import-
ant sections of the image, or just live with the 
result. When you’re satisfied with the result, 
it’s time to click that print button; but here’s a 
couple of tips to bear in mind in so doing…

Make certain you are only managing col-
our in one place. That is, don’t have both the 
printer driver and the application you are 
printing from fighting over colour manage-

ment, as this will lead to very sketchy re-
sults indeed! You’ll typically want to let your 
editor take on these duties, be it Lightroom, 
Photoshop, Aperture, or whatever. Addi-
tionally, print a test image at 4x6 or simi-
lar before committing to ink and paper ex-
penditure on a larger scale. This will save you 
significant headaches and money, as even if 
you adhere to the above faithfully, no pro-
cess is perfect, and your initial result might 
require some tweaking in advance of pull-
ing the trigger on that wall-hanger. Nothing 
is worse than blowing a ton of ink and wast-
ing expensive substrate; so do a test — your 
pocketbook and therapist will thank you.

Having complete control over the photo-
graphic chain is at times both frustrating 
and challenging; however, the rewards con-
ferred upon the photographer far outweigh 
any potential negative experiences. So, dive 
right in… your next masterpiece awaits!
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Dallas Dahms
PHOTOPRENEUR
DP: Hi Dallas, why don’t you start us 
off by telling us how long you’ve ac-
tually been involved in photography?

Dallas: I’ve been taking photography seri-
ously since about the year 2000. I’d always 
been interested in photography since I was a 
very young child, probably about the age of 8 
or 9; but we grew up in kind of a poorer envi-
ronment than most people do, and cameras 
and things like that were kind of a rich man’s 
pursuit in those days for most people. Obvi-
ously there was no such thing as digital back 
then; but SLRs were kind of the rich man’s 
toys that we encountered in our environment. 

My parents bought me my first camera 
probably when I was about 13 or 14 years 

old. It was a 
Canomatic… 
I don’t even 
think it was 35mm, I can’t quite remember. 
[Ed. It was] I spent quite a bit of time using 
that camera and my parents ended up tak-
ing it with them on an overseas holiday, and 
when they came back, it was broken. It was 
the last camera I had for quite a long time, 
until about the year 2000. Then I picked up 
an Nikon F60 — which in the States I believe 
were called the N60 — sort of the entry-lev-
el model, and that was where it built from.

Initially I hadn’t really intended getting as 
deeply into it as I have become, but some-
body gave me a lens, and it was a little bit 



better than the kit lens that I had on the 
camera. Once I saw the results of that lens, 
I started thinking ‘Wow! Now I can start 
understanding and appreciating how this 
whole photography thing comes to be.” So it 
all sort of snowballed from there. One lens 
led to another; another camera body led 
to another; and the next thing you knew I 
had started a website all about Nikon equip-
ment. So that’s kind of how it began for me. 

DP: And that’s of course NikonGear.com 
originally, correct?

Dallas: Correct, yes. 

DP: Ok, Now, can you tell me a bit 
about how that site came into being? 
At one time, you were an active mem-
ber of NikonCafe.com I believe…

Dallas: I was. Actually, the NikonGear site 
started in 2005… I think that’s when I first 
registered the name. What actually hap-
pened is quite interesting: I went to a book 
sale, and I came across a book in which 
the author had catalogued just about every 
Nikon body and lens that had been pro-
duced from the inception of the company 
up until the time of print. It was a fantastic 
resource and I thought “Wow, this would 
good to have something like this online!” So 
that was the original intention: to produce 
a website that had as much information 
about the Nikon cameras and lenses that 
one could possibly get hold of. So I start-
ed it off like that… and I’d been involved 
in forums for quite a long time, but  not on 
the actual browser type forums — more 
on the Usenet forums, which was where I 

got my whole grounding with how forums 
organically become communities online. 

What happened was, I wasn’t really active 
on the NikonCafe website, but I think at 
that time — mid 2006 if I recall correctly — 
there was a bit of a spat there. I had at that 
stage started investigating forum software 
and I knew nothing about it. So I basically 
figured out how to install — and I don’t even 
recall what version of software I was using… 
some sort of an open source software sys-
tem. A lot of people were very unhappy 
with what had happened at NikonCafe…

DP: Do you recall what the nature of 
the spat was about? Because I think 
that’s actually quite important to differ-
entiate your community from others.

Dallas: Yeah. It was all surrounding nude 
photography. 

DP: So artistic nudes essentially?

Dallas: Yeah. The owners of NikonCafe 
basically had taken a decision to not allow 
nude photography on the site anymore. That 
obviously annoyed quite a lot of their regu-
lar members who had been posting nude 
photography for quite some time — taste-
ful nude stuff, you know, nothing porno-
graphic in nature. So, what I did was (and I 
contemplated this for quite a long time, as I 
wasn’t really sure what the outcome would 
be), I private messaged about 15 to 20 of the 
members who had expressed outrage at the 
fact that they weren’t allowed to post nudes 
anymore; and I said to them, “Well, I’ve got 
this website, and I’ve just put a forum on it. 



Maybe you’d like to join that, and you can post 
your nude photos without any problems.”

The next thing I knew, there were just hun-
dreds of people joining up on the site; and 
from there, it just became pretty much a last 
work for me, keeping it all in check. Over 
the years we’ve grown from the original 
hundreds of members to over 12,000 mem-
bers. Not so many of them are always active 
all the time, but what I find quite interesting 
at NikonGear.com is that we have a huge 
amount of people that just lurk — they don’t 
post anything. You find there’s a core group 

of people who are producing a lot of the 
posts most of the time. I’d say it’s almost a 10 
to 1 situation where you’re having 1 person 
active on the forum for every 10 who are 
visiting and not active if that makes sense.

DP: I’d say that’s probably true for most 
forums, where people come in and consume 
the content, dip in and dip out. Certainly, not 
to take anything away from NikonCafe — I 
think they’re a great site; they’re just more 
family oriented, and they want to prevent 
people from stumbling across some content 
that might not be appropriate for young 
children. However, for photographic artists 
it seems that the nude is a fairly common 
subject, and is in all the studies that you’d 
be doing at photography school. So, for me 
the whole issue of censorship kind of stuck 
in my craw a little bit, and that’s actually 
why I joined the site originally back at the 
time that the ‘spat’ as you call it transpired.

DP: So, aside from this, what would 
you say sets your website apart 
from other photography forums?

Dallas: That’s an interesting question. I’ve 
tried to analyze that for years, and I still 
can’t quite put my finger on it. I think if 
you look at it, it tends to be more of a ma-
ture audience than you’d find at most other 
photography websites. The average age of 
the active membership is generally over 40, 
which I think has made quite a difference 
in terms of the need for things like moder-
ation and things like that. We hardly ever 
use our moderation system. I think in the 
seven or eight years that we’ve been running 



for, moderation has been so limited that, 
when somebody posts something in the 
moderation forum these days, it’s almost 
like there’s a panic — what’s happened?! 
Generally, the audience is more mature; 
they’re a lot more widespread than you’d 
find on a lot of other photography forums…

DP: You mean geographically? 

Dallas: Geographically, yes. We have mem-
bers from all over the world. The split is ac-
tually quite unique in that it’s predominant-
ly European these days. That’s changed a lot 
over the last year or so. Previously I’d say it 
would have been about 60% American, or 
North American to be more precise, and 
then about 30% from Europe and surround-
ing countries. I also have quite a large group 
of people from Australia these days which 
is great! Interestingly, in Africa, there’s very 
few of us; and that’s where the site originates. 

DP: Well, I’m certain you’ll get more in-
digenous members as time goes on! So, 
maybe you can tell me: you still type in 
NikonGear.com, but you’ve made a tran-
sition to Fotozones.com….  can you tell 
me what was involved in that evolution?

Dallas: Ok, NikonGear is obviously a brand 

name; one of the problems I’ve had for a 
long time with the site is that I don’t want 
it to specifically be about one brand — the 
forum aspect that is; the Nikon aspect will 
remain the same. We want to keep that in-
formation out there; we want to make sure 
that people are making informed decisions 
on what equipment to buy. I also think that 
keeps the manufacturers on their toes as well; 
because we don’t want the manufacturers 
to start pushing rubbish that nobody is go-
ing to make good use of. So I think in those 
terms it’s great. From the actual branding 
point of view on the forum side, I’ve always 
wanted to have a more generic approach to 
open discussions. A lot of the content on 
the website isn’t really around Nikon at all…

DP: Well what kind of content is there?

Dallas: Well, a lot of the image sharing that 
people are doing on there — that’s the bulk 
of the website at the moment. It puts a lot of 
people off when they see a site called Nikon-
Gear.com and they want to share photos 
and stuff like that an audience that is quite 
advanced in terms of how they view their 
photography, and how seriously they take 
their photography. Also the ‘Gear’ name… 
the gear aspect of it is really non-indicative 



of what we’re trying to accomplish with the 
site, which is to create an online community 
that discusses pretty much anything relat-
ed to photography, not necessarily the gear.

