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Welcome to

Taking the leap into the world of wedding and event photography is 

often the first step that enthusiast photographers take on their journey 

to becoming a professional. It can be daunting, fast-paced and 

high-pressured, but it is also a highly rewarding and incredibly 

satisfying pursuit. Once you know your camera inside out and have 

mastered the key photographic techniques that will enable you to take 

top-quality imagery, it’s time to take that jump. 

Teach Yourself Wedding and Event Photography will guide you 

through the basics before taking it further and providing you with the 

knowledge to set up as a professional. 

Discover the key shots to capture on a couple’s special day, learn 

how to get clients and overcome tough conditions. Master live music 

photography and how to document events and functions 

professionally. We also explore a range of the best gear available to         

enable you to make an informed decision about your next kit purchase, 

and share essential career advice that will support you along the way.

If you’re thinking of embarking on wedding and event photography 

you’ve got a challenge ahead of you, but the rewards are huge – so why 

not get started today?
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Erika Mann

International Wedding Photographer of the Year 2017 Winner
It’s no wonder that Erika Mann’s striking photo took home the main prize 

at 2017’s International Wedding Photographer of the Year Awards. While 

you may not have an amazing location coupled with a rainbow to work 

with, it always pays to think about how your location frames your subject. 

Don’t be afraid to experiment with epic framing such as this, where scale 

is emphasised by the inclusion of human interest.
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I
t stands to reason that wedding and 

event photography is so popular – 

after all, most people want a record 

of special moments, occasions and 

events in their life. 

For the photographer it can also be 

one of the most challenging subjects 

in the world – you don’t get a second 

chance to capture once in a lifetime 

opportunities. To make sure you get 

the shot you need to be prepared, 

adaptable, know your camera inside out, 

and remain calm under pressure. 

All that being said, the results can be 

some of the best work in your portfolio 

too – there’s nothing better than 

snagging that magical moment, except 

perhaps for presenting the client with 

your finished work that they’ll keep 

forever, and perhaps even get printed – 

a rarity in the digital age.

On the day of a wedding or 

event, you need to be ready for all 

eventualities. That means having extra 

memory cards and extra batteries 

ready to go, all your lenses cleaned, and 

your camera reset to your shooting 

standard – don’t accidentally leave it in 

the high ISO mode you’d been using to 

photograph a gig the week before, 

for example.

You also need to be prepared for 

things to go wrong, and learn to 

overcome them quickly and without 

making a fuss. Some wedding and 

event photographers work with a 

second shooter, which can help 

mitigate for certain problems, but if 

you’re going it alone the pressure is 

entirely on you to deliver. Make sure 

you know every single important setting 

on your camera so you can switch to it 

at a moment’s notice – it also pays to 

work on your people skills so you can 

cajole big groups into posing, and you 

can spot special moments as and when 

they’re happening.

Making it as a wedding and event 

photographer requires a lot of hard 

work and dedication. As well as being 

technically proficient, a lot of it will 

rely on connections, experience and 

efficiently promoting your skills. You’ll 

also need to be prepared for a lot of 

admin – filing invoices, editing your 

shots and dealing with customer 

enquiries are all an important part 

of the process, too. If you’re thinking 

of embarking on wedding and event 

photography you’ve got a challenge 

ahead of you, but the rewards are also 

huge. Let’s take a look at some of our 

favourite shots from the last year.

Some of the most memorable, exciting and fun 
opportunities arise when shooting weddings and 

events – are you ready for the challenge?

WEDDING AND EVENT

PHOTOGRAPHY

INSPIRATIONAL
IMAGERY:
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Above

Dylan Kitchener
As well as capturing all the crucial moments of the 

wedding itself, one of the most special times is during 

the “couples” shoot. Make sure to schedule in at least 

thirty minutes during the day to take your couple 

away from the hubbub of the wedding party (speak to 

your client beforehand to discuss the best time) and 

get some more intimate shots – your couple will likely 

appreciate the time to themselves, too. 

International Wedding Photographer of the Year 2017 

iwpoty.com

Right Above

Enchanted Brides
Take some time to scout out potential portrait 

locations. It’s highly likely you’ll need to work 

quickly to grab your posed portraits, so the better 

prepared you are, the more time you’ll have to get 

the shots you need. If you can, look for locations 

that will work well no matter what the weather. See 

photographyfarm.co.uk for details of shooting days 

and experiences that can help you become a better 

wedding photographer.

Photography Farm 

Right

Nadia Meli
This image was taken at an Italian wedding, where one of the 

customs is for the bride to gift her bouquet to the groom. If 

you’re photographing a wedding, it’s important to capture 

all the customs – and if you’re photographing abroad, pay 

attention to those which you may not already be aware of. It 

can beneficial to sit down with your couple and discuss the 

structure of the day, including any “must-have” shots.

Taken with the Nikon D850 and AF-S Nikkor

24mm f1.4G ED Lens 

Part of the Nikon Wedding Collective
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Above

Benjamin Wheeler
In recent years, documentary-style wedding and event 

photography has become increasingly popular. This 

natural style of shooting creates a story of the day, 

with all the key moments captured as and when they 

happen. This means you need to be prepared for those 

split-second shots and work calmly under pressure. 

Frames which capture the joy and emotions of the day 

are bound to be the ones your clients treasure.

International Wedding Photographer of the Year 2017

iwpoty.com

Left

Clement Lauchard Photography
Converting your images to monochrome is a good way 

to give your wedding photography a “classic” look. It 

can also be helpful when the weather is a little flat and 

you’re shooting outdoors - such as in this shot. You’ll 

need to make a decision as to whether to convert the 

entire wedding or event to monochrome, or just a few 

select shots – supplying both colour and black and 

white images gives your clients lots of flexibility.

Taken with a Leica Q

www.clementlauchardphotography.com
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GALLERY

Below

Simona Smrčková and Kamil Saliba
Carry a variety of lenses to ensure you can tackle 

different subjects in different ways – a wide angle 

lens might not be your first choice for portraiture, 

but moments like this call for thinking a little 

differently. Toasts, first dances and the after party 

are all opportunities to capture people letting their 

hair down and having fun – be prepared to get in the 

middle of the action to get the best shots.

Taken with the Nikon D850 and the

AF-S Nikkor 20mm f1.8G ED Lens 

Part of the Nikon Wedding Collective.

Left

Ross Harvey
Traditional moments such as the cutting of the cake 

can be captured in a variety of different ways - a 

formal posed shot used to be considered the norm, 

but an ‘action’ shot, as seen here in this image by 

Ross Harvey, is a good way to create a more relaxed 

and intimate portrait. See more examples of how 

photographers in the Nikon European Wedding 

Collective get their shots at the Nikon Europe website.

Taken with the Nikon D850 and AF-S Nikkor

24-70mm f2.8G ED lens 

Part of the Nikon Wedding Collective.
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GALLERY

Left

Mike Vallely
Shots of the bridal party can often look a bit dated 

and boring, however, this quirky capture puts a new 

interesting twist on a classic shot.

International Wedding Photographer of the Year 2017

iwpoty.com
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TECHNIQUES
O

nce you have mastered your camera and have gained the 

photographic skills required to shoot stand-out imagery, 

you might be looking for your next challenge. There is no 

photographic test quite like shooting a wedding or event. 

You must have the photographic knowledge and  skills as well as the 

ability to think on your feet in order to succeed.

Over the next few pages we’ll guide you through the basics of 

wedding and event photography. From scheduling your next couple 

and finding out what they require, to successfully shooting when 

conditions aren’t on your side. 

Discover important kit considerations, make check lists and find 

out how to capture the most important shots on the day. We’ve also 

covered key Photoshop tricks to help you produce top-class imagery.

If that wasn’t enough we have delved into the world of live music 

photography that should really elevate your portfolio and help put your 

skills through their paces.
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MASTER   
WEDDING  

PHOTOGRAPHY

O
nce they’ve mastered the essentials 

of light and begun to feel confident 

with their camera and lenses, many 

amateur photographers will look to 

wedding photography as a means of doing 

what they love for a living. After all, if you know 

what you’re doing with portrait photography, 

what can possibly go wrong? Well, as it 

happens, there’s plenty that can go wrong 

when you’re photographing someone’s big 

day. Expectations are sky high (even when 

the couple has assured you that they’re very 

relaxed about it all) and the pace is lightning 

fast. Any gaps in your armour will soon 

be found out and there’s nowhere to hide. 

Preparation is vital, but even when you’ve gone 

over everything with a fine-tooth comb the 

unexpected can – and usually will – happen, 

so an ability to think on your feet and keep 

calm is important. 

Over the next few pages we’ll cover key 

considerations that you need to keep in mind, 

right from planning before the big day through 

to photographing the couple together after 

the ceremony. You’ll discover exactly what to 

expect as a wedding photographer and how to 

approach the job in the best possible way.

Discover what it really takes to become a top wedding 
photographer with this quick guide to get you started
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Above

Wedding 
photography 

challenge 

A wedding may seem like 

a veritable gift for portrait 

photographers, with 

emotion aplenty and people 

dressed in their finery, but 

it’s a tough gig to get right

All images © Tom Calton

TECHNIQUES
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Photographing someone’s wedding day is 

arguably one of the most rewarding jobs for a 

photographer. That said, it’s also a role that 

comes with a huge amount of responsibility 

and will really test your mettle as a competent, 

creative photographer. 

The first step on the road to becoming a 

wedding photographer is to arrange a meeting 

with the client; sadly this is often overlooked 

and as a result can cause problems later 

down the line. Before any money has crossed 

hands, it’s important – for your sake as well 

as the wedding couple’s – that you get to 

know them and determine what the couple is 

looking for. This initial meeting also gives you 

an opportunity to discover whether you get on 

well with the couple on a personal level, too, 

which is an important factor in establishing a 

healthy rapport with the client. 

Remember, a wedding should never be 

viewed as just another job for you; it’s a key life 

event for two families, and so you need to be 

absolutely certain that you’re the right person 

for the job. What often separates a professional 

photographer from an amateur is the ability to 

know when to turn down an opportunity and 

when to accept it.

At the meeting, be clear on the details of 

the service that you’ll be providing, outlining 

elements such as your working hours on 

the day and an approximate turn-around for 

the final edited images. Ideally this would be 

provided to the couple as a printed document 

so that they can reference it at a later date 

should any questions or disputes arise. 

MEET THE  
HAPPY COUPLE
Getting to know the couple before their big day and 
discussing their expectations is key to success

PRE 

WEDDING
Wedding photographers 

often arrange a pre-wedding 

photoshoot. It will not only 

provide the couple with nice 

images to use on ‘save the 

date’ cards, but also gives 

them experience of being 

photographed by 

a pro.

Top

Consult with 
the couple 

Before any money crosses 

hands, be sure to meet up with 

the wedding couple. Get to 

know them and understand 

what they’re expecting

Far-right middle

Arrange a
pre-wedding shoot 

A pre-wedding shoot is an 

excellent way for you to get to 

know the couple, and for them 

to become comfortable with 

you taking their photo

Right

It’s all about 
preparation 

Make sure that you keep 

detailed notes about the 

wedding as this will ensure 

that you have all of the correct 

information for the big day

Far-right bottom

Use Aperture Priority 

If you want to achieve 

portraits with a nicely blurred 

background, switch your 

camera over to Aperture 

Priority mode and use the 

widest aperture setting



Decide on your style
Defining what style of photography you want to capture 
will help to create consistency within your work

Although it’s sometimes difficult to pigeonhole 

photography styles, broadly speaking 

there are two dominant schools within the 

wedding photography world; reportage and 

contemporary. Reportage-style photography 

adopts a hands-off approach to wedding 

photography, with idea being that you simply 

stand back and capture the events of the day 

as they unfold. One of the benefits to this style 

of photography is that you inevitably capture 

images that appear more true to life, as the 

subjects are rarely posed or manipulated 

by the photographer. The difficulty however 

is that you have much less control over the 

situation, so you only have one chance to 

capture the moment. 