Fotozones is kind of difficult to put into 
words… it’s a branch out. The way I explained 
it to one of our guests on Safari last year 
was: if you can imagine NikonGear as being 
a part of the greater site. So Fotozones.com 
would be the umbrella site, and within that 
umbrella we’re going to have things like the 
NikonGear website and I’ve also introduced 
another ‘zone’ specifically for micro 4/3 and 
mirrorless cameras. We’ll have a technical 
zone, and we’ve got a travel zone as well which 
is obviously a huge part of what I’m doing. 

DP: Ok, well you’ve just mentioned the 
Safaris; maybe you can tell me a little bit 
about that. Certainly you’re living in Africa, 
and of course there’s a big interest in taking 
Safari there — photographic or otherwise — 
but how did it end up that you got involved?

Dallas: Well, photography safaris have al-
ways been an interesting thing for most 

photographers; people want to get out and 
actually use their cameras for more than 
just taking pretty snapshots. What better 
way to do that than to go see really wild Af-
rican animals? It just made sense for me to 
do it. So, what we’ve got are several game 
reserves in South Africa that are very ac-
cessible to me, but the problem of course 
is that you can have the access to the game 
reserves, but putting an actual safari togeth-
er is a little bit more involved than that. 
There’s all sorts of legal aspects; and for that 
specific reason, I don’t personally do any of 
the organizing. I’ve contracted a very nice 
person named Pepe Jones who does all of 
that for me. She’s got all the necessary li-
censes and qualifications, and a fantastic 
tour guide. What I do is say, “This is where 
we want to go… that’s what we want to 
see…” and she organizes everything for us. 

DP: Well that sounds great! Now, 
take me through a typical day 
on safari with your company…

Dallas: Well it depends on where we’re go-
ing. The first safari that we did in 2009 was 



entirely different than the one that we’re do-
ing these days. We did pretty much a road trip 
from my hometown, Durban, and we drove 
for nearly 4000km between where I live and 
Johannesburg. So we took in huge amount of  
different attractions along the way. That sa-
fari was kind of a huge learning curve for me. 

The difference between what we’re doing 
now and what we did back then is huge. 
The safaris for instance in the Sabi Sands 
that we’re putting together, those are really 
done for a specific purpose. So for instance 
on the first safari we did everything from 
landscapes, to wildlife, to cultural stuff; 
whereas now we’re much more specialized. 
For instance, the ‘Big 5’ safari happens in 
a specific area with people who are really 
specialized and able to provide us with the 
best opportunities to photograph the big 5. 

DP: And for our readers, the big 5 being?

Dallas: The big 5 are the large African animals; 
so your lions, your leopards, rhinos, elephants, 
and buffalo. That’s what’s known as the big 5. 

When you go to the park game reserves like 
Sabi Sands, your access to those animals 
is, from a photographic point of view, a lot 
better than you’re going to get from the na-
tional parks. In the national parks you can’t 
go off-road. So if something is happening 
200-300 metres from the road, you’ve got 
to sit there and watch from either a pair of 
binoculars, or obviously using a really, re-
ally super telephoto lens. The difference 
with private game reserves is that if some-
thing happens off-road, your rangers are 
able to take you right there to the action is. 
So you’re literally within an arms-length 



distance from what’s happening. On the 
last safari that we did, we came across a lion 
kill — they had taken down a buffalo — 
and we were literally 4-5 metres away from 
where these animals were devouring this 
buffalo. That’s the kind of experience that 
you just really don’t get in a national park. 

DP: Oh, I’m sure! What kind of people 
do you get coming for your safaris?

Dallas: We get great people coming on 
our safaris! You know one of the most en-
riching aspects of what I do, is actual-
ly meeting people from all over the world 
who have got one specific common in-
terest, being photography, and being able 
to show them what Africa has to offer has 
been really such a fulfilling experience. 

DP: Is there a typical age group, 
or level of fitness that’s required?

Dallas: No, not at all. We’ve had young 
people that have been in their 20s and early 
30s, and most recently we had people that 
were retired and in their 60s. One of our sa-
fari people that have come on every safari 
we’ve done is a lady from New York, and 
she’s just recently turned 75! You’ve never 
met a more energetic person in your life. 
On our first safari, she was walking across 
suspension bridges with us carrying a 200-
400mm lens… so yeah, she’s got real spirit. 

DP: Well, speaking of gear, what would you 
recommend people bring on your safaris?

Dallas: Well, it depends on what you’re af-
ter. If you’re coming on the Big 5 safari, you 



really don’t need huge telephoto lenses; but 
the 20-400mm seems to be the most popu-
lar choice for most of the Safarians that 
come out. Excuse me, just to backtrack, we 
call them Safarians; that’s just a nickname 
we’ve come up with for them. A lot of them 
have arrived with 200-400s; you don’t really 
need anything more than that. A 70-200 is 
probably more than adequate when you’re 
doing a Big 5 safari, because we get you in so 
close to the action. Recently, on the last sa-
fari, I used a Sigma 120-300mm f/2.8 which 
I reviewed on the NikonGear website and 
it’s really an excellent lens; I can highly rec-
ommend that, because the 200-400mm is 
out of reach for most people’s pocketbooks. 

DP: Now are they going to need a tripod, 
or are there paces to mount your gear in, 
I assume you use Jeeps or Range Rovers?

Dallas: In the private reserves, they use a 
Land Rover, which is an open vehicle with 
elevated seating behind the driver’s seat. So 
for instance, you’ve got three rows of seats, 
and we only allow 2 people per row. Gener-
ally it would be better if you came on your 
own on safari, because each suite that we 
sell on safari has a row of seats. So if you’re 
occupying the suite on your own, the entire 
row of seats is yours, and you can switch 
from one side to the other. As far as camera 
support goes, what we’ve found is the best 
thing is a monopod. You can clamp that 
to the bar in front of your seats, but what 
Sabi Sabi, the place that we stay at have 
done is mounted arms on those bars that 
you can swing and attach a Wimberly head 
on to. So, you’ve got quite a few options in 

terms of mounting the camera and the lens. 

DP: Ok, and how long are these safaris 
typically?

Dallas: The Big 5 safari goes on for a week; 
and that’s an entire week where we drive 
around in the mornings and in the even-
ings for two to three hours at a time, and 
most of the people who have come on 
that trip have said that a week is long 
enough. Every day in the bush presents 
something new and different to wonder 
about; it’s really an incredible experience. 

DP: And what are the accommodations like?

Dallas: 5 star all the way! 

DP: Fantastic. So you actually go out at 
night and shoot as well you’re saying?

Dallas: Yeah. What we do is, on the last 
trip we took some time to do star photog-
raphy, which was really quite a deviation 
from the normal animal type of photog-
raphy. It was quite exhilarating because 
you get off the Land Rover in the middle 
of nowhere, and you don’t know what’s 
around you. So you’ve obviously got to 
stick quite close together as a group…

DP: Yeah, I suppose you don’t want to get 
eaten by anything!

Dallas: Yeah, you definitely don’t want 
to become a lion dinner! So yes, we got 
off the Land Rover, and we walked a little 
bit to — I can’t remember what the name 
of the tree was that we photographed — 
but we did painting with light with this 
tree and the stars in the distance, and got 
some really fantastic photographs of the 



Milky Way. So the opportunities for taking 
photos are not just limited to the animals; 
it’s a beautiful landscape, the light is won-
derful the time of year that we go, and it’s 
really a great place to exercise your vision. 

DP: So what time of year is it that you find best?

Dallas: We try to go closer to the winter 
months now, because that’s when the bush is at 
its thinnest. What would normally happen is 
that if you’re going in the summertime, you’ll 
find that the African bush gets really thick. 

DP: So you’re in the Southern Hemisphere, so 
for most of our readers in the Northern, that 
would mean they’d want to go in their Summer. 

Dallas: That’s right; you just invert it. The 
last couple of trips we’ve done in October, 

which is the start of the rainy season. Now 
the trouble with that is that the rainy sea-
son means that you can’t really go off-road 
because they don’t like to drive the vehi-
cles… or rather they’re not allowed to drive 
off-road because after a rain it tends to mess 
things up a bit. So we’ve now set up a trip 
this year in the first week of August which 
is going to be a completely different experi-
ence than the October trips that we’ve done 
in the past. The tracking is easier because 
the bush is less thick; it’s easier to spot an-
imals; and also, obviously the off-road as-
pect is a lot more achievable in the Winter 
months than it is in the Summer months.

DP: Well that’s great! So let’s say I want to go 
this year — I don’t know if you have all your 



spots booked as yet, but let’s say you didn’t — 
how much am I looking at in terms of price?

Dallas: Well we price everything in South 
African Rand, because obviously the pro-
viders that we use price themselves in Rand. 
The trip that we’re planning for August, 
I believe the figure is 40,000 Rand which 
if I can quickly convert for you, would be 
just under $4500 USD, and that’s per week. 