On the other side of the scale is the more 

contemporary, fashion-inspired style of 

photography. This hands-on approach is all 

about making the bride and groom appear as 

if they wouldn’t look amiss in a top fashion 

magazine. The photographer will often 

manually pose the couple to achieve the 

best result and off-camera flash lighting is 

commonly used.

Deciding on the style of photography 

you want to capture and sticking to it is 

important as this will make your collection 

of work appear much more consistent and 

professional to potential clients. 

Right

Reportage photography 

Sometimes referred to as fly-on-the-wall 

photography, this distinctive style is all about 

capturing events as they naturally occur, with little 

influence or direction from the photographer

Bottom-right

Contemporary photography 

With a heavy influence from fashion photography, 

this style requires the photographer to direct the 

bride and groom to achieve a more posed and 

magazine-like aesthetic

Wedding kit
Ensure you bring  
the essentials
1 WIRELESS TRIGGERS
Combining these with your 
flashgun will allow you to create 
some stunning off-camera
 flash portraits 

2 SECOND CAMERA BODY
Should anything untoward happen 
to your primary camera, having a 
spare on hand will be a lifesaver for 
both you and your couple 

3 FLASHGUN
Once it starts to get darker in 
the evening, a flashgun will be an 
essential piece of kit to have

4 FAST PRIME LENS
Packing a fast prime lens is ideal for 
capturing beautiful and romantic 
portraits of the wedding couple 
with a shallow depth of field

5 TELEPHOTO LENS
Ideal for getting close to the action 
from a distance, particularly during 
the ceremony or speeches at the 
wedding breakfast 

6 EXTRA MEMORY CARDS
Pack plenty of memory cards. It’s 
always better to have multiple 
smaller capacity cards than one or 
two larger ones

7 WIDE-ANGLE LENS
When capturing images of the 
venue, a wide-angle lens will pack 
much more detail into the frame

21
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AVOID 

CLUTTER

In the chaos of bridal 

preparation, it’s common for 

surfaces to become cluttered 

with make-up. To get around 

this, try shooting with a 

prime lens that has a 

wide aperture.

TECHNIQUES
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Opposite-top-left

Finishing touches 

Most brides won’t be too happy with you taking 

photos before their make-up is on – take shots as 

the make-up artist is applying the finishing touches

Opposite-middle

Snap her reaction 

Once the dress is on, capture the bride’s first 

reaction when she looks in the mirror as this is the 

culminating moment of the bridal preparation

Opposite-bottom-left

Groom and the best man 

If you have a few moments before the ceremony, 

take some nice photos of the groom with his best 

man – ideally at the wedding venue

Opposite-top-right

Helping hand 

It’s common for the bridesmaids to help the 

bride into her dress just before she heads to the 

ceremony – a great opportunity for candid shots

Opposite-middle-bottom

Getting ready 

Most of the time the groom will find himself getting 

ready in the same room as his groomsmen – be 

sure to capture images of the groomsmen helping

Opposite-bottom-right

Patiently waiting 

While the groom is awaiting the arrival of the guests 

and the bride, this is a good chance to capture some 

candid shots of the groom and the groomsmen

It’s important to check with the bride as 

to what time she would like you to arrive 

in the morning to take photos of the bridal 

preparation. Some brides will only want 

photos of them after they’ve had their hair and 

make-up done, while others may want you 

to document the whole process. Either way, 

ensure that you give yourself plenty of time 

to take photos; as a rule of thumb, arriving 

two hours before she’s about to leave for the 

ceremony should be enough time to grab 

enough pictures.

Bagging the shots you need is of course a 

priority, though it’s also important that you 

don’t interfere or get in the way too much while 

the bride and bridesmaids are getting ready, as 

this could delay them and cause unnecessary 

distress. Besides, some of the best shots 

you can capture at this point of the day are 

fly-on-the-wall-style shots that simply require 

you to stand back and capture the moments 

as they occur, which means that you can keep 

distractions to a minimum. 

If the groom is getting ready at the same 

location as the bride, make sure you allow 

some time to take some shots of him and 

his groomsmen getting ready. If the groom 

is at a different location, you’ll need to factor 

in travelling time as well, or alternatively 

you could always look to hire a second 

photographer to take shots of the groom while 

you focus on the bridal prep. 

Just like the shots of the bride, be sure to 

take plenty of photos of the groom interacting 

with his groomsmen as they get ready. Also, 

remember to take detail shots of accessories 

the groom might have, such as a pocket watch, 

THE
IMPORTANCE OF 
THE PREPARATION
Capturing the excitement of the happy 
couple as they prepare for their big day is a 
significant part of their story

Capture the details
Make sure that you document 
the little things during the day

hip flask or wrist watch, as these shots will 

help to better tell the story of the day. 

Generally speaking the groomsmen won’t 

take as long to get ready as the bridal party, so 

once they’re all suited and booted, this would 

also be a great opportunity to take a few group 

shots of the groom with his groomsmen.

“Bagging the shots you need is of course a 
priority, though it’s also important that you 
don’t interfere or get in the way too much”

THE RINGS

Traditionally the best 

man will be holding 

on to the rings, just 

before you head 

into the church 

for the ceremony, 

try and spare a 

few minutes to take 

some creative shots.

THE DRESS

Before the bride slips 

into her dress, be 

sure to take plenty 

of pictures of the 

dress. A full-length 

shot is a must, 

but don’t forget to 

capture close-up 

detail shots, too.

THE FLOWERS

The flowers are 

often delivered to 

the bride before 

the wedding, so 

this is a perfect 

opportunity to take 

some nice photos 

of them while they 

look pristine.

THE SHOES

Chances are the 

bride has put a lot 

of thought into 

getting the right 

pair of shoes, so 

documenting 

this detail is an 

important part of the 

story telling too.

WEDDING JEWELLERY

Don’t forget to take 

some nice photos 

of any jewellery 

the bride or 

groom might be 

wearing; a watch, 

earrings, necklace, 

engagement ring, or 

her something blue.
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It should go without saying, but it’s vitally 

important that you arrive to the wedding venue 

with time to spare. Arriving early allows you 

time to take photos of family members arriving 

to the venue as well as documenting the small 

details, such as flowers and other trinkets that 

the couple have decorated the venue with to 

give it their own personal touch. 

If you have some time to spare, take a quick 

reconnaissance outside of the venue and keep 

an eye out for nice locations for group shots 

and for shots of the couple after the ceremony. 

While you’re scouting the location, make sure 

that you take some wide-angle shots of the 

venue itself. 

Before the bride arrives, take a few minutes 

to introduce yourself to the vicar or registrar at 

the venue and make it known that you are the 

official photographer. As they will be in charge 

 THEIR   
BIG DAY
The ceremony is the most 
important part of the day

Photograph groups
Discover how to efficiently 
manage your time

Group shots don’t have to be a taxing 

ordeal, especially if you plan ahead. Often 

photographers will fall into the trap of 

trying to take all of the group shots after 

the ceremony, however the danger here 

is that you end up with too many shots 

to take in a limited amount of time. To 

make better use of your time, allocate a 

space before the ceremony to take some 

shots of the parents, groom and the 

groomsmen outside of the venue. Not 

only will this be a welcome distraction for 

the nerve-ridden groom, but it’ll also buy 

you some time later on. 

Before the wedding, pre-arrange with 

the bride and groom a list of group shots 

they want to capture and bring the list 

with you on the day – that way you can 

simply work through the list and avoid 

wasting time.

Groom and groomsmen 

A more candid, unposed approach to photographing the 

groom and the groomsmen can work wonders

Bride and bridesmaids 

Placing the bride in the centre of the shot with her 

bridesmaids either side is a nice way to add symmetry 

Wedding party 

Try and find a high vantage point and shoot down on to 

the wedding party so you can easily fit everyone in

of the ceremony, it’s always good practise to 

ask them if they have any house rules as to 

where is off-limits during the ceremony, or if 

there are any parts of the ceremony that they 

aren’t comfortable with you photographing. 

Some churches and older wedding venues 

can be notoriously dark, and flash photography 

is widely frowned upon during the ceremony, 

so you may find yourself having to using a 

higher ISO sensitivity in order to avoid getting 

blurred shots as a result of camera shake. 

Remember, it’s always better to have sharp 

shots with some digital noise, than blurred 

images that are free from noise. Alternatively, 

if you have a prime or zoom lens with a wide 

maximum aperture, you can always use this at 

the widest aperture setting to let in as much 

light as possible into your camera, allowing you 

to reduce the ISO sensitivity.

POSITION
You won’t be able to move 

around freely during the 

wedding, so ensure you find a 

good vantage point. Standing 

behind the vicar or registrar is 

often a good place, but be 

sure to get approval from 

whoever is in charge.
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Crucial settings 
for weddings
Five settings that will help 
you capture stunning shots

USE APERTURE 
PRIORITY
This enables you to 
choose the aperture, 
while the camera 
takes care of the 
shutter speed. It helps 
you stay in control 
without worrying 
about exposure.

SHOOT IN RAW
RAW files give you 
much greater latitude 
when editing, which 
can be a real life 
saver should you 
accidentally under or 
overexpose a photo, 
allowing you to quickly 
fix the problem.

AUTO WHITE 
BALANCE
You’ll have a mixture 
of light sources, from 
daylight to artificial 
lighting in the church 
or venue, so you won’t 
have the luxury of 
manually adjusting 
the white balance.

CONTINUOUS 
BURST MODE
Capturing the 
best candid 
photos requires 
speed; shooting in 
continuous burst 
mode will help with 
that, allowing you to 
fire off images quickly.

AUTO ISO
If you really want to 
focus on capturing 
the photo and worry 
less about your 
camera settings, 
switching your ISO to 
automatic will enable 
your camera to adjust 
for changing light.

Opposite-top

True love 

After the ceremony the couple will be 

on a high, so encapsulate these happy 

emotions as these will be the shots they 

reminisce on for years to come

Top

Zoom in 

Equipping a telephoto lens to your 

camera will enable you to get up-close 

and personal shots of the couple without 

being intrusive to the wedding ceremony

Left

The confetti shot 

If the wedding couple have arranged 

for confetti to be thrown, ensure that 

you’re positioned at the other end 

of the aisle ready for when they walk 

back down

TECHNIQUES
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With the group shots out of the way, now is a 

nice time to take the couple away for a while 

to take some more intimate portraits of the 

newlyweds. It’s important to remember that 

most people don’t particularly like their portrait 

being taken, so it’s your job to make sure that 

the couple feel as relaxed as possible while you 

are taking photos of them. Keep a conversation 

going throughout your time with them and 

keep things relatively low tempo – take a few 

shots, then change location and have a chat 

in-between, before taking a few more shots. 

It’s common for couples to feel slightly 

awkward and rigid to start with, so to ease 

them in to the process – start off with some 

full-length shots, perhaps with the church 

or wedding venue in the background. Once 

they start to relax, then you can ask them 

to get closer for some tightly cropped 

headshots. Although inevitably the couple will 

be relying on you to instruct them on how to 

pose, it’s vital that you don’t ask them to do 

POST-WEDDING 
PORTRAITS
After the ceremony you’ll have an opportunity to 
take portraits of the newlyweds

Wedded bliss

  Preparation is key Keep an itinerary of 

the day with you, as well as a list of the 

key shots you need.

  Keep focused Keep your mind on 

the job at all times; if you’re always 

prepared you’ll have the best chance of 

bagging that award-winning shot.

  Early bird catches the worm Give 

yourself plenty of time for all parts of 

the day. There are no do-overs!

  Interaction Make an effort to chat with 

the couple and their wedding guests. 

The sooner they become familiar with 

you, the more comfortable they’ll be.

  Try new ideas Set yourself creative 

goals – use off-camera flash at dusk 

for atmospheric shots.

  Find inspiration Be sure to look 

online and research other wedding 

photographers for inspiration.

  Get snap happy There are always 

things to take photos of at a wedding, 

so keep yourself busy and force 

yourself to keep finding new subjects.

  Continue good service Good service 

doesn’t end at the wedding. Keep 

the couple in the loop by regularly 

updating them while editing.

  Get covered Ensure that your gear is 

covered by a good insurance policy, as 

well as having public liability.

  Visit the venue Visit the venue a day or 

two before the wedding, so you know 

where you’ll get the best shots.

Follow our ten essential tips for 
successful wedding photography

anything that would make them feel uneasy or 

uncomfortable. Every couple will have different 

comfort zones, so building a relationship is key. 

Time is also a factor here as it’s likely that 

their guests will be patiently waiting at the 

drinks reception for the arrival of the bride and 

groom. Unless the couple have specified that 

they would like a longer shoot, try not to take 

any longer than 20-30 minutes when taking 

photos, otherwise this could hold up their 

arrival at the wedding breakfast.

Above

Tight headshots 

Ask the couple to get close together and 

snuggle up – this will help them relax and 

get into the right mood for the shoot

Below

Use the light 

When dramatic light presents itself, make 

the most of it! You’re often on a time limit 

when shooting the couples shots, so take 

opportunities when they present themselves



The all-in-one guide to mirrorless photography, including an in-depth buyer’s 

guide to help you select the best camera for your chosen photographic pursuit, 

as well as essential tips and techniques to help you improve your photography.
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NOW
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B
eing able to cope with the added sense 

of responsibility and pressure that 

comes with shooting a couple’s big day 

separates wedding snappers from the 

rest of the pack.

Get it right and your career as a wedding 

photographer will be incredibly rewarding – 

both emotionally and financially. But get 

it wrong, and you risk ruining one of the 

most important days of a person’s life. No 

pressure then! That’s why any sensible person 

looking to venture into the world of wedding 

photography will do their research and make 

sure that they have their head in the game 

before even thinking about reaching for their 

camera and taking a shot.

Over the next few pages you’ll get a more 

in-depth insight into the world of a wedding 

photographer, detailing everything you need 

to get to grips with before starting up in the 

business. You’ll discover the best tips and 

tricks to ensure that you don’t miss a moment 

on the big day, learn how to work with your 

surroundings, utilise the light, and how to 

create an efficient method of processing your 

images at the end, ready for the big reveal to 

the happy couple.

Left

All loved up
Just after the ceremony is a great time to 

capture some intimate shots of the happy couple, 

while they’re still on a wedding high

Ensure that the day 
goes as smoothly as 
possible and make 

weddings work for you

TAKE 
CONTROL 

OF THE 
BIG DAY

All images © Tom Calton
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Ahead of the big day, there’s a fair amount of 

preparation to be undertaken in order to make 

sure that everything runs smoothly. This all 

really starts from the point of first contact with 

a perspective client.

Typically, the first question a couple will 

ask you is: “Are you available on our wedding 

day?” This enquiry could come via a multitude 

of formats – email, a phone call or face to face 

at a wedding fair – so it’s important you have 

a reliable calendar system in place that you 

can access at all times, so you can provide 

an answer and get the conversation moving 

forward. A physical diary is fine if you’re happy 

to lug it around with you, though arguably a 

GET 
ORGANISED
As the old adage goes, 
by failing to prepare, you 
are preparing to fail

more efficient option is to use something like 

iCal, which can sync to both your smartphone 

and computer so that it can be accessed 

anywhere and at any time.

So, the date is free in your calendar – what’s 

next? Well, arranging a meeting with the couple 

is always a good idea. Not only will this give 

you a chance to get to know one another, but 

it’ll also enable you to answer any questions 

they have and provide them with some 

more information about your work style and 

packages. If the couple is based further afield 

or they are unable to make time for a face-to-

face consultation, then why not try using a 

video calling service instead, such as Skype 

or FaceTime? Failing all of that, a good old- 

fashioned phone call will do the job in a pinch. 

If everything goes well and the couple would 

like to book you as their photographer, the next 

step is to provide them with a booking form so 

that they can provide you with their relevant 

contact information, as well as getting them to 

read and agree to your terms and conditions 

of service. Having a solid booking form in place 

ensures that everyone starts out on a level 

Wedding essentials
Always ensure you have the 
right equipment for the job

  At least two camera bodies – one as 

a backup, just in case!

  A fast prime (for example, a 50mm f1.4) 

for portraits in low light

  A telephoto zoom lens (for example, 

a 70-200mm) for candid shots 

  A wide-angle zoom (like a 24-70mm) for 

establishing shots of the venue

  One (ideally two) reliable flashgun(s) 

for photos during the evening

  Wireless triggers for your flashgun 

for firing them off-camera

  Multiple spare camera batteries

  Fresh AA batteries for your flashgun

  Plenty of extra memory cards

playing field, and knows exactly what to expect 

from the arrangement.
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Wedding booking 
checklist
The key details to establish 
before finalising everything

 The date of the wedding

  How many hours of coverage will 

be required from you?

  A list of family group shots they 

would like (if any)

  Contact numbers for the bride 

and groom

  The approximate number of guests 

attending the day, and the evening 

celebrations later

  The address of the ceremony and 

reception venues

  A rough outline of the proposed timings 

for the day – specifically the time of 

the ceremony, the drinks reception, the 

wedding breakfast, speeches, the cutting 

of the cake and the first dance

Learn to say no
A true professional knows when 
they’re just not suited to the job

Turning down a job is never an easy thing to do, 

especially when you’re trying to earn a crust – 

but if you don’t feel like you’re the right person 

for the job, you’ll save yourself a world of hurt 

by having the guts to say no when your intuition 

tells you to. 

Above

Identify your  
own style

Whether you decide 

to shoot in a candid, 

reportage manner or 

prefer to photograph 

larger-than-life, flash-lit 

scenes, discover your 

style and evolve it

Above-right

A good fit
Talk with your couple 

to establish what sort 

of photographic style 

they want, and whether 

you’re a good fit

Right

Work with your 
surroundings

Not every setting has to 

be a grand staircase or 

immaculate gardens – 

a simple backdrop, such 

as a nicely textured wall, 

will help to draw focus 

to the bride and groom

31

USE A  
SUPPORT

Do yourself a favour and invest in 

a decent camera strap or support 

system from day one. After 12-plus 

hours on your feet, a well-designed 

camera support could be the 

difference between a good 

night’s rest or a night 

of back pain!



Learning how to think on your feet when 

something doesn’t go to plan is part and parcel 

of being a wedding photographer. Time 

will be scarce on the wedding day, 

even if it’s efficiently run, so 

you’ll be expected to take 

charge and provide solutions 

to any problems that arise. 

Assuming that the weather 

conditions are good, there’s 

also the venue to contend 

with; and if the venue isn’t 

all that pleasing on the eye, 

it’ll be your role to try and 

make it at least appear so in 

the photos.

One way of doing this is by turning 

your attention to the bride and groom, who  

no doubt will be immaculately turned out. 

Switch over to a longer focal length lens and  

try capturing some close-ups of the couple 

having a tight embrace – this will mean that the 

shots become all about the couple, and less 

about the surroundings. If you’re using a prime 

lens or you have a fast zoom lens with a wide 

maximum aperture, take advantage of this 

by opening the lens out to the lowest f-stop 

so that you can transform the background 

into a pleasing blur, removing any potentially 

displeasing elements from the shot. 

For full-length shots you can simply try and 

locate a nice patch of texture to shoot against – 

an old brick wall, hay bales or an interesting 

doorway will all work, for example. The idea 

here is that with little to no other 

elements in the shot, all of the 

focus will be directed towards 

the bride and groom instead. 

If you’ve had time before 

the wedding day to scout 

out the location and you’re 

concerned about their 

visual qualities, then try 

branching out and taking 

a drive around the local 

vicinity in order to find some 

alternative shoot locations. 

Public fields or nice patches of 

woodland are fairly common around the 

UK; providing that they’re located within a short 

walk or drive of the venue, the couple may well 

be willing to make the journey in the name of 

capturing some great photos.

WORK WITH YOUR 
SURROUNDINGS
Things don’t always go to plan, so quick thinking is a vital skill

STREAMLINE 
GROUP SHOTS

Nobody wants to stand grinning 

at a camera for too long, so it’s 

important that the formal group 

shots are taken efficiently. To speed 

things up, recruit the groomsmen 

or bridesmaids to gather  

up guests ready for the 

next shot. Visit the venue
Scout the locations involved 
ahead of time for peace of mind

It pays dividends to get in contact with 

the venue and ask if you can come and 

visit ahead of the wedding to identify the 

best photo locations. It doesn’t hurt to ask 

the staff their opinions on the best places 

to take photos too, as they’ll know the 

place like the back of their hand and can 

sometimes unearth a hidden gem or two.

Right

Include the details
Some couples will splash out on 

luxurious means of transport for 

themselves or their guests, so be sure 

to incorporate these into your snaps 

Bottom-middle

Stunning wedding locations
If the wedding venue is particularly 

impressive or distinctive, it’s always worth 

making the most of it by incorporating it 

into your shots

Just keep smiling
The best way to deal with difficult 
guests and tricky situations

Most wedding guests will be in good spirits 

(it’s a wedding, after all), but on that rare 

occasion where someone just isn’t playing 

ball, it’s important that you keep your cool 

and just keep smiling. Losing your patience 

even for a second could severely damage 

your reputation – or worse, ruin the 

couple’s wedding day!

Right

Chat and shoot
Chatting with the guests as you take the shots removes 

awkwardness, and may even spark a smile or two

Bottom-right

Alternative locations 

If the wedding venue isn’t visually 

appealing, look for gardens outside 

or natural areas not too far away
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The period after the happy couple have tied 

the knot is usually your chance to head off 

with the newlyweds to take some pleasing 

portraits. Do bear in mind that you’ll be working 

against the clock, though: the couple will be 

itching to mingle with their guests and enjoy 

the drinks reception that will be in full swing, 

so it’s imperative that you work quickly and 

efficiently. This often means that you’ll need to 

adapt to your surroundings and whatever light 

is available to you. 