DP: So that includes your accom-
modation and meals and such?

Dallas: That would include everything ex-
cept your airfare out here. So once you step off 
the airplane in Johannesburg, until the time 
you get back on the airplane, those costs are 
all included. Obviously, personal things like 
laundry, and telephone calls if you haven’t got 
a roaming cell phone, wouldn’t be included, 
but all your accommodation, your drinks, 

your meals, your transfers to and from… 

DP: So alcohol as well?

Dallas: Certain alcohol, yes. The local-
ly manufactured alcoholic drinks would 
be available to you, and that would be in-
cluded in the price. That’s the wine, beers, 
spirits… obviously your Johnny Walk-
er Blue Label is not included in that…

DP: No, but you can’t go wrong with 
South African wine! So, switching gears 
a little, did you ever think that you’d 
end up in the photography business?

Dallas: No, I didn’t. I’ve always seen my-
self as being more of a writer. So what 
I’m finding now is that I’m writing 
about photography, which is kind of in-
teresting… at least I’ve got an angle. 

DP: So I guess it took you by a bit of a surprise 



that you’re actually doing this… and now 
you’re in the travel business as well! What 
do you think of the whole transition? What 
was it that you were doing in advance of this?

Dallas: Initially, when I first started work-
ing, I was employed in a bank. I worked in 
the bank for 12 years; but during those 12 
years I did a lot of different things. I started 
off on the clerical side; then I moved to the 
IT side, where I got involved in program-
ming and learning a little bit more about in-
formation technology; but being the kind of 
person that I am, one thing is never really 
going to be enough for me. I like to sort of 
spread myself a little bit thinner over a lot of 
different subject matters. So I got involved 
in marketing; and if I could use one word 
to describe what I’m like, it would be that 
I’m a marketer. That’s kind of the way I see 
the world. So yeah, I worked at the bank 
for 12 years; and towards the end of the 12 
years, the bank merged with another bank 
and the corporate culture changed com-
pletely. This was kind of my cue to get out 
of the industry at that time, which I did.

I took a retrenchment package in 2001, and 
meandered around doing all sorts of arbi-
trary stuff which didn’t really help much. 
That’s when I first became involved in pro-
fessional photography. I started taking a 
few commissions and got involved in sports 
photography at that time. Then the financial 
aspect of it became quite pressurized. I had 
a young family, and trying to rely on sports 
photography to feed a young family that were 
used to having an executive income from a 
bank didn’t quite pan out the way I’d planned. 

So I then got involved in manufacturing. My 
brother had a business in manufacturing 
concrete; and they started making concrete 
paving, and invited me to come and help 
market it, being the marketer that I am. I did 
that for five years, and then my brother sold 
that company and emigrated to Australia. 
So since then I’ve been doing more photog-
raphy and website stuff than ever before, 
and that’s pretty much where I am right now. 

DP: Hmm. Now you said that it was 
difficult with a young family, being a 
sports photographer… what is it that 
you think about the state of photog-
raphy as an industry as it stands today?

Dallas: It’s constantly in a state of flux. I 
don’t think there’s any kind of formula that 
you can say works these days for very long. 
There’s always innovations; there’s always 
people coming up with different business 
plans, and different ideas. The sports side 
of things obviously required some huge fi-
nancial input in terms of equipment; and 
that equipment is also always changing, 
specifically in the bodies. When I first start-
ed, I had a D30 which was a Canon believe 
it or not, and that is what we were using, 
but within the space of two or three years 
there’d been the D60, then the 10D, then a 
series of 1D models… and the clients were 
all demanding that everybody have the 
latest camera. Unfortunately, if you didn’t 
have the money for those cameras, you 
couldn’t really afford or justify those costs, 
you weren’t going to be working. Then you 
were also looking at 400mm lenses, which 
in this country cost an absolute fortune…





DP: In this country too, trust me!

Dallas: Well I’m glad we’re not alone in that 
respect! But yeah, I love sports photography, 
but making a living at it was not something 
that was viable for me at that time. I’ve tend-
ed to shy away from it, and what I do now 
is concentrate on corporate photography. 
That seems to be where the money is these 
days… the corporates are prepared to pay 
the prices, so that’s what I’m sticking to.

DP: So what are you doing… headshots and 
portraiture primarily?

Dallas: It’s varied. I do a bit of corporate 
portraiture, I’ve done a few reports for com-
panies as well. A lot of the time, what I do is 
corporate events. So for instance, they have 
conferences that they need documented, I’ll 
go and do that over two or three days. It’s not 
really the kind of photography that excites 
photographers; but it pays the bills, and ob-

viously, that’s kind of an important aspect.

DP: Well for sure; and as you know this 
interview is for the Photopreneur col-
umn in the magazine, and it seems every-
body that I’ve interviewed thus far for this 
column, that’s been successful in photog-
raphy lately has been doing a whole bunch 
of different things to make ends meet. 
Do you think that’s pretty much a pre-
requisite to be a successful these days?

Dallas: You have to be adaptable. If you’re 
not adapting, you’re dying. That’s just the 
sad truth of it. I speak with a lot of photog-
raphers on NikonGear.com as well that are 
professionals, and they say the same thing. 
With regards to making a living out of stock 
photography in the past — making real-
ly good money — the microstock indus-
try has just killed that. So they’ve had to 
adapt and do other things as well. A lot of 



the guys that I speak with have moved away 
from doing specifically stock photography 
to doing other projects as well. For me the 
worst thing would be to do something that 
you’re not really happy with doing; but 
at the same time you have to be realistic. 

DP: So what keeps you enthusiastic about 
the industry then?

Dallas: Um….

DP: Or are you?

Dallas: I am; but you know, Ray, it’s inter-
esting because there’s nothing that takes the 
gloss away from photography faster than 
actually having to make a living out of it. 

DP: Oh, I know! Why do you think I’m 
doing this?!

Dallas: So yeah, I think we’re on the same page 
with that one. Generally what interests me is 
that I love great landscape imagery. If I could 
do one thing for the rest of my life, it would 
be to travel around the world taking photo-
graphs of landscapes at the right times of day. 

I really envy people like David Duchemin, 
who’s done a fantastic job of doing what 
he does. He’s really one of the photograph-
ers that I look up to — and specifically on 
the entrepreneurial side as well. His pub-
lishing business that he’s got is doing really 
well for him; and he’s one of the guys that I 
have on RSS feed. In fact, a lot of his images 
are desktop wallpapers on my computers. 

DP: So, let’s say you were talking to an 
aspiring young photographer… what 
type of advice would you give him?

Dallas: Don’t become a photographer! Ser-
iously though, I do teach a few young people 
as well, and they come to me for advice as 
well. I think the most important thing for 
any young person wanting to get involved in 
photography is that they need to have a bit of 
business sense, and they need to have a plan. 

Without a plan, you don’t really stand much 
of a chance of getting anything out of this 
business. There’s an old saying that ‘if you 
fail to plan, you plan to fail’, and I don’t think 
there’s been truer words spoken, and specif-
ically for young people wanting to get into 
photography these days: get yourself a busi-
ness plan, and strategize on what you want 
to do and what you want to get out of it.

DP: I see... 

For me, photography is all about the time; 
and the value of your life is not really meas-
ured in terms of your bank balances, it’s 
measured in terms of the hours you have 
for yourself and your family. If you can bal-
ance making an income with photography, 
and getting the maximum out of your per-
sonal life, then I think you’ve succeeded. 

It’ doesn’t necessarily mean that you have 
a Ferrari in your garage, or that you spend 
6 months of the year travelling the world; 
what’s important, is actually feeling success 
within yourself. 



5
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Preview

Just as we were about to pull the trigger 
on publishing this issue, we received a 

mysterious note from Adobe, inviting us to 
a press conference in order that we might 
witness the unveiling of their latest product 
— which turned out to be Lightroom 5. We 
postponed publication until Adobe’s embar-
go on releasing information about the ap-
plication had expired, and are now pleased 
to provide you with all the juicy details…

Now, as regular readers of DarkroomPro 
will know, we’ve always been big fans of 
Photoshop Lightroom, and indeed use it for 
all our personal and professional imaging 
tasks. In our last issue, we highlighted all the 
advances in the previous version, wonder-
ing what they could possibly include in the 
next. Let’s just say we weren’t disappointed!

While at present, Lightroom 5 is still only 
available as a public beta, free for anyone to 
download and try, it’s remarkably stable (we 
only experienced one issue that caused the 
program to get stuck on the move and zoom 
hand tool, which was rectified with no data 
loss by simply restarting the program), and 

the enhancements are such that we’d be sur-
prised if all current users didn’t start using 
it immediately. Here’s a quick rundown of 
the new features you can expect to find… 

Radial Filter
One of the first additions you’ll see in the 
Develop module is a radial filter which per-
mits the user to select a circular or oval area, 
and then apply any of the effects which were 
previously only available through an adjust-
ment brush to the entire area outside (the de-
fault), or inside that selection. This is a great 
way to isolate a subject in a manner similar 
to using vignetting, but is significantly more 
flexible, as you can utilize sharpness, expo-
sure, clarity etc. in support of that goal. Neat!