Contrary to common belief, bright sunlight 

is actually one of the hardest types of light 

to work with for a number of reasons. First, 

wedding dresses and three-piece suits don’t 

always mix well with scorching sunlight, so if 

you’re planning on working in direct sunlight, 

you better make it quick before the couple 

start to get uncomfortable. Second, the bright 

light from direct sunlight can be somewhat 

unflattering, as it casts harsh shadows across 

the face and will cause the couple to squint.

Instead, try placing the couple so that their 

backs are towards the Sun and shoot into the 

sunlight, exposing for the shadowed side of the 

couple. You may also need to attach a lens hood 

to your glass to prevent flare from washing 

out your images. Alternatively, finding a nice 

shady spot to take some photos is sometimes 

preferred: it’ll allow the couple to cool off, and 

it’s also a much more uniformly diffused light 

to work with.

If the couple aren’t so lucky with the weather 

and it’s raining outside, you’ll be limited to 

shooting inside, where the lighting will be poor 

at best. This is where investing in a set of radio 

triggers and flashguns will pay off, as you’ll be 

able to create your own lighting for studio-like 

portraits. You will need to factor in some time 

for setting up your flashes, although once 

you’re done, you can always keep them set up 

and tucked away safely in a corner – you’ll most 

likely need them again in the evening for the 

couple’s first dance.

USE  
THE LIGHT 
EFFECTIVELY
Making the most of available 
light will dramatically improve 
your photography

Top

Shooting the breeze 

On this particular wedding day it was blowing a gale, 

so shooting out in the open was almost certainly 

going to ruin the bride’s hair. Taking shelter by a 

tree, we used the wind to catch the bride’s veil like 

a sail for dramatic effect

Below

Use trees for shade 

If the Sun is blazing and 

it’s causing your couple 

to squint, seek out some 

shade – tucking under an 

overhanging tree works well 
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GET A 
LONG LENS

Investing in a telephoto zoom lens, 

such as a 70-200mm, is perfect for 

capturing candid shots of guests 

as they’re chatting or laughing. 

The long focal length enables 

you to snap closely cropped 

portraits without having 

to disturb people.



Middle-left

Shoot towards the Sun 

A bright sunny day can actually be a nightmare to shoot 

in, as the light will cause people to squint. When you’re 

deciding where to line up the group shots, take the Sun’s 

position into consideration and make sure it’s located 

behind the guests to prevent it from blinding them

Bottom-left

Rain, rain, go away 

If you’re getting married in the UK, you have to 

accept that rain is likely. But you don’t have to 

let it ruin the day – if the couple are feeling brave, 

grab an umbrella, ask them to snuggle up tight 

and make the most of a bad situation

Top wedding talent
Master these skills and you’ll become 
the ultimate wedding photographer

SHOOT FIRST, THINK LATER 
Most candid moments are over in seconds, so train 

your reflexes to instinctively reach for your camera and 

shoot at the first sight of a potentially good shot. It’ll 

take time to master, but the payoff will be well worth it.

BE ONE STEP AHEAD
To ensure you’re in the right place at the right time, 

try to anticipate what is going to happen next – for 

example, get to the back of the aisle in time to capture 

the newlyweds exiting the ceremony room. 

STAY POSITIVE
How you interact with the couple and guests will shape 

their attitude towards you and having their photos 

taken. If you’re polite and good fun to be around, then 

people will generally respond in the same manner. 
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ASK BEFORE 
YOU PUBLISH

Before sharing any of the couple’s 

photos on your website, it’s always 

worth checking to make sure that 

the couple are happy with you 

to do so. The last thing you’d 

want to do is to sour a great 

working relationship at 

the final hurdle. 

If you’re a particularly trigger-happy snapper 

at an eventful wedding, it’s not unknown to 

end up with upwards of 3,000 images to sift 

through at the end of the day. That’s why it’s 

vitally important to establish an efficient post-

production workflow – not only will it make 

managing the sheer number of images feasible, 

but it’ll also make processing them a lot quicker, 

saving you bags of time.

It all starts with a good filing system. Invest 

in a large external hard drive to store all of 

the images, and to keep your computer from 

clogging up. Store each set of wedding photos 

in a logical set of folders – for example: Wedding 

Photography>2017>John & Jane Doe.

Next, you need to separate the wheat from 

the chaff. Some image-editing programs, such 

as Lightroom, have a rating system so that as 

you review your images you can give the best 

shots a five-star tag – this will enable you to 

quickly narrow down your images to just the 

best shots, then quickly isolate them before 

you move on to the editing phase. 

How you choose to process your images 

is ultimately a personal preference, and 

something that will evolve naturally over 

the course of time as your style progresses. 

However, there are a few basic adjustments 

that should be taken in to consideration, such 

as checking whether the white balance needs 

tweaking; running noise reduction over any 

shots that were taken using a high ISO setting; 

adding some contrast and maybe intensifying 

the saturation a little bit to make the colours 

really pop; then finally sharpening the image to 

ensure the details are crisp.

Once you’ve developed your own editing 

style and have a set of values you tend to apply 

to most images, a good way to save time is by 

saving those settings as a custom preset. This 

will enable you to store your favourite values 

and quickly apply them to one or multiple 

images, speeding up the process.

PERFECT YOUR POST-PRODUCTION
Create an efficient editing workflow to make the most of your time

The big reveal
Presenting your images 
for the first time can 
be nerve-wracking, but 
also exhilarating
How you decide to show off the 

final images to the couple is 

up to you. The traditional way 

would be via a printed wedding 

album, although taking the 

modern route and generating a 

private online gallery for them 

to view is potentially a quicker 

and easier option.

Below

Take advantage of sunsets 

If you’ve been blessed with a dramatic sunset, 

try and make the most of it. The golden light 

it produces makes for a stunning backdrop 

Opposite

Confetti fun 

It’s often left down to the photographer to 

organise the confetti shot, so be prepared 

to direct people into the positions that work 

best for you

TECHNIQUES

36



1  Transfer the files Get into the habit of 

transferring your images to a hard drive as 

soon as you arrive home from a wedding, to 

ensure that the images are safe.

4  Use presets Creating and applying your 

own presets will dramatically reduce the 

amount of time you spend in front of the 

computer screen.

2  Catalogue the images Make sure that 

you have a logical filing system established 

for your photos: this will prevent future 

headaches when trying to locate old files.

5  Keep image sizes down Saving every 

image as a maximum-quality JPEG will 

create unnecessarily large files – instead, opt 

for a midrange quality setting between 6 and 7.

3  Only the best shots Be prepared to 

scrutinise your own work, and narrow the 

image count down to just the best shots to 

ensure a consistently high quality.

6  Save as you go Working with large 

quantities of high-res images can put its 

toll on your computer, so get into the habit of 

saving as you work should the worst happen. 

Establish a workflow Getting to grips with editing will save you lots of time
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Wedding photography can be daunting, but if  

you break it down into 10 easy-to-manage mini-

shoots, you’ll be half way there, says Chris Rutter

ith all of the pressure of capturing the couple’s big day, shooting a wedding can be 

one of the most stressful and daunting prospects for any photographer. But a bit 

of planning and some key settings and ideas will give you the confidence to get 

great shots, and maybe even enjoy the experience!

The greatest stress for any wedding photographer is the prospect of having 

to capture a huge range of images throughout the day, so we’ve broken it down 

into ten bite-sized shoots. This means you can focus on photographing the big day in more 

manageable sections, from the bride getting ready before the ceremony to the final shots 

of the reception, rather than the wedding as a whole. Each section reveals the settings you 

need to use, the pitfalls to look out for and some ideas for what to shoot and how to shoot it. 

Breaking the day down into shoots and using the suggested settings will allow you to 

concentrate on getting the best results, and capturing the most poignant moments. 

39

TECHNIQUES

Infrm� shots



BRIDE GETTING READY

B
efore you get started shooting the 
wedding itself, you can get some 
great images of the bride getting 

ready. In fact, nowadays many brides 
expect this as part of the photographic 
package. This time is perfect for shooting 
candid, informal and fun images of the 
bride getting her hair and make-up done, 
along with her maid of honour. These will 
usually be shot in a house or hotel room, 
so the lighting will be the main challenge 
to capturing these special moments. 

On an overcast day, or in a room with 
windows facing away from the sun, you 
will be able to use soft window-light to 
help you capture your images. You may 
need to ask the bride or maid of honour to 
move into the light, but you shouldn’t 
spend ages setting up these shots. If 
there is direct sunlight coming in through 

SHOT 1

the windows, creating huge contrasts, 
try using a diffuser over the window (or 
using net curtains if they are fitted) to 
soften the light. 

Remember that if you are shooting into 
the light you will need to set exposure 
compensation to +1 or even +2 to 
correctly expose the subject.

Even though it’s important that you get 
the shots you need, the bride will also 
need time and space to get ready, so 
make sure that you don’t take up too 
much time getting your shots, and try to 
stay out of the way for many of your 
photographs, shooting her from a 
distance without giving her any 
additional direction. This approach will 
also help you get more natural-looking 
results, rather than stiff, posed images.
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Give them space
Although there are times during the day when you’ll 

need to take charge and orchestrate groups or individuals, 
always remember that the day is all about the couple, not 
your shots. So, where possible, step back, use a longer 
lens, and simply capture them enjoying the day.

             ESSENTIAL SETTINGS:  
Bride getting ready
Use these settings to 
capture your shots

Lens Standard zoom or 50mm

Exposure mode Aperture-priority

Aperture f4

ISO 800

Focus mode Single-servo

Drive mode Continuous

PRO TIP
Shooting in, or 

converting to, black 

and white is perfect for 

giving your informal, 

candid shots a classy, 

timeless look

Shot ideas
 WINDOW-LIT OR BACKLIT 

PORTRAIT of the bride 

 REFLECTION of the bride in a  

mirror while she is getting her hair  

and make-up done

CANDID SHOTS of the bride and 

maid of honour laughing and joking 

together while they’re getting ready

 THE WEDDING DRESS hanging up



SHOT 2

41

TECHNIQUES

CLOSE-UPS OF THE RINGS, 
DECORATIONS AND CAKE

W
hile most of your day will be 
spent getting shots of the 
wedding party and guests, don’t 

forget about the smaller details of the 
wedding day. The couple and their 
families will have spent lots of time and 
effort on making sure that the 
decorations, flowers, cake and – most 
importantly – the rings are perfect, so 
you should spend some time getting 
shots of all of these smaller details along 
with your main shots. 

You will need to find a suitable time 
during the day when you can get access 
to the items, and you aren’t needed 
elsewhere to shoot the wedding itself, 
which means you may need to split this 

shoot into two or three smaller shoots. 
For example, you can shoot the bride’s 
bouquet and some of the other details 
while she is getting ready, and then shoot 
the decorations at the church and 
reception while the wedding party is 
travelling between venues. 

For all of these details you can employ 
some simple, shallow-depth-of-field 
techniques to make them more striking, 
and also try controlling the lighting with  
a simple diffuser or off-camera flash 
either to soften any direct sunlight, or to 
create interesting shadows (such as 
using a strong backlight to create the 
classic shot of the shadow of the ring 
shaped like a heart in the folds of a book). 

             ESSENTIAL SETTINGS:  
Close-ups of rings, 
decorations & cake
Use these settings to 
capture your shots

Lens Macro

Exposure mode Aperture-priority

Aperture f4

ISO 200

Focus mode Manual focus

Drive mode Single shot

Bring emergency supplies
Along with your camera kit it’s worth taking some 

extras such as sticky tape, bulldog clips and safety pins to 
hold clothes and decorations in place. A large white cloth or 
sheet to place over any muddy or wet ground for the bride 
to stand on without getting dirty can also come in handy. 

Shot ideas
 Close-ups of the DECORATIONS 

using shallow depth of field

 Still-life shot of the RINGS

 Close-up of the bride holding the 

wedding BOUQUET

 Close-ups of the table settings, menu 

and other ITEMS AT THE RECEPTION



THE GROOM AND

BEST MAN OR USHERS

SHOT 3
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A
rriving at the venue well before the 
main ceremony will give you a chance 
to get some shots of the groom, best 

man and ushers in the bag, rather than 
waiting until you have to do the main group 
shots. This will also help you to capture some 
of the anticipation of the big day. Bear in 
mind that this can be a nervous time for the 
groom, so try to get your shots quickly, and 
keep it fun. 

For a more informal, candid approach you 
can capture shots of the best man 
reassuring the groom, or of them simply 
laughing together before the crucial 
moment. Get the groom, best man and 
ushers to chat and have fun while you shoot; 

this will result in relaxed and warm-looking 
images. Along with candid shots, you can 
also try some more posed shots, such as a 
Reservoir Dogs-style image of the groom’s 
party all walking down a street or 
approaching the venue together. You could 
also go for a static posed group shot, inside 
or outside the venue depending on 
the weather.

If the best man and groom have arrived in 
a special car, get a shot of them with this, as it 
may be the only time that they will be 
together in the same place. But the most 
important thing is to capture at least one 
‘hero’ shot of all the boys together looking 
great for the big day.

             ESSENTIAL SETTINGS:  
Groom &  
best man/ushers
Use these settings to 
capture your shots

Lens Standard zoom

Exposure mode Aperture-priority

Aperture f5.6

ISO 200

Focus mode Continuous

Drive mode Continuous

Be friendly!
While it’s important to know your settings and shot 

lists, wedding photography is equally about dealing with 
people, so the less you have to think about your 
photography, the more you can concentrate on the 
subjects, and getting the best images from the day. 

PRO TIP
Always shoot in RAW (or 

RAW + JPEG) to ensure that 

you capture the maximum 

amount of detail in both the 

shadows and the highlights, 

especially in high-

contrast lighting

Shot ideas
 THE BEST MAN reassuring, or 

sharing a joke with, the groom

 A shot including the groom’s 

WEDDING CAR

 CANDID SHOTS of the best man

 ‘HERO SHOT’ of the whole groom’s 

party together, or FUN SHOTS
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             ESSENTIAL SETTINGS:  
Bride arriving
Use these settings to 
capture your shots

Lens Standard or telephoto zoom

Exposure mode Aperture-priority

Aperture f5.6

ISO 200

Focus mode Continuous

Drive mode Continuous

T
he bride arriving at the venue and 
the moments just before the 
ceremony are perfect for capturing 

some informal images of her and her 
father, along with the maid of honour and 
bridesmaids. It’s often difficult to predict 
exactly when the bride will arrive, but you 
need to make sure that you are ready and 
in position to capture the moment when 
the wedding car approaches. Once the 
car has stopped you can get shots of the 
bride getting out of the car. If the bride is 
in shadow you can use a flashgun to help 
fill in the shadows, particularly on a 
bright, sunny day.

The main challenge once the wedding 
party are out of the car is getting your 
shots without delaying the wedding too 
much, and then making sure that you are 
able to get into position for the main 
ceremony. Because of this, try to get your 
images of the bride and her father, along 
with the maid of honour and bridesmaids, 
as they’re walking up to the church or 
registry office, If you have time you can 
get some candid shots of the wedding 
party as they wait to enter the church. 
Don’t leave it too late to go inside, though 
– appearing seconds before the bride 
would be bad form!

SHOT 4

THE BRIDE ARRIVING 

AT THE VENUE

Discuss a shot list

Even for an informal wedding you need to know what 
you need to shoot and when, so chat with the couple before 
the day and compile a shot list to carry with you.

Shot ideas
 THE BRIDE GETTING OUT OF THE 

WEDDING CAR, possibly with her  

dress being rearranged

 THE BRIDE AND HER FATHER  

with the wedding car

 THE BRIDE AND BRIDESMAIDS 

walking towards the church

 CANDIDS OF THE WEDDING PARTY 

waiting to enter the venue



N
ow you come to the main event, 
the wedding ceremony itself. You 
want to come away with shots that 

capture the emotion and atmosphere, but 
you also need to be discreet. 

Check in advance whether there are any 
restrictions regarding shooting during the 
ceremony that you need to be aware of, as 
not all venues allow you to take pictures  
all the time. If you can shoot during the 
ceremony you’ll need to find a position 
where you won’t be a distraction. Be as 
discreet as possible by using the quiet (Q) 
drive mode on your Nikon – if available –  
and make sure that you have any ‘beeps’ 
turned off. If you can’t shoot during the 
ceremony, it’s usually possible to set up 
some shots afterwards.

The lighting is usually poor inside most 
wedding venues, and you probably won’t 
be able to use flash (and even if you were,  
it would be a real distraction), so use a 
high ISO setting such as 800 or 1600 to 

ensure that the shutter speed is fast 
enough to freeze any subject or camera 
movement. For shots of the couple or 
individual people you can use a wide 
aperture such as f2.8 or f4, but you will 
need a smaller aperture such as f8 to keep 
the whole congregation in focus, even 
with a wide-angle lens. 

Another key shot after the exchange  
of rings is the signing of the register.  
You won’t be allowed to shoot the actual 
signing as it’s a legal process, but most 
venues allow time to recreate the moment 
for photos. 

The main challenge when shooting this 
is that the faces of the  
bride and groom are often in shadow, 
particularly if there’s a window or other 
light source behind them. You can 
overcome this by either increasing the 
exposure (if you don’t mind losing some 
detail in the background) or using some 
subtle fill-in flash.

THE CEREMONY AND EXCHANGE OF RINGS 

SHOT 5

Check with the venue

Different venues, particularly churches, have different 
policies about where you can stand, what you can shoot and 
whether it’s okay to use flash, so chat with the pastor before 
the event to make sure you know what you can shoot.

             ESSENTIAL SETTINGS:  
Ceremony and 
exchange of rings
Use these settings to 
capture your shots

Lenses Moderate wide-angle
 and short telephoto

Exposure mode Aperture-priority

Aperture f4  (couple) and f8 (group)

ISO 800-1600

Focus mode Single-servo

Drive mode Quiet or Single shot

Shot ideas
 The bride and groom EXCHANGING 

RINGS, and then KISSING 

 Wider shot of the CEREMONY  

and assembled guests

The bride and groom ‘SIGNING’  

THE REGISTER
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             ESSENTIAL SETTINGS:  
Couple leaving
Use these settings to 
capture your shots

Lens Moderate wide-angle
 to short telephoto

Exposure mode Aperture-priority

Aperture f4

ISO 1600, then 400

Focus mode Continuous

Drive mode Continuous

 

A
fter the ceremony and the signing  
of the register, you’ll need to find a 
location near the exit to capture the 

couple walking back down the aisle and 
leaving the church. For the shots inside 
the venue you should leave the ISO on a 
high value, such as 1600, to ensure that  
the shutter speed is fast enough. Switch 
the autofocus to Continuous mode to 
allow it to track the couple as they walk 
back down the aisle. 

A standard zoom lens is perfect for 
most of these shots as the longer end will 
allow you to keep the couple larger in the 
frame, while the wider end will allow you to 
include more of the surroundings and 
guests in your shots. 

Once you have got your shots inside the 
venue you can move outside to capture 
the couple leaving it. As you’ll be in better 
light, you can reduce the ISO setting if you 

have time, down to 200 or 400, and then 
get the couple and some guests to stop at 
the doorway. Depending on the venue, 
you may want to shoot them in the 
entrance porch of the building, or 
alternatively on the steps or just outside 
the doorway.

With this shot in the bag you can get  
a shot of the couple walking through the 
crowd of guests, especially if the guests 
are allowed to throw confetti or rice. Get 
the guests on your side for this one – if 
they all throw on your command, you’ll get 
a much more effective photograph. When 
trying to capture the confetti it can help to 
find a low viewpoint and shoot up towards 
the couple, rather than from eye level.

Finally, you need to get a shot of the 
couple with the wedding car, getting into  
and even together inside the car with the 
crowds of guests surrounding it. 

Shoot a fake 
wedding

Even if you’ve shot 
weddings before, it 
never hurts to get 
some practice 
before the day.   
Try to get some 
friends or family 
together so that 
you can mimic as 
many of the shots 
and locations from 
the day as 
possible. 

SHOT 6

THE COUPLE LEAVING 

THE VENUE

Shot ideas
 The couple walking back  

ALONG THE AISLE

 The couple AT THE DOORWAY  

of the venue

 The couple being showered  

by CONFETTI

 The couple getting into the 

WEDDING CAR
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N
ow that the excitement of the 
wedding ceremony is over, 
this is the perfect time to 

take a few minutes to get some 
shots of the couple on their own. It 
can be a challenge to get them to 
leave the main wedding, even for  
a short time, so you need to reassure 
them that it will only be for a short 
time, and the results will be worth it. 

You’ll need to find a quieter area 
away from the main wedding to allow 
you to get your shots, but you should 
also remain close to the venue to 
avoid taking up too much time. 
Ideally you will have thought of a 
suitable place before the day itself – 
somewhere with enough space and a 
suitable backdrop to shoot both 
full-length and head-and-shoulders 
shots of the couple. These shots can 
be relaxed and informal, or more 
formal and posed, according to the type 
of wedding and the wishes of the couple. 
But either way this time gives you the 
opportunity to capture the classic shot 
that the couple will want to hang on
their wall.

 If you are confident using off-camera 
flash you can use this to light the bride 
and groom, rather than simply relying on 
the ambient light. However, this isn’t a 
time to use flash if you aren’t completely 
confident with it. Whether you want 
something formal or relaxed, you’ll need 
to work quickly to get three or four 
different shots of the couple, from 
full-length (including the surroundings as 
a backdrop) to a more intimate 
close-up shot.

For the wider shots – the ones that 
include the surroundings – use an 
aperture of f8 or f11 to keep both the 
couple and background in focus, while 
for the close-ups you can use a wider 

THE MARRIED COUPLE 

BEFORE THE RECEPTION

SHOT 7

Shoot wide and long
Try to get both a wide shot and a tighter, closer shot of 

as many scenes as possible. This will give you a much better 
and more varied choice of shots to present to the couple.