Advanced Healing 
Brush
Everyone wants to look great in their pho-
tos; and often it’s better to give a client a 
shot that more closely resembles what they 
think they look like, rather than the stark re-
ality revealed by tack-sharp lenses and high 

http://labs.adobe.com/technologies/lightroom5/


resolution cameras. The new healing brush 
affords the user significantly more control 
over the subtlety of the effect you are try-
ing to achieve in this regard. Better than any 
wrinkle cream ever invented, use the Ad-
vanced Healing Brush to soften the look of 
fine lines in your portraits, while retaining 
some semblance of truth in your images. 

Further, you can use the brush to com-
pletely remove unwanted elements from a 
photograph as depicted in the example. Per-
forming this task seamlessly in past often 
required a quick trip to Photoshop, but 
now that same power resides in Lightroom.

Visualizer Spots
Dust particles on your sensor and lens are 
the bane of every photographer. Granted, re-
cent advances in sensor cleaning technology 

have lessened this to a certain degree; how-
ever, dark spots on our photos, particularly 
at smaller apertures, are still an unfortunate 
fact of life. Given these may sometimes only 
present themselves when viewing an im-
age at 100%, they are often only discovered 
upon printing. Of course, by that time it’s 
too late, and you’ve wasted time and money. 

In an effort to make our lives easier, Light-
room’s new Visualizer Spots feature en-
ables the photographer to quickly and eas-
ily detect dust particle spots by inverting 
the image and dramatically enhancing the 
contrast — revealing once hidden anom-
alies with ease. Now it’s just a simple mat-
ter of a few clicks, some judicious use of 
the spot removal tool, and hey presto — 
you’re ready for the printer. Great addition.

Advanced Healing Brush



Upright
Previous versions of Lightroom featured 
perspective correction, primarily based on 
lens profiles that come installed with the 
application; however, these didn’t always 
prove adequate to the task. Certainly manu-
al perspective correction was also available; 
however, the interface and controls were a 
little arcane, and difficult to use for many. 

Lightroom 5 includes a new feature named 
‘Upright’ which corrects perspective  auto-
matically and rapidly by detecting both 
horizon and leading lines, and mak-
ing adjustments based on these meas-
ures. Manual corrections are still available 
however — and sometimes you’ll still need 
them — but the utility is remarkably effect-
ive, and will definitely save time and lessen 
frustration for photographers everywhere!

Smart Previews
Don’t want to clutter up your hard drive by 
storing your entire image collection locally? 
Still want to be able to make adjustments to 
your images while on the go? Smart Previews 
to the rescue! This new Lightroom feature 
enables the user to employ a cache of smaller 
preview photos in support of making alter-
ations, either in metadata or the Develop 
module. Simply reconnect your external or 
network drive and all the adjustments you’ve 
made will automatically sync up. Easy peasy. 

Of course, if you are doing pixel level 
edits such as sharpening or spot removal 
etc. — anything you’d normally do while 
zoomed in to 100% — you’d best wait 
until you’re able to access the actual file, 
as your alterations will be less accurate 
when performed on a preview sized image.



Book Benefits
Lightroom 4 introduced the Book module, 
which allowed the photographer to generate 
excellent quality paper-based publications 
from the Blurb online publishing service. 
The included templates definitely simplified 
the task of whipping together a professional 
looking coffee table book; however, we cre-
ative types are typically demanding of more 
flexibility than what is afforded in the utiliza-
tion of canned layouts. Adobe has responded 
by enabling the user to customize the in-
cluded templates — empowering photog-
raphers to create publications which are 
truly personal and unique. Hat’s off, Adobe!

First Impressions
Though we haven’t had a great deal of time 
to play with Lightroom 5 beta, we’ve been 
really impressed with what we’ve seen so 
far. One of the initial things we noticed was 

the fact that, despite the ‘beta’ state of the 
software, and the attendant lack of optimi-
zation that typically characterizes applica-
tions at this stage of development, perfor-
mance was extremely peppy compared to 
its predecessor — particularly (given the  
beta won’t import catalogues from previous 
versions) in importing photographs into 
a new catalogue. The Mac we ran it on for 
testing was a little underpowered for the 
previous version, but ran considerably more 
smoothly in nearly every way for Light-
room 5. The new features, while not revo-
lutionary, are definitely welcome additions, 
and will go far in streamlining photogra-
pher’s cataloguing and editing tasks. We 
certainly look forward to the final release 
and the inevitable performance tweaks that 
will surely make this the best version yet!



Once upon a 
time, photog-
raphers shot 
still images… 
that was it. It 

was about capturing the es-
sence of a moment in time 
— not faithfully duplicat-
ing an extended period of it.

Nowadays, not only are 
point-and-shoots coming 
equipped with basic mov-
ie mode, but every pro body 
now features advanced vid-
eo capture functionality.

Well that’s great for journalists, 
whose ever-expanding job de-
scriptions now include docu-
menting the key moments in a 
situation as it unfolds via the 
still frame, as well as creating 
professional-grade video con-
tent… but what about the rest 
of us? For most photographers, 

video has taken a distant back 
seat to single-frame capture; 
however, now that the tools are 
being included in our bodies by 
default, many are diving into 
this new medium head-first.

So off they go and capture 
hours of raw footage, only 
to bring it home to discover 
they’re really not sure what to 
do with it all. Certainly, there 
are lots of inexpensive video 
editing packages available out 
there; but like most photog-
raphers, the perfectionist in 
them demands more of their 
work than many of these soft-
ware suites are able to provide.

Enter Adobe 
Premiere Pro
Not many years ago, non-lin-
ear video editing was the 
province of professionals 
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utilizing software costing thousands 
of dollars on dedicated specialty vid-
eo editing computers. That’s all gone. 

Seeing into the future, Adobe recognized 
the market’s potential and released Pre-
miere in 1991 on the Macintosh. Premiere 
Pro, its successor, was produced by the 
company in 2003, and the video edit-
ing landscape has never been the same.

With pricing options that now include $49 
a month via Creative Cloud for the complete 
Adobe software collection (Photoshop, 
Lightroom, Illustrator, InDesign, Premiere 
Pro and nearly 20 other titles) or $19.99 for Pre-
miere Pro by itself, professional post produc-
tion results are now available to most anyone!

What’s in it for Me?
Of course Premiere Pro can do everything 
you’d expect of a non-linear video editing 
package: trim and splice clips together, cre-
ate transitions between them, add music 
and graphics, and export to DVD or digit-
al video file format. Certainly it handles all 
these tasks with ease, but what else does it 
offer the photographer interested in video?

For starters, Premiere Pro handles both 
Nikon and Canon’s video formats natively… 
in addition to those of many other manufac-
turers. This is a huge time saver as no lengthy 
transcoding conversions are required — 
just plug it in, and it works. Furthermore, 
the software integrates seamlessly with 
Photoshop, allowing you to import your 

Improved Interface Options



still creations — with all their layered ef-
fects intact — into video projects with ease. 
Not only that, but with Photoshop Extended 
(included in Creative Cloud), you can do 
pixel level editing of video — clone, paint, 
make lens corrections, colour correct etc. — 
and then import directly to Premiere Pro. 
What’s more, the inclusion of many Photo-
shop-like controls allow the user to quick-
ly fix their video’s audio, exposure or col-
our problems within the application itself. 

Everyone knows that audio capture on 
DSLRs, while having seen significant 
improvement over the past few years, still, 
in large, leaves a little to be desired. Man-
aging separately recorded audio sources is 
a snap in Premiere Pro by way of the Merge 
Clips feature, which allows you to seamlessly 
integrate and sync your high quality DSLR 

video, with an audio track that actually 
measures up. The audio controls within the 
application also provide extreme flexibility 
in editing this critical component of your 
digital video project… so even if you’re stuck 
with less than optimal audio, Premiere Pro 
will allow you to squeeze the best out of it!

Finally, the application utilizes your com-
puter’s graphics processor when ren-
dering video by way of its advanced 
64 bit Mercury engine, making short 
work of otherwise time consuming and 
tedious media preview and encoding. 
What more could you want? Read on...

CS6 Enhancements
Adobe’s latest video editing offering certainly 
wasn’t neglected in terms of upgrades in CS6. 
A sleeker more user-customizable interface 

Adjustment Layers In Action



features a default ‘two-up’ workspace which 
allows you to see source clips and the pro-
gram monitor simultaneously in an unclut-
tered UI that provides more room for video 
display. The monitor panels also feature cus-
tomizable button layouts, allowing you to 
reposition or replace any of the transport or 
default controls with those you’d prefer. Or, 
for those for whom keyboard shortcuts are 
the way to go, dispense with them entirely, 
leaving more room to view your content.