PRO TIP
Don’t make your subjects 

look into the sun, as they will 

end up squinting. You’re 

better off finding an area 

with some shade, or even 

finding an assistant to hold a 

diffuser between the sun 

and the couple

             ESSENTIAL SETTINGS:  
The couple before 
the reception
Use these settings to 
capture your shots

Lens Standard zoom and

  short telephoto

Exposure mode Aperture-priority

Aperture f4–f11

ISO 200

Focus mode Single-servo

Drive mode Single

Shot ideas
 Classic HEAD SHOT OF THE BRIDE

 WIDER SHOT of the couple and their 

surroundings

 Backlit CLOSE-UP of the couple

 BRIDE AND GROOM kissing or 

looking at each other

aperture, such as f4, to blur the 
background and isolate the bride and 
groom. You want to get at least one 
‘banker’ shot during this shoot, but it’s 
also worth experimenting a little using 
techniques such as backlighting the 
couple and exposing for their faces to 
produce a high-key, more romantic look. 
You could even shoot with out-of-focus 
foliage between you and the couple.
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             ESSENTIAL SETTINGS:  
Formal group shots
Use these settings to 
capture your shots

Lens Standard zoom

Exposure mode Aperture-priority

Aperture f8

ISO 200

Focus mode Single-servo

Drive mode Continuous

TECHNIQUESPRO TIP
Bring a small stepladder  

or stepstool. This will enable 

you to reach a slightly 

elevated viewpoint, which is 

perfect for getting a better 

view of the people towards 

the back of group shots

P
lanning and speed are the keys to 
capturing the more formal group 
shots at the wedding. The first 

challenge is finding a location suitable for 
the group shots. This is best done in 
advance of the day itself, but make sure 
that you take account of where the sun 
will be on the day. It’s also worth having a 
back-up location in mind, with some 
cover for the guests in case the weather 
makes your preferred location 
unsuitable. Before the day of the wedding 
you should compile a list of the groups 
you need to shoot, in consultation with 
the couple. Try to keep it to five to eight 
groups in total, otherwise you’ll be 
spending hours sorting out the different 
people and getting your shots. 

On the day, ask the ushers or best man 
to help organise the groups. You need to 
be clear and decisive in your instructions 
to get each shot done as quickly as 
possible. You’ll need to be firm when 
arranging the groups – don’t be afraid to 
tell people where to stand – and also 
make sure that they are all looking 

towards you when you want to take 
your shots. 

Even in these formal shots, try to avoid 
regimented lines of guests, as this will 
make your shots look boring. Instead, 
arrange the guests at different levels, 
with some sitting, kneeling or even 
standing on a wall or steps. This will inject 
a little more interest into your group 
shots. Whichever style of group shot you 
choose, avoid using extreme wide-angle 
lenses when near to the group, as this will 
make the figures appear unnatural and 
distorted. Try to use a moderate wide-
angle such as 24mm on a DX Nikon and 
35mm on an FX model.

Once you have done the individual 
groups, you may want to do a shot of all  
of the guests together. If there is a large 
number of guests this can be a bit of a 
challenge to arrange and organise, and 
you’ll also need a high viewpoint to be 
able to see all of the guests’ faces, but it 
can be a great way to avoid having to do 
numerous smaller group shots, plus they 
look great. 

SHOT 8

FORMAL GROUP SHOTS

Watch the background
While it’s great to include picturesque surroundings in 

your shots, you need to watch out for messy backgrounds, 
and keep an eye out for objects such as trees and lamp 
posts ‘growing’ out of the heads of your subjects.

Shot ideas
 Get some group shots with the 

GUESTS INTERACTING with each 

other, as well as simply looking  

towards the camera

 Try arranging the main groups at 

DIFFERENT LEVELS rather than in 

boring, regimented lines for more 

dynamic images

 Take shot of all of the guests,  

from a HIGH VIEWPOINT
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W
ith all of the main formalities out of 
the way, you will be on the home 
stretch to capturing all of your 

images for the day. During the speeches 
you should aim to get some informal 
images, and during the rest of  
the reception you can concentrate on 
capturing candid shots of the wedding 
party and guests as they start to let their 
hair down and relax.

For the speeches you should use a longer 
focal length lens, such as a 

70-200mm, and a wide 
aperture such as f4 to 

isolate the individual 
figures or small 
groups. In poorly lit 
venues you will also 
need to use a high ISO, 
such as 800,  

to keep the shutter 
speed high enough to 

avoid both camera shake and subject 
movement. Shoot in short bursts rather 
than single shots, too. This will ensure that 
you capture a natural-looking but flattering 
portrait, as it’s all too easy to get some odd 
expressions while people are talking. 

Along with the portraits of the people 
making the speeches, remember to shoot 
some shots of the reactions of the bride, 
groom and other guests – they won’t be 
paying any attention to you, so you can  
get them at their most natural.

The nature of shooting candids and 
informal shots means that you’ll end up with 
several shots that you won’t want the bride 
and groom to see. People pull all sorts of 
faces when they’re talking or listening, and 
not all of them make great photos. It’s really 
important to go through these (and all of 
your other shots, of course) after the 
wedding, and only pick the most flattering 
images to present to the couple.

SPEECHES  AND  RECEPTION SHOTS

SHOT 9

             ESSENTIAL SETTINGS:  
Speeches & 
reception shots
Use these settings to 
capture your shots

Lens Medium telephoto zoom

Exposure mode Aperture-priority

Aperture  f4

ISO 800

Focus mode Single-servo

Drive mode Continuous

Look for different angles
While plain, clear shots of the couple are great, it’s also 

worth moving around and looking for different angles to 
shoot from. For example, shooting through a group of 
people, foliage or decorations and using shallow depth  
of field will help make your shots stand out.

PRO TIP
It’s the little moments 

during the day, such as a 

quiet chat between the 

bride and her mother, that 

the bride and groom will 

remember, so be ready  

to capture those

Shot ideas
 INDIVIDUAL SHOTS of the groom, 

best man and bride’s father making 

speeches

 The REACTIONS of the bride, groom 

and guests during the speeches

 A wide shot of the MAIN WEDDING 

PARTY, including the person making 

the speech

TECHNIQUES
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F
or shots of the evening festivities  
you can take a much more relaxed 
approach than you could during the 

day. You can shoot candids of the guests, 
along with some informal group shots. 
The lighting for the evening festivities will 
usually be very dark, so it’s best to use a 
flash, but you want to capture some of 
the ambient lighting too, rather than let 
the flash overpower it completely, so set 
your Nikon to manual exposure mode, 
with the shutter speed set to 1/60 sec 
and a high ISO such as 800. Adjust the 
aperture so that you can see the ambient 
background light in your images, and use 
the flash to light the main subjects. 

Your final crucial task of the day will  
be to capture the bride and groom’s first 
dance. To add a sense of movement you 

can try some slow-sync flash for this 
shot. Use a shutter speed of around 1/15 
to 1/8 sec and adjust the aperture to 
correctly expose the background, then 
set the flash on TTL to light the happy 
couple. By using this technique and 
moving the camera you can add some 
blur, while the flash will keep the 
couple sharp.

For more formal evening shots you can 
also set up a small photo booth in a quiet 
area of the venue. This approach will  
allow you to take more control of the 
set-up, including off-camera flash, and 
enables you to shoot a series of portraits 
of small groups of guests. It’s best to get 
these shots done early in the evening, 
though, before the festivities get too 
far advanced! 

SHOT 10

EVENING SHOTS              ESSENTIAL SETTINGS:  
Evening shots
Use these settings to 
capture your shots

Lens Standard zoom

Exposure mode Manual

Aperture 1/60 sec to 1/8 sec

ISO 800

Focus mode Single-servo

Drive mode Continuous

Take back-up
No matter how reliable your Nikon kit is, it’s always 

worth bringing along a back-up camera, lenses and plenty  
of batteries and memory cards, just in case. If you don’t 
have a second body or lens, borrow or hire one for the day. 

Shot ideas
 The FIRST DANCE of the bride and 

groom using slow-sync flash.

 Informal, RELAXED SHOTS of the 

guests or small groups 

 Set-up a small area to shoot more 

FORMAL PORTRAITS, where you can 

control the lighting

 FUN SHOTS of younger bridesmaids  

and other children dancing
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If you’ve documented someone’s big day, a massive editing job awaits. 
Bewildered by the process? James Paterson reveals how to make light work of 
making them shine, with workflow tips, quick fixes and clever creative effects

I
magine the scene. You’ve just shot  

a few gigabytes worth of wedding photos. 

The day after the wedding, you realise that 

the mammoth task of editing, processing 

and presenting hundreds of high-quality 

images lies ahead of you. It’s a job that, if 

handled well, could take hours. If not, you 

could be sat  in front of your computer for 

several days. It all depends on the efficiency of 

your workflow, and the speed with which you 

can enhance your images.

Luckily, there are lots of tricks for instant 

improvements to any image, and many 

ways to speed up your image editing with 

automated features and presets in Lightroom 

and Photoshop. In this Photoshop Guide, we’ll 

guide you through a streamlined wedding 

workflow. We’ll start with the important task of 

downloading and sorting your images, then 

batch-processing them for speedy tweaks. 

From here we’ll move on to discuss important 

fixes for highlight recovery, noise reduction 

and white balance tweaks, before sharing 

some quick enhancements and creative 

effects guaranteed to improve your shots, 

from speedy skin softening and vignettes to 

selective focus and vintage treatments.

EASING THE LOAD
Whether you’re a Lightroom user or prefer  

the Bridge/Camera Raw/Photoshop combo, 

there are plenty of ways to produce high-

quality wedding photos quickly and efficiently. 

Lightroom’s emphasis on sorting and 

processing large batches of raw files makes  

it a useful tool for wedding photographers, 

while Photoshop offers greater depth and 

advanced workflow solutions such as Actions. 

We’ll cover both options here. 

Of course, these are techniques that will 

work not just on wedding photos, but on any 

batch of images that you need to improve 

quickly. So read on to discover the tools you 

need to process and enhance large groups of 

images at speed – without compromising 

either your creativity or the image quality.

WEDDINGS
PHOTOSHOP GUIDE TO
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BATCH-PROCESS YOUR FILES

DOWNLOAD YOUR IMAGES

Use Lightroom or Camera Raw to make simple 
adjustments and improve whole batches of raw files

Do this first! Get into the habit of adding  
useful metadata and keywords straight away  

O
nce you’ve chosen your best images, 

the next step is to make universal 

improvements to them. When doing so, 

it can be helpful to break them down into sub-

groups depending on the shooting conditions. 

Say, for example, you’ve got a group of shots 

taken under tungsten lighting at ISO 1,600. It 

makes sense to process all these images at 

once; so open them into Camera Raw or create 

a Lightroom collection, then apply a white 

balance tweak and some noise reduction. 

Both Lightroom and Camera Raw let you 

open and work on large batches of files at 

once. In Camera Raw, open the files through 

Bridge (select them, right-

click and choose Open in 

Camera Raw) then click 

Select All at the top left to 

apply changes to lots of files 

at once. To copy a previously 

made Camera Raw treatment, right-click a file 

in Bridge, choose Develop > Copy Settings, 

select other images, right-click and choose 

Develop Settings > Paste settings.

In Lightroom, edit any photo from the group 

using the Develop Module, then select all the 

others and click the bottom right Sync 

Settings button. 

L
ooking at a freshly shot batch of 

images is one of the biggest thrills in 

photography – so much so that in our 

rush to get at them we tend to skip mundane 

workflow tasks.

It may seem boring, but if you just spend 

a few minutes applying copyright, keywords 

and other useful information when you first 

download the images on your memory card 

to your computer, it will save you masses of 

time organising and sorting your images in 

the long run. 

Both Lightroom and Bridge have 

automated features that perform these kinds 

of tasks for you. It’s easy to set up presets that 

assign your personal copyright information 

and then simply add a keyword to make the 

whole batch easy to find.

Lightroom users will find the tools for this 

within the Import dialog. This pops open as 

soon as you insert a memory card. Explore 

the settings for useful options like making 

metadata presets, batch renaming, adding 

keywords and converting the files to Adobe’s 

DNG file format. 

Bridge users can choose for the Photo 

Downloader to pop up when a card is 

inserted, then click the Advanced button and 

apply metadata templates (you can make 

these in Tools > Create Metadata Template). 

Whichever method you use, it’s always good 

practice to make a back-up of all the images 

on a separate drive.

Stage 1

Download your images
First things first: transfer your images 

from your card to your computer. Use 

Lightroom or Bridge. Set up and apply 

presets to assign metadata 

and copyright.

Stage 2

Choose the best shots
Use a star rating or flagging system in 

Lightroom or Bridge to mark up your 

best photos. You could also divide 

images into sub-groups, depending on 

shooting conditions.  

Stage 3

Batch-process your files
Use Camera Raw or Lightroom to 

batch-process large groups of images. 

Now’s the time to make universal 

enhancements to the  

tone and exposure of all shots. 

Stage 4

Make quick enhancements
Now you can make enhancements 

using Camera Raw or Lightroom to 

improve individual images – smooth 

out skin, add vignettes, convert to 

mono or dodge and burn. 

Stage 5

Try creative effects
Choose a selection of images suitable 

for more unusual treatments, such as 

selective focus or a quirky vintage look. 

Stage 6

Export your files
The final step is to save out your 

edited photos. Use either Lightroom’s 

Export dialog or Camera Raw’s Save 

Image button to export your files as 

manageable JPEGs. 

Get your wedding 
workflow right  

from the very start

Star quality
When choosing your favourite images in Lightroom or Bridge, scroll through with the arrow keys, then press Ctrl/Cmd +1-5 to add a star rating. Use the Filter settings to  

view your favourites.

Try presets
Lightroom is preset paradise. Edit an image then click the Preset panel’s plus icon to save a preset. Choose the parameters, then save and apply the same effect to any other image.
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SAVE TIME  

WITH ACTIONS

EXPORT  

AS JPEGS

A
ctions can potentially speed up your workflow 

more than any other Photoshop feature. 

They’re easy to make: open the Actions panel 

(go to Window > Actions), then click the Create New 

Action icon and click Record. Anything you do in 

Photoshop from that point will be recorded, until 

you click Stop, so you need only perform a mundane 

task once, then sit back and let Photoshop do the 

really hard work for you. 

In practical terms, you could set up an Action that 

resizes all your files to a specific resolution (although 

Lightroom users need not bother, as a resolution 

can be specified in the Export dialog later). To set up 

the Action, open an image then create a new Action. 

Next, go to File > Automate > Fit Image, select a size 

then click OK. Click Stop to finish the Action. Now 

you can apply this Action to resize a whole folder of 

images in exactly the same way, simply by going to 

File > Automate > Batch, then specifying the folder 

and Action. 

We’d suggest making your own customised 

Actions (with function key shortcuts) for common 

editing tasks such as converting to black and white, 

boosting contrast and cropping to frequently used 

print sizes and resolutions.

Raw files aren’t much use 

for non-photographers, so 

at some point you’ll need to 

export the files as JPEGs. 

To do this in Lightroom, 

go to File > Export. Work 

through the settings, then 

save a preset for next time. 

If you’re using Bridge and 

Camera Raw, open the files 

into Camera Raw, select 

all, adjust the resolution by 

clicking the bottom middle 

blue text, then use the Save 

Images button.

Use automated Photoshop 
Actions to speed up those 
monotonous editing tasks

Pause for 
thought

You can make an Action pause to let you tweak a setting (like a crop or tonal tweak) by clicking the little square box next  
to the step in the  
Actions panel.
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RECOVER HIGHLIGHTS

BANISH NOISE IN PHOTOSHOP

Resurrect lost highlight detail with the amazing 
Highlight slider in Camera Raw and Lightroom 

Use the Detail panel in Camera Raw or Lightroom to 
improve noisy images taken in tricky lighting conditions

O
ne of the biggest advantages 

of shooting in raw is the 

extra detail that’s recorded 

in an image’s highlights. Compared 

to JPEGs, there’s no competition. 

When it comes to weddings, the 

biggest exposure headache is often 

balancing out the bride’s white 

dress with the rest of the scene. 

Get it wrong and the dress could 

be horribly blown out. Raw gives 

you an extra safety net in that you 

can use the Highlights and Whites 

sliders in Camera Raw or Lightroom 

to recover missing detail in blown-

out highlights. To recover detail, 

simply open the image in Camera 

Raw or Lightroom, then go to the 

Basic panel. Drag the Highlights 

slider to the left until you’re happy. 

Alternatively, apply the fix selectively 

by painting with the Adjustment 

Brush. To do so, grab the brush 

from the toolbox, then set Highlights 

to about -30 and paint over the 

area you want to fix. Once you’ve 

finished painting, fine-tune with the 

Highlights slider. 

O
ften the demanding lighting conditions 

at weddings make shooting at high  

ISOs a necessity. This inevitably leads  

to increased noise, particularly in shadow areas. 

Camera Raw and Lightroom both have the same 

excellent noise reduction tools, which can work 

wonders. The reduction needed will depend on 

your image, but here are a few pointers...

Open your image in Camera Raw or 

Lightroom’s Develop module and go to the 

Detail panel. Zoom in to 100%, then start by 

using the Luminance slider to reduce greyscale 

noise and the Colour slider to remove any colour 

noise. Be careful not to push either too far or 

you’ll over-soften. The two Detail sliders act as 

a threshold to bring back edges that may have 

been softened by the Luminance and Colour 

adjustments. The Contrast slider can also 

bring back a little edge sharpness by boosting 

luminance contrast. (Don’t be afraid to crank 

this one right up.)

Sharpening and noise reduction are two  

sides of the same coin, so you may find that  

a touch of sharpening helps to crisp up edges 

that may have been left slightly soft by the noise 

reduction process.

Zoom 

right in

Always judge sharpening 

and noise at 100%. 

Double-click the Zoom 

tool in Camera Raw to 

jump to this view, and the 

Hand tool to jump back 

to full-screen.

Reveal  
‘clipping’

Hold Alt while dragging the Exposure, Highlights, Shadows, Blacks or Whites sliders for a greyscale view that shows clipped whiteor black pixels.

After

Before

Before
After
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CORRECT THE  

WHITE BALANCE

I
t’s unlikely that you’ll have much time to shoot a 

grey card during a wedding, so the best way to 

ensure that white balance is correct is to shoot in 

raw (in JPEG mode the white balance is embedded 

into the image, while raw files can be altered with no 

loss in quality) then tweak the white balance later. 

To do this, open the images into Camera Raw or 

Lightroom’s Develop module. 

The Temperature and Tint sliders let you change 

the white balance, but don’t bother trying to fix 

colours with them – it’s far easier to grab the White 

Balance tool from the toolbar, then simply click 

over a point in the image that you know should be 

neutral, like a grey suit or white dress. All the other 

colours will now be remapped around this point. 

If you don’t get the right results first time, keep 

clicking on different parts until you’re happy.

Alternatively, you could use the set of White 

Balance presets in the drop-down list, but in our 

opinion, while they can be a useful starting point 

they rarely produce perfect results.

You can fix unsightly colour  
casts with just a single click, using 
the handy White Balance tool  
in Camera Raw or Lightroom 

Before After

Selective 

adjustments
 The Adjustment Brush and 

Graduated Filter tool also 

have Temperature and Tint 

sliders. Try tweaking white 

balance selectively

by cooling a sky or  

warming shadows.
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QUICK TRICKS & 
ENHANCEMENTS 
These five speedy techniques 
will transform any image – fast!

hen speed and efficiency is key, you 

don’t want to spend ages painstakingly 

retouching and perfecting each of 

your 300 or so wedding shots. And unlike most 

projects, it’s not essential to keep your workflow 

non-destructive. 

Here are five quick ways to improve your 

photos, from softening skin to adding 

speedy vignettes. Follow these down 

and dirty tricks for swift, effective 

enhancements on the fly. 

Fast face lightening
Faces will often benefit from a quick 

lift. If using Lightroom, brush over 

them with the Adjustment Brush 

set to about +0.3 Exposure. In 

Photoshop, make a rough selection 

around the faces with the Lasso tool, 

press Shift+F6 and feather by 10px, 

then press Ctrl/Cmd+M and lift the 

curve line slightly.

Dodge and burn
Dodging and burning can help to emphasise detail and draw the eye 

towards the subject. It can affect colours too though, so press Ctrl/

Cmd+J to duplicate your layer, then change the new layer’s blend  

mode to Luminosity. Set the Dodge tool’s Range to Highlights and 

Exposure to 15%, and the Burn tool’s Range to Shadows. While using 

either tool, hold Shift to temporarily switch to the other.

W

Before After

Before

After
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Speedy skin softening
Softening skin is always a crowd-pleaser, so it’s a no-

brainer in wedding photography. But there’s no time 

for advanced retouching techniques; instead, head to 

Camera Raw or Lightroom, grab the Adjustment Brush, 

set Clarity to about -40 (or use Lightroom’s Soften Skin 

brush preset), then paint roughly over the skin to gently 

soften it. If you want to do this in Photoshop, it’s worth 

investing in a skin-softening plug-in.

Quick vignettes
Vignettes are all the rage, 

helping to draw the eye 

into an image and de-

emphasise the edges. Use 

the FX panel in Lightroom 

or Camera Raw to add 

a post-crop vignette 

to wedding shots (or if 

you’ve got Lightroom 5 or 

Camera Raw 8, use the 

Radial Gradient tool).

Instant monochrome
Lightroom offers a set of useful black-and-white presets in the Develop 

module that are easy to apply. In Photoshop, one of the quickest ways 

to get a punchy black-and-white finish is to use a Gradient Map (Image 

> Adjustments > Gradient Map). Make sure you apply a black-to-white 

gradient, or click the fly-out to load the Photographic Toning gradient set  

for different traditional toning effects.

Before

After

Before After

After

Before
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CREATE A BOOK IN LIGHTROOM

GET THE VINTAGE LOOK

Use Lightroom’s Book module to create easy 
page layouts perfect for use in a wedding album

Give your images a creative twist, using textures 
and borders for quirky aged effects

L
ightroom’s Book module is 

a useful tool, but not just for 

building photo books. You 

can choose whether to make a 

book and send it to Blurb Books 

(Adobe’s affiliated book producer) 

or to natively export the templates 

as PDFs or JPEGs. It’s very easy to 

make simple album designs using 

the Lightroom book templates,  

and then simply print them yourself.

Start by making a collection of 

images (select them, then click 

the Collections plus icon). Go to 

the Book module and choose an 

output option in the Book settings 

on the right. Click Auto-Layout to 

set out the book with one image to a 

page, then customise the layout by 

dragging images from page to page, 

or add them from the film strip.

Highlight any page, then click the 

icon in the bottom corner to set up 

single or multi-page layouts. Add 

type if you like, then click the Export 

button (bottom right) to finish.

V
intage effects are on trend 

right now and are perfect 

for wedding photography, 

because they can lend images a 

timeless quality. To try it, open 

the vintage images supplied via 

www.bit.ly/dc165files (‘vintage_

before’, ‘vintage_texture’ and 

‘vintage_border’). Grab the Move 

tool and drag the texture image into 

vintage_before. Press Ctrl/Cmd+T 

and resize it to fit, then set the blend 

mode to Soft Light and Opacity to 

40%. Add a Layer Mask and paint 

with black to tone down the texture 

over the faces.