The audio mixer has seen significant 
improvements as well, including the multic-
hannel look and feel of that which is includ-
ed in sister application Adobe Audition. 
Much requested features, such as quickly 
resetting a fader to zero, are now handled 
through a simple double click. Addition-
ally more options are present for easily re-

viewing peaks and valleys in your track 
— with both static and dynamic indica-
tors available by way of a contextual menu.
Even little things like automatically scal-
ing the interface elements when you resize 
the panel are welcome additions… and 
include intelligence enough to switch be-
tween horizontal and vertical orientation 
depending on how you alter the UI window.

Finding your content has never been easier 
thanks to new views which are available in 
the project panel. Featuring 16:9 resizable 
thumbnails of your video elements, the appli-
cation allows you to scrub through by simply 
hovering your cursor over the clip, and even 
mark In and Out points directly within them 
for rapid initial editing. Very handy indeed.

The task of trimming clips has seen signifi-
cant attention in this latest release with the 

Trimming Clips



advent of Trim Mode in the Program Mon-
itor which provides ‘two-up’ display of the 
outgoing and incoming clips with buttons 
for performing common trim and transi-
tion functions. Knowing how much time is 
spent on this task, Adobe has also includ-
ed more than 10 new convenient keyboard 
shortcuts directly related to trimming. 

Of special interest to DSLR 
videographers, Adobe has 
now included Warp Sta-
bilization in Premiere Pro. 
Now your shaky, handheld 
video can look like it was 
shot with a professional 
rig. Not only smoothing 
out camera motion within 
your clips, the Warp Sta-
bilizer removes artifacts 
caused by that motion and processes indi-
vidual areas of the frame to address parallax, 
with other modes to correct perspective, scale 
and rotation, or position. Originally seen in 
Adobe After Effects CS5.5, this fantastic fea-
ture is now resident within Premier, and will 
save many an aspiring videographer’s bacon.

When you are ready to deliver your final 
product, these days it’s often the case that it 
is to be made available in multiple formats. 
Adobe has you covered there too. With the 
included Media Encoder, Premiere Pro al-
lows you to select from a variety of presets 
(or create your own) and run a batch to out-
put them all while you grab a coffee.Also in-

cluded with the package, 
Adobe Encore allows for 
efficient DVD and Blu-ray 
authoring and even sup-
ports delivering the same 
robust Blu-ray experience 
over the Internet via a 
web interface! These and 
so many more improve-
ments definitely make 
Premiere Pro CS6 the best 
release to date, and will be 

indeed hard to surpass in their next effort.

So whether you’re a video neophyte, or a sea-
soned veteran, there’s definitely something 
in Premiere Pro for you… and given the 
aggressive price point for the entire Adobe 
suite of applications via Creative Cloud, why 
wouldn’t you try it? Heartily recommended.

Creative Cloud





Lens Lore
Keeping things sharp...

Since the advent of full-frame 
digital cameras, my venerable 
Nikkor 28-70mm f/2.8 (which 
originally debuted in 1999) 

has been the go-to lens for a large portion 
of my work; and indeed is the glass that 
lives on my body until such time as an-
other is temporarily swapped in.

So, you may be surprised that 
I didn’t immediately jump on 
the bandwagon as soon as the 
updated version, the 24-70mm 
f/2.8 was released by Nikon. 
Well, for starters, the 28-70 is a 
brilliant lens, and I wasn’t con-
vinced that the 24-70 would be 
improvement enough to war-
rant the expenditure of another 
couple of thousand dollars... 
so I held off. Sure, there were a 
couple of extra mm at the wide 
end (but I have a 17-35 that covers 
that range beautifully) and it used the 
new nano coating... but was it really going 
to be so much better than my old standby?

I figured of course I’d eventually switch; 

but, I kind of just never got around to it, 
as I was so happy with my 28-70 — there 
being so many other enticing photo-
graphic products to spend my money on.

I was therefore extremely curious when 
Nikon shipped us the D600 (also reviewed in 
this issue) to evaluate and included the 24-

70mm f/2.8 as part of the package. 
This seemed the perfect oppor-
tunity to run a head-to-head test 
to see whether my reluctance 
was prudent or simply foolish.

First 
 Impressions

One of the few complaints people 
seem to have about the old 28-
70 has been the fact that it’s big... 
and certainly it does come by its 
nickname ‘The Beast’ honest-
ly. Frankly the size never both-

ered me, but I was surprised to 
see that despite reviews I’d read about 

the 24-70 being so much more compact, 
it was a slight 35 grams lighter (at 900g), 
and only of marginally less circumference. 



So for me, there’s really little difference here.

Of course, the next most obvious differ-
ence was the lack of an aperture ring on the 
24-70, it being a G lens. Well, that’s fine for 
most folks who have only modern equip-
ment; however, I own a few older film bod-
ies that my 28-70 works fine on... and it’s 
simply not an option to mount this new 
lens on my old gear. Is that a showstopper 
for me? Definitely not. How often do I shoot 
film anymore... once or twice a year? If that. 
Your own circumstances will obviously dic-
tate whether this is problematic for you.

Run Down
Like it’s older brother, the 24-70 features 15 
lens elements in 11 groups, with a 9 bladed 
diaphragm for rounder bokeh, supporting 
apertures from 2.8 through 22. However, 
the the 24-70 also sports Nano Crystal 
Coating (more on this below), a closer fo-
cusing distance of 15 inches versus the 28-
70’s 27.6, and better dust/weather sealing. 
Additionally, the 24-70 includes three as-
pherical elements, unlike its predecessor’s 
one — improving resistance to wide-angle 
distortion and other types of lens aberration.

In Practice
For testing the two lenses head-to-head, we 
decided to affix them to a well tested and re-
liable D3 in turn, using a tripod and cable 
release to ensure consistency. What we used 
for our initial subject matter was a stone 
wall in order to measure corner sharp-
ness at various apertures. This would allow 
us to have enough variability in the sur-

face to adequately distinguish detail differ-
ences between the lenses across the range.

Since the advent of digital full-frame, 
vignetting has again become a factor to 
consider, and of course the 24-70 and 28-
70 perform about equally well here, with 
noticeable effects from wide open through 
about f/5.6. Since this focal length is often 
used in portraiture however (where you 
might actually want to add vignette in the 
first place), it certainly isn’t a primary con-
cern… and as most lenses exhibit this qual-
ity, isn’t something you can get away from 
anyway — unless you select DX mode.

The 24-70 seems to render images slight-
ly warmer than the 28-70, but in most 
situations the effect is pleasing and of 
course can be adjusted in post if need be. 



Sharpness

For me the key metric that would be the de-
ciding factor on whether I would purchase the 
24-70 is definitely sharpness. As mentioned, 
I have been very happy with the 28-70 in this 
regard and was a little skeptical as to whether 
the 24-70 would outperform it to such a de-
gree as to make a purchase decision obvious.

Well, I was certainly surprised with the re-
sults. Not only did the 24-70 best its older 
sibling in corner and edge sharpness wide 
open, but centre sharpness as well… and 
this is with the latter lens having had the 
benefit of micro-tuning afforded by the 
D3. This isn’t to say that the 24-70’s corners 
are tack-sharp… indeed, there are issues 
through about f/4. However, they are def-
initely sharper than the 28-70’s; and what 
I thought was a sharp centre, wide open 
on the 28-70, turned out not to be the case 
when compared to its younger brother. 

Stopped down to f/3.2 however, 
the centre sharpness differences 
began to disappear — though 
the 24-70 was as sharp at f/2.8 
as the 28-70 was at f/3.2! The 
24-70’s area of corner softness 
was also smaller than that of the 
28-70 — a welcome surprise.

Nano Crystal 
Coating
Initially introduced on the Nik-
kor 14-24mm f/2.8 ultra-wide 
zoom, the Nano Crystal Coat-
ing is also featured on the 24-

70. Designed to reduce ghosting and flare 
(a result of reflections inside the lens barrel 
when light enters diagonally), this coating 
will likely be incorporated into all future pro 
lenses that feature wide-angle focal lengths.

According to Tsuyoshi Murata, one of the 
coating’s primary developers, “The word 
“nano” denotes one billionth. Although the 
term evokes an image of hardness and pre-
cision, the reality is completely the opposite. 
The actual grains that comprise the material 
are extremely small nano particles which are 
arranged in a spongy construction, rather 
than being tightly arrayed. This coarse struc-
ture-which is in complete contrast to the 
densely packed composition of existing coat-
ings-is a major strong point of the material.”

Ok, well, that’s interesting; but what does 
it mean for photographers? We tried 
to purposely create flare in several im-
ages using the 24-70, but never achieved 



anything like what we were able to pull 
off with the 28-70. The bottom line? This 
stuff works. Of course, if you are try-
ing to create flare for artistic reasons, this 
mightn’t be ideal… but hey, isn’t that what 
Photoshop filters are for?! (just kidding).

Conclusion
The Nikkor 24-70mm f/2.8G ED is 
better in nearly every conceivable 
way than its predecessor, the 28-70: 

• 4mm wider
• Sharper both in corner/edge and centre 

areas wide open
• Lighter
• Closer focusing
• Better flare and ghost resistance

• More weather/dust resistant

 
Its only weakness is the lack of aper-
ture ring — which as mentioned, isn’t 
at all an issue for folks who aren’t in-
terested in using it on very old gear.

So will a new 24-70 sneak its way into my 
camera bag in the near future? Definitely.

Comes 
with Case & 

Hood

Corner Sharpness



SECRETS

There comes a time in most 
photographers’ lives when shoot-
ing candids of friends and family, 
still life, landscapes, and the 

neighbourhood squirrel loses its allure. For 
many, the answer to photographic ennui is 
working with live models in a controlled 
setting — be it the studio, or a location 
shoot. Few photographic situations gener-
ate the same level of engagement, and in-
spire as much creativity as model shoots; so 
it’s easy to see why so many photographers 
are drawn to them. However, this path isn’t 
the easiest to tread; and there are definite-
ly some tips that will help ease your tran-
sition into this new and exciting realm.

Working With Models

Where to Begin?
Not all of us regularly associate with ‘the 
beautiful people’, and as a result, mightn’t 
have ready access to ideal photograph-
ic subjects. After all, are you really going 
to ask Aunt Mabel to pose in her bikini 
in order that you might gain some port-
folio-worthy imagery for your Glamour 
section? Probably not. So, what to do?  

Fortunately, as with most things these days, 
the Internet has your answer. There are sev-
eral sites specifically dedicated to connecting 
photographers with models — from the 
aspiring to professional in both categories. 
Probably the largest among these is Model-
Mayhem.com. This site enables the user to 
search for models in a specific geographical 
location, and refine your query by a range of 

http://ModelMayhem.com
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variables including gender, compensation 
requirement, hair and eye colour, measure-
ments, types of shoot, and so on. With around 
3/4 of a million members, you’ll be surprised 
at just how many you’ll find around you!

If you’re just starting out, you may discover 
that working with new models is probably 
the way to go. Not only will they likely more 
patient with you as you fumble through your 
initial shoots (and fumble you will), but 
they will often agree to exchange their time 
for prints and digital copies of your shoot 
to use in their portfolios. In fact, Model-
Mayhem.com allows you to search specif-
ically on this criteria. Additionally, the site 
allows you to find area makeup artists, hair 
stylists, body painters, clothing designers, 
and event planners — among many others.

On With the Show
Ok, so you’ve found a model and have 
scheduled a shoot, what now? The first thing 
to keep in mind is be prepared! Don’t waste 
your model’s time setting up lights and fid-
dling around with backgrounds and reflect-
ors etc.; know what you want to capture in 
the session, and prepare accordingly. If you 
haven’t mastered basic posing, spend some 
time researching in advance. There’s plenty 
of source material to be found in books or on 
the Internet [Ed: We’ll be covering this topic 
extensively in our next issue, so stay tuned!]. 
Learn exactly what you want to achieve, and 
be prepared to explain that to your subject.

Spend some time with your model before 
you begin shooting, clarifying and reinfor-
cing what your objectives are for the session 

(you should have already briefly explained 
these within the context of your initial con-
tact), and ask whether they have any ques-
tions about what you’re proposing to cap-
ture. Don’t try to come off as a seasoned pro 
if this is one of your initial attempts at work-
ing with models. Being honest in this regard 
is key, as otherwise you are going to look 
like a jackass — inexperience shows, even 
to those who are inexperienced themselves. 
Following these guidelines will help estab-
lish rapport and trust — ultimately leading 
to better photographs, as your model will be 
more relaxed and poses will seem less forced.

Further, provide a private area where your 
model may attend to wardrobe changes, hair 
and makeup touchups, and so forth, ensur-
ing you show them where everything is. If 
you aren’t employing a makeup artist and 

http://ModelMayhem.com
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hair stylist, don’t assume your model will 
have thought to bring along items required 
to touchup or alter their look. Inform them in 
advance of what you need them to supply. It’s 
a good idea to prepare for contingencies and 
have some basic hair and makeup products 
on-hand should your model be forgetful.

Action!...?
So now your model is standing in front of 
the lens and you’re all ready to go — do you 
shout ‘action’ and let the magic begin? No. 
Unless you’re shooting a supermodel who 
is only down for giving you a few practiced 
moves from their repertoire (and if you 
are, why are you wasting your time reading 
this article?!), your subject needs direction.

Establish the parameters of the relationship 
right away. Certainly, what is produced at the 
end of the day is the result of a collaborative 
effort between you and the model; however, 
you are in charge. Don’t expect your model 
to put on a performance without being told 
what exactly it is you are looking for. The 
experienced subject will more ably provide 
you with flattering poses, transitioning be-
tween them with ease; while those less so, 
require specificity, and may not be as cogni-
zant of how best to showcase their talent 
within the context of your shoot. So take 
charge — not in an abrasive or domineer-
ing manner, but firmly, and with a smile.

Often it is helpful to mirror what it is you 
are looking for from your model in an ef-
fort to coax the best from your subject. 
So, if you want broad smiles, reflect that 
in your demeanour; should you require a 

more serious expression, ensure the one 
on your face represents that. Your mod-
el will subconsciously pick up on these 
cues and their output will be stronger, 
and more in line with your desired result. 

Constantly provide feedback (beyond what 
you’re asking of them in terms of poses) as 
the shoot progresses: ‘that’s great!, a little big-
ger, that’s perfect — give me some more of 
that’, and so on. Models, especially new ones, 
need to feel that they’re rising to the occa-
sion; and your feedback will not only move 
the process along, but result in a significant-
ly better performance from your subject.

The Big Question
Sometimes (actually quite often with 
new models), you’ll find that despite 
your best efforts at verbally communi-
cating a desired pose, it just isn’t getting 
across. Seemingly, the easiest solution to 
this dilemma would be to simply physic-
ally move the model into the correct pos-
ition; however, this may prove problematic. 

There are many advocates of the ‘Never 
Touch the Model!’ approach to studio and 
location shoots; so should you subscribe to 
this philosophy? As with most things in life, 
situations are seldom so black and white 
as to apply blanket maxims to them. After 
all, in a studio situation, time is very often 
money, and if yours is being wasted, you 
need to rectify that difficulty as expeditious-
ly as possible. So let’s just say, ‘it depends’. 

Ideally, you mightn’t have to physically 
interact with your subject, but how often 



are conditions ideal? The trick is know-
ing how and when to do it. If you’ve spent 
over a minute trying to verbally indicate 
your desired pose on more than one oc-
casion during a shoot, it may be time to 
consider assisting the subject physically. 

If you’ve established some rapport with your 
model, the touch barrier might be easier to 
transcend — ensure you’ve addressed this 
at the outset as much as possible. Approach 
them with a confident demeanour and sim-
ply ask ‘May I...?’ while indicating with your 
body language that you wish to reposition 
them. Their physical reaction will immedi-
ately let you know if it’s ok to proceed. Of 
course, if they say ‘no’, that’s it, and it’s time to 
pursue other options. However, even if they 
say ‘yes’, gauge whether to continue from 
their body language. If they appear to have a 
negative reaction to your request despite giv-
ing you permission, work to reassure them, 
and apologize for not being able to explain 
what you want from them more effectively. 

Take the responsibility for the situation, 
not dumping the communication failure on 

them. The last thing you want your model to 
feel is self-conscious as a result of not being 
successful in responding to your requests, as 
this will be reflected in the subsequent shots.

Breaking the touch barrier is far easier 
for female photographers than their male 
counterparts; however, adhering to the above 
will hopefully ease the transition should the 
situation demand. Once you’ve moved be-
yond this point, touch can actually enhance 
rapport in many cases… so long as you 
don’t move from being perceived as acting 
professionally to creepy (often a fine line).

A New World

As you gain familiarity and proficiency in 
working with models, you’ll either find it 
an incredibly exciting and fulfilling experi-
ence, or a tedious and stressful occupation, 
depending on the kind of person you are — 
live model photography isn’t for everyone. 
However, for those wired for it, entirely new 
realms are opened for discovery, and your 
journey will be filled with experiences you’ve 
yet to imagine. Time to take the first step… 



PhotoPhilosophy

They say ‘the best camera is the 
one you have with you’; and 
certainly given the ubiquity of 
smartphones, very frequent-
ly that role is filled by them. 

After all, how often do you tote your DSLR 
to the supermarket, or the coffee shop...? 
Truth be told, there are innumerable pho-
tographic opportunities to be found in ven-
ues wherein it mightn’t be either practical, 
or appropriate to lug an indiscreet cam-
era body and accompanying glassware. 

The Dilemma
Unfortunately, up until very recently, the 
inherent quality of imagery obtained from 
these devices left significant room for im-
provement. So, while you could certainly 
capture scenes from locations and situations 
you mightn’t be able to otherwise, what you 
were left with at the end of the day was of 
little use, beyond that of a memory aid. 

Nowadays, most smartphones feature 
multi-megapixel sensors backed by an engi-
neer’s cauldron of software wizardry, which 
enables heretofore impossible image quality 

to be rendered from these tiny devices. That’s 
not to say there’s any competition when com-
pared to a DSLR;  however, smartphones are 
definitely giving point-and-shoots a run for 
their money. In fact, the market for this latter 
category has contracted so dramatically over 
recent years, we’d be surprised to see these 
cameras on store shelves in the long term.

An unfortunate side-effect of the smart-
phone-driven photography explosion how-
ever has been the increased tolerance for 
mediocrity. After all, if you see 100 photos a 
day (and with social media’s burgeoning in-
fluence this is very often a low estimate), and 
98 of them are crap, your perception of what 
constitutes ‘good’ is reframed (no pun intend-
ed). This problem is also to a lesser degree 
expressed in the stock photo market, where 
‘good enough’ crowds out ‘great’, by virtue of 
the new price, versus quality driven model.

So, what are we left with? We have incredi-
bly powerful devices, which are frankly ca-
pable of producing relatively decent imag-
ery, yet for the most part don’t. Why? This 
failure is primarily a result of user error.



Philosophy

What To Do?
The most common generator of photo-
graphic rubbish as applies to smartphones 
is not understanding the limitations of one’s 
equipment. To be honest, despite all the ad-
vances touted above, your Android or iOS 
device is pretty terrible at capturing im-
ages in low light conditions. Certainly you 
may employ the built-in flash to some effect 
(though the artificiality generally achieved 
via its utilization more often than not re-
duces the image’s utility), just don’t expect 
miracles from a lens and sensor the size of a 
nail head. Motion blur, unacceptable noise 
levels, and camera shake are such prevalent 
features of smartphone photography that 
you’d think their presence was due to artistic 
decisions made by the photographer; how-
ever, of course, this definitely isn’t the case.

Further, even in situations that provide ad-
equate light, the mechanism whereby the 
shutter is released leads to a deterioration 
of image quality, due to the fact that some 
measure of camera shake is almost always 
introduced by the user tapping on the screen. 
Some smartphone manufacturers have 
elected to address this by enabling the user 
to depress the shutter by way of the mechan-
ical buttons located along the edges of their 
devices — though few mobile photograph-
ers seem to be aware of this feature’s exist-
ence. We’d recommend you always use the 
hardware buttons, as not only will it reduce 
camera shake, but it will allow you to more 
effectively frame the shot by virtue of the fact 
that your fingers are no longer in the way!

Acceptance of, and working within your 
smartphone’s limitations will definitely go 
far toward your production of actually usable 
imagery; however, there are a variety of tech-
niques you can employ to improve your odds.

Using a support for your phone is a sure-fire 
way of enhancing image quality, and given the 
size of the devices in question, your options 



for what to employ in this capacity are sub-
stantial indeed. A table, bean bag, counter 
top... pretty much anything that is stable and 
provides a relatively flat surface can serve 
your objective of minimizing camera shake. 
There are also miniature tripods avail-
able, specifically designed for smartphones 
which may prove effective. We feel however, 
that these devices are of limited value. If you 
are going to be lugging around a miniature 
tripod, why not just bring a DSLR instead?

Who Cares?
For some reason, many people tend to 
shoot mobile generated images with reck-
less abandon -- throwing all basic photo-
graphic principles to the wind. They shoot 
right into the sun, pay no attention to com-
position, disregard shadows in the scene, 
fire flashes directly into mirrors… and then 
post the results directly to social media, 

making me want to take a scrub brush to 
my eyeballs upon viewing these digital dis-
asters. If folks would simply follow trad-
itional photography precepts, and play to 
the strengths of their devices, the resulting 
imagery would be substantially improved. 

For example, the main advantage mobile de-
vice cameras have over their bulkier DSLR 
cousins is flexibility in framing due to their 
extremely lightweight and diminutive de-
signs. Capitalize on this! Shooting from the 
bizarre angles and tight spaces afforded the 
smartphone photographer by virtue of their 
device’s form factor provides opportun-
ities for increased tension, and perspectives 
which definitely add interest to your images.

I also find myself pulling out what little hair 
I have left when I see a photo whose sub-
ject matter is obvious, yet occupies a tiny 
fraction of the frame — which is otherwise 



filled with uninteresting garbage. Zoom 
with your feet! No camera phones (none 
that we’ve heard of anyway) feature optical 
zoom — and digital zoom is best avoided 
if at all possible, as this results in a pixelat-
ed, noisy mess for the most part. As a result, 
you’ll have to get closer to the action with 
your body instead. Used in conjunction with 
the framing possibilities afforded the mo-
bile photographer as described above, your 
results will certainly show improvement. 

Another common feature of photographs 
shot on smartphones is that they are either 
over-processed, or not processed enough. 
The former category is generally a result of 
the ubiquitous filter factory type of appli-
cations (Snapseed, Instagram, Hipstamatic 
etc.) which allow you to apply canned ef-
fects to your shots — making them look like 
everyone else’s hamfisted attempt at ‘being 
creative’, while those that fall into the lat-
ter are straight-out-of-the-camera images 
that could benefit from a little tweaking. 

We’d recommend avoiding most filters if 
you can, unless you have a very specif-
ic result in mind before you take the shot. 
Black and white or split-tone images 
for instance are good examples of times 
you may wish to employ a software fil-
ter; but for the most part, we find the ef-
fects lack subtlety, and are used as a digital 
crutch to prop up mediocre photography.

On the other end of the spectrum, many 
smartphones produce dull, flat looking im-
ages by default, which could benefit from a 
little time in an editor. Often these photos 

simply need a curves adjustment and a little 
sharpening; while sometimes pixel-level 
edits are demanded… the difference being, 
these are educated choices, not the random 
result of pressing a filter button in an app. 

In the End
These days, the path of least resistance is 
so well trodden, that with increasing regu-
larity it’s seen as the only viable trail upon 
which to venture. Engineers labour fever-
ishly in an effort to pare ‘It’s as easy as 1-2-
3!’ down a couple of notches in complex-
ity. Fast food, reality television, microwave 
ovens, headline news, iPhoneography… 
there are so many examples of where tech-
nology, in conjunction with the demands 
of our frenetic pace of life, have lead us to 
elect the facile and convenient, over the 
superior. To say society and culture suf-
fer as a result, is a gross understatement. 

Breadth of knowledge is reduced, culture is 
homogenized, human health diminishes, 
choice is limited, and industry standards 
spiral downward to cater to the lowest com-
mon denominator — wherein profit lies. 

The trick, in the end, is knowing that se-
lecting the thornier of two paths diverging 
in a wood typically yields better and more 
interesting results, and therefore should 
more often than not lead to your destina-
tion; however, for those occasions where-
in one finds oneself lacking the requisite 
hiking boots, making the most of oppor-
tunities afforded by the groomed thor-
oughfare via careful, versus casual atten-
tion to craft, will make all the difference.  



It seems inevitable: you frame 
the perfect shot, catching the 
action just right, and depress 
the shutter release... quick-
ly chimp the photo on the rear 
LCD... ‘nailed it!’... only to dis-
cover  upon loading the image 
up on your computer that the 

photo is blurry! A torrent of expletives en-
sues (at least among my ornery aspiring 
photog friends), and a once in a lifetime 
moment is consigned to the digital dustbin.

What Gives?

There are three primary factors 
responsible for image blur: 
blown focus, camera shake, 
and inadequate shutter speed. 
Let’s cover these each in turn, 
exploring the causes and 
detailing appropriate 
remedies you may 
apply to cir-
cumvent 
t hes e 
diffi-
c u l -
t i e s .

Blown Focus
On the surface this one seems the most ob-
vious; after all, a shot is either in focus or 
not, right? Well, not exactly. Something is 
generally in focus, just not necessarily the 
correct subject, or location on that subject. 

Novice photographers may often snap a por-
trait which at first seems fine, and yet upon 
detailed inspection, discover that ‘some-
thing’s not quite right’. What they mightn’t 
realize at first is that focal point for portrait-
ure is crucial; and unless an unusual artistic 

decision has been made to the con-
trary, sharp focus should be main-

tained on the subject’s eyes.  

This may sometimes be dif-
ficult to achieve due to the 
way most cameras deter-
mine focus, wherein areas of 
highest con- trast 
get prior- i t y . 

T h i s 
p r o v e s 

p r o b l e m -
atic when 

there are high 
contrast areas 

Why Are My Photos Blurry?!@#!!
Photo Fundamentals



in-frame which don’t correspond to your 
desired focal point… particularly so should 
you be using a shallow depth of field. A typ-
ical example of this might be shooting at 
f/1.4 close in on a subject wearing glasses. 
The frame of the glasses grab focus leaving 
the eye behind slightly out.

So what to do? Well, if your subject is rela-
tively stationary, you can always switch to 
manual focus and using your depth of field 
preview (assuming your camera has this 
feature), gauge whether your desired focal 
point is indeed in-focus. If the action is fast 
enough to preclude manual focus in an ac-
curate manner, you may wish to employ your 
body’s best sensors (typically cross type) 
which are generally found clustered in the 
centre of your frame. Many bodies also fea-
ture modes that will employ multiple cross 
sensors in support of each other; failing this 
however, keep in mind that your camera 
will always focus best using the focal point 

located in the very centre of your viewfind-
er. So you might want to focus using this 
sensor, and recompose accordingly. Final-
ly, you may wish to increase your depth 
of field in order to obtain a wider margin 
of safety around your desired focal point.

On my main body, I have the button in the 
centre of the multi-directional switch set to 
zoom to 100% at the focal point, which allows 
me to instantly evaluate whether I’ve indeed 
nailed it, or need to reshoot. This however 
doesn’t help if you’ve missed a shot that you 
can’t repeat… so how do you deal with that?

Some images are simply too far gone in 
terms of blown focus and are destined to 
be deleted. If you’ve narrowly missed how-
ever, there are a few things you can do to 
save the photograph. First, when sharp-
ening the overall image in post, you can 
choose a significant amount, perhaps near-
ing 100%, and use a larger radius, say 1.6, 



which may prove enough to create a us-
able image. Using a non-destructive RAW 
editor like Adobe Lightroom or Apple 
Aperture will allow you to play with the 
sharpening settings as much as you like 
without ruining the underlying image. 

Further, you may elect to undertake area 
specific sharpening activities within a pix-
el-level editor like Adobe Photoshop, or by 
using an adjustment brush set to sharpen-
ing in Lightroom, paying particular atten-
tion to the eyes.  Finally, reducing the size 
of an image utilizing the bicubic sharper 
method will have the effect of sharpening 
the entire image up. Of course this is a last 
resort, given you really don’t want to reduce 
the resolution of your files if you can help it.

Camera Shake
While you might expect to experience it hav-
ing just consumed an entire pot of coffee, or 
perhaps bathing with your toaster, camera 
shake will still ruin photos in even the most 
steady of hands, should you not dial your 
settings in appropriately. Even nearly im-
perceptible motions on the part of the pho-
tographer will result in image blur should 
you not solve the focal length versus shut-
ter speed equation in advance of taking the 
shot… particularly in dimly lit conditions. 

Fortunately, this equation doesn’t require an 
doctorate in physics to comprehend. In full-
frame cameras it is simply this: ensure your 
shutter speed at least equals, or (preferably) 
exceeds your focal length. For example, if you 
are shooting at 50mm, make sure your shut-
ter speed is at least 1/50th of a second. This 

rule however gets a little more complicated 
in non-full-frame cameras that utilize small-
er sensors. You have to take into account the 
‘crop factor’ inherent to your particular unit 
— 1.5 in most APS-C sensors, though 1.6 
in Canon’s. So in Nikon’s case, in the above 
example, you’d multiply 50x1.5 and require 
a shutter speed of at least 1/75 of a second. 

Another wrinkle in the above concerns high 
megapixel sensors which are more sensitive 
to the effects of camera shake due to the 
increased number of photosites crammed 
into the same physical area as cameras with 
significantly less of them. It’s a good idea to 
treat these in the same manner as you would 
a cropped sensor, even if they are full-frame. 

All this aside, ultimately, you want as high 
a shutter speed as you can achieve which 
will provide a comfortable safety mar-
gin above the calculated minimum, while 
still accomplishing your artistic objectives 
in terms of depth of field and framing.

So the next obvious question would be 
‘how do I achieve this?’. Well you have 
several options to reduce camera shake, 



each typically involving tradeoffs. You 
have only so many photons to work with, 
and if your shutter speed is too low as 
a result, you can do one of five things:

• Increase the number of photons in the 
scene — i.e. increase the amount of avail-
able light by way of flash or some other 
means. The tradeoff here is the potential 
for loss of that special ambiance seem-
ingly reserved for natural light captures. 
A proficient photographer will however 
be able to balance natural and artificial 
light in such a manner as to significant-
ly reduce this effect. Often, adding light 
is the best solution to camera shake.

• Widen your aperture — i.e. if you are 
shooting at f/5, perhaps move to f/4 or 
f/3.2. This will definitely increase your 
shutter speed; however, the tradeoff is 
the loss of depth of field… which may 
or may not be acceptable, depending 
on your subject matter. I tend to use 
this option far more often than flash, 
as I definitely prefer working with nat-
ural light — your mileage may vary.

• Increase your ISO. This has a similar ef-
fect to turning up the volume knob on an 
audio amplifier — with similar negative 
effects should you go too far: noise. In an 
audio setting this is expressed in distor-
tion; while in photography your images 
become grainier as you push your ISO 
further up the scale. Fortunately, in recent 
years, the major camera manufacturers 
have made significant gains in handling 
of noise at high ISOs, and so this is often 

the go-to solution for photographers who 
don’t want to compromise on depth of field 
or natural light. You can however, defin-
itely go too far with ISO; and we’ve seen 
many a potentially great image ruined by 
uncontrolled noise, when another solu-
tion might have been more wisely selected.

• Use a tripod! You can often get away 
with significantly lower shutter speeds by 
use of a good camera support. Tripods 
in conjunction with the ‘mirror up’ set-
ting, and a cable will enable the photog-
rapher to eliminate many of the inherent 
difficulties of shutter speed — particu-
larly with longer lenses. Of course the 
tradeoff here is mobility; though this may 
be partially mitigated by instead using 



a monopod, which has its own nega-
tive in that it’s not as stable as a tripod.

• Utilize lenses with built-in image stabil-
ization or vibration reduction (Canon 
and Nikon IS and VR respectively). With 
varying degrees of efficacy, these lenses 
are designed to assist the photographer in 
conditions that require a normally lower 
than desired shutter speed for the focal 
length employed. These lenses are indeed 
effective in pushing the limits, but you’re 

completely trusting in the technology 
here; and if you do this exclusively, you’re 
bound to run into problems eventually.

Inadequate Shutter 
Speed
Often some elements of your image are blur 
free, while others exhibit classic motion 
blur. Certainly this may be an artistic choice 
made by the photographer; though more 
often than not, it’s simply an error resulting 
from inadequate shutter speed selection. 

Frequently this occurs in low light situa-
tions; however this is covered in the above. 
What we are concerning ourselves with 
here are scenarios wherein it’s the action 
itself that is blurred, despite there being 
adequate light in the scene to capture it, 
should you have only set your shutter speed 
correctly.  The following are some typ-
ical situations in which this might occur, 
and the correct settings to use in each.

• For fast moving cars or motorcycles, you’ll 
generally want to use a shutter speed of 
around 1/1000th of a second. This will 
freeze the motion, and provide crisp results.

• 1/1000th of a second is also a good 
base shutter speed for capturing ani-
mals which may move unpredictably.

• For birds in flight, you’ll probably want 
to go a little higher at 1/1200th of a 
second or more, unless you are pur-
posely attempting to capture wing 
blur. Note: if you want to shoot a hum-
ming bird, you probably won’t be able 
to freeze its wings without using a flash.



• Mountain bikes require at least 1/500th of 
a second.

• Waves can be captured as low as 
1/250th, though you may wish to 
go higher should you hope to freeze 
spray from them crashing on rocks.

• With most sports, you’re ok at about 
1/1000th of a second; however, should 
you wish to capture the instant a baseball 
makes contact with a bat for instance, you’re 
going to want to uses 1/5000th or more!

• Sometimes you actually want motion blur 
in your images, which otherwise would 
look less professional. A good example 
of this would be airplanes or helicopters. 
For these, you are going to want to use a 
shutter speed of no higher than 1/250th 
of a second for propeller driven airplanes, 

while for helicopters you’ll want to go 
even lower, depending on the number 
of blades they have: for three or more 
1/125th, and for a two bladed craft, 1/60th.

Finally

Whew! That was a lot to digest; how-
ever, if you regularly employ the strat-
egies outlined above, eventually they’ll 
become second nature, and your photo-
graphs will far less likely   become dig-
ital refuse, destined for the recycle bin.

M  A  G  A  Z  I  N  E



NEXT TIME
Be sure to join us next issue when we will continue to 
explore the world of photography in what we hope you 
will find an informative and engaging discussion, both 
highlighting what is new, and rediscovering techniques of 
the past which are still so relevant in today’s digital realm.

Highlights include:

• Mastering black and white photography

• Lightroom tips and tricks

• Sekonic L-478DR reviewed

• Effective use of light modifiers

• Using Reflectors 

• More composition techniques

• Great interviews

• Contest winners

• Much more!
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