Next, adjust the tones. Add a Hue/

Saturation Adjustment Layer and 

set Saturation to about -20, then 

add a Colour Balance layer and 

add Cyan and Blue to the shadows, 

and yellow to the highlights. Use a 

Curves layer to boost the contrast 

with a gentle S-shaped curve.

Finally, drag in the border image, 

then grab the Quick Selection  

tool and paint over the black area  

to select it. Press Ctrl/Cmd+X to  

cut, then Ctrl/Cmd+Shift+V to 

paste in place. Change the blend 

mode to  

Screen. 

Start images
Gold blends

When blending textures 

with images, experiment 

with blend mode and 

Opacity settings, and 

paint Layer Masks with a 

low-opacity black brush 

to tone  

down the effect in 

key areas.

Avoid 
repetition
The numbers above 

each image in the film 
strip at the bottom 

of the Book module 
indicate how many 
times they’ve been
used in the book.

TECHNIQUES



59

TRY USING 

SELECTIVE FOCUS

A
dding selective blur to some of your wedding 

photos is a great way to ensure  attention 

is focused on key people, hide distracting 

background or foreground details and create an 

attractive soft-focus effect. 

There are several good blur filters within 

Photoshop’s Filter > Blur menu, but if you’ve got 

CS6 or above, you can take advantage of the Blur 

Gallery. For the image above, we’ve used Iris Blur 

on a copy of the Background layer. Iris Blur lets you 

define a circular area of your image that stays sharp, 

while anything outside gets attractively blurred. 

If you don’t have this, try copying your layer and 

applying Lens Blur or Gaussian Blur, then add a 

Layer Mask and paint with black to hide the blur over 

parts of the image you want to remain sharp.

Often blurred images benefit from increased 

punch. If you need to quickly lighten or darken 

any image, blend modes are often quicker than 

traditional tonal tools such as Levels or Curves.  

Press Ctrl/Cmd+J to duplicate a layer, then set  

the blend mode to Multiply to darken, Screen  

to lighten, or Overlay/Soft Light to add punch.  

Use the layer’s Opacity to control the strength.

Experiment with depth of field, 
filters and unusual blur effects

After

Before

Working with blur
When using the  Blur Gallery in Photoshop CS6 or later, hold H to hide the interface, P to toggle  a preview and M to  display the blur’s  

mask. 
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WET 
WEATHER 

WEDDINGS 

E
very bride’s worst nightmare is likely to be rain 

on her wedding day, but wet weather may be a 

blessing in disguise when it comes to stunning 

photography. For photographers who shoot 

these special occasions day-in day-out, producing 

creative captures every time may be difficult, but 

incorporating the less-than-perfect weather can result 

in creative and clever shots that will be a far more 

memorable addition to any couple’s wedding album. 

Photographing weddings isn’t the simplest task 

even on the most perfect of days, so when it comes 

to a wet weather wedding there are a few things to 

consider. Professional wedding photographer Jon-

Mark Wiltshire (www.jonmarkphoto.com) explains 

that “[the] first and foremost [consideration is] 

communication with my clients; just because I don’t 

mind getting me and my gear wet doesn’t mean my 

clients feel the same way, and keeping my clients 

happy is always my top priority. Sometimes that 

can mean getting wet for some amazing photos, but 

sometimes that means finding a sheltered area for 

them if they aren’t keen on being out in the rain.” 

Once he has established his clients are happy, he is 

then able to concentrate on the actual shooting of 

the imagery. Managing expectations is essential too, 

and Wiltshire ensures that the couple know what will 

happen if the weather turns out sour on the day. He 

says, “I let them know that my gear is weather sealed 

and perfectly capable of getting wet.” 

Fellow expert wedding shooter Thomas Stewart  

(www.thomasstewart.com.au) also ensures his 

clients know what to expect when it comes to a 

wet wedding. “I try to talk to my clients about bad 

weather from the very first time we meet,” he begins. 

“[I] try to educate them that bad weather is not a 

bad thing at a wedding and in fact bad weather gives 

the opportunity for unique and creative images to 

be made. Even on the morning of a wedding, if the 

weather is bad I call my bride to try to calm her 

nerves. I’ve found out that if her photographer is okay 

with the bad weather, a bride will likely calm down 

and enjoy the day more.”

Over the next few pages discover how the 

professionals approach the bad weather, from kit tips 

to lighting and editing for the most beautiful rainy 

wedding day captures.
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Discover how the professionals handle the weather when it takes a turn for 
the worse and produce creative images of the big day



Left

The show must go on 

A wedding can’t be rescheduled 

because the weather isn’t ideal, so 

pro photographers find ways to 

make the conditions work for them

© Jon-Mark Wiltshire
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For any wedding, as a photographer it is 

important to tell the true story of the couple’s 

entire day. This means that it’s vital to embrace 

the weather and ensure it’s incorporated into 

the images. The rain will become a prominent 

and memorable part of their day, so trying to 

avoid the rain completely could result in forced 

shots that don’t truthfully depict the day. Even 

if the couple aren’t convinced at first, they’ll 

likely appreciate it when they look back at their 

creative rainy wedding pictures in the future.

Concealing the fact that it was raining on 

the day is next to impossible; instead strive 

to use the conditions to your advantage. “I’ll 

aim to highlight the weather in a few different 

ways,” explains Wiltshire. “Depending on the 

conditions, this might mean making use of 

umbrellas, puddles, reflections, raindrops… Or 

any number of things that you don’t get when 

it’s sunny out.” 

Make the conditions a 
creative feature of your work

INCORPORATE 

THE RAIN 

TECHNIQUES
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BOKEH
This was shot wide open 
at f2, which means the 
raindrops create a nice 
rounded bokeh

COUPLE IN FOCUS
The bride and groom are 
perfectly sharp in the 
foreground, so they are the 
main focus of the image

FROZEN DROPS
A relatively fast shutter 
speed of 1/250sec has 
frozen the falling rain 
beautifully in the back

BACKLIGHTING
This enhances and lights 
each droplet of rain, 
creating a highly romantic 
effect behind the couple
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You can mix it up by either shooting so the 

rain forms the background or even so that 

the rain is more prominent in the foreground. 

Depending on how heavy the rain is and 

what the location you are shooting in has 

to offer will ultimately decide on what you 

capture. Taking a step back and shooting 

with a wide-angle lens and a reasonably fast 

shutter will ensure you are able to capture the 

surroundings while freezing the raindrops as 

they fall adding context to your shot. 

However, shooting a closer shot at a wide 

aperture and slightly slower shutter speed 

will create beautiful bokeh of rain, which will 

add a more intimate and romantic feel. This 

technique is also perfect if the location isn’t 

very aesthetically pleasing, as it will render the 

background as a flattering blur.

Protect your kit

Use shutter speed

WATERPROOF COVER  
If your camera isn’t sufficiently 
weather-sealed or the rain is 
particularly heavy, a specially 
designed waterproof cover will help 
protect your camera and lens. This 
Hydrophobia 70–200 cover from 
Think Tank Photo is a great example.

PLASTIC BAGS 
Every photographer should carry a 
few clear plastic bags in their kitbag 

– they are great if you are suddenly 
caught out. Plastic bags are also ideal 
for covering your speedlights if you 
are shooting off-camera flash and for 
covering other small bits of kit. 

LENS HOOD 
A lens hood is an essential piece of kit 
when shooting in the rain – it ensures 
that you won’t get raindrops on your 
lens that will cause smudges and 
marks on the final images.

CREATIVE 
BLUR 
Depending on how 
heavy the rain is, a 
shutter speed of 
around 1/80sec or 
slower will blur the 
drops of rain into 
indistinct streaks.

SENSE OF 
MOVEMENT 
A speed of about 
1/200sec will 
mostly freeze the 
rain but retain a 
sense of movement. 
Combine this with a 
wider aperture and 
backlighting.

FREEZE  
THE RAIN 
A faster shutter 
speed of 1/650sec 
will isolate individual 
raindrops as 
they fall, creating 
beautifully rounded 
drops and stunning 
little splashes.

Ensuring your kit doesn’t get wet  
is as important as stunning results

Control the appearance of rain

WHITE UMBRELLAS  
Most professional wedding 
photographers will always pack at 
least a couple of these at each and 
every wedding. They can be used 
not only to protect you and your kit in 
the rain but can also be given to the 
couple to pose with.

Stewart says that spontaneity is important: 

“I often don’t know where I’ll end up if it is 

raining, and I’m never sure how much rain 

there’ll be [and] how this will affect the 

environment in which I’m shooting. I’ll try to 

incorporate the rain in all ways I can… The 

rain can be quite disarming – clients aren’t 

expecting ‘perfect’ shots anymore, as the 

weather is not perfect and, as such, as the day 

goes by they, funnily enough, end up relaxing a 

bit and just having fun.”

It is also important make the most out of 

opportunities that you wouldn’t have on a dry 

day. Get creative and make use of puddles and 

water on the ground for amazing reflections in 

your captures. Wiltshire says, “I definitely make 

use of reflections when the environment is 

appropriate for it, and this could be in the form 

of puddles or individual raindrops on a flat 

surface like a window or a ledge. When using 

reflections, don’t be afraid to turn your whole 

image upside down to make the reflection 

appear like it’s the ‘real’ image.”

CREATE BOLD 
COLOUR

The great thing about rainy 

captures is that colours 

become much stronger as the 

rain enhances the  

natural saturation. 

Opposite-top

Stay focused 

Concentrate on getting the 

same range of romantic 

images that you’d capture on 

a typical wedding day

Below

On reflection 

The rain can be used to your 

advantage, providing the 

opportunity for creative 

captures using reflections

TECHNIQUES
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One of the most effective ways of getting 

raindrops to show up in your imagery is to 

backlight them. Backlit rain will standout and 

enable you to create beautiful bokeh. 

You can either set up a speedlight behind 

the couple, or you could make use of other 

artificial lights like streetlights, car headlamps 

or lights on the outside of a building. Wiltshire 

explains, “Unless it’s really pouring heavily, 

sometimes rain in mid-air simply won’t show 

up while you’re shooting, so making use of light 

to highlight it really makes it pop against the 

background.” Using a speedlight will also mean 

that you won’t have to use such a fast shutter 

speed because the flash will freeze the rain. 

Stewart uses backlight when he wants the 

rain to light up and really glow, saying, “I place 

a single bare speedlight four metres behind the 

couple on a lightstand, directly facing them. I 

then shoot them from the other side, maybe 

15 metres away. The flash silhouettes the 

couple and illuminates all the raindrops. The 

speedlight behind the couple is triggered by a 

speedlight on the camera.”

Instead of just backlighting the rain and 

the couple, add an umbrella into the shot to 

bring another dimension to the image. “A nice 

thing about working with umbrellas is that 

they can work as a great way to help control 

your light for interesting or dramatic light on 

your subjects,” states Wiltshire. “Just be wary 

of using coloured umbrellas because the light 

will take on the colour of the umbrella. So 

blue umbrellas will give your clients blue skin… 

White is best, clear is second, black is third… 

Black umbrellas tend to block a ton of light on 

the face of the person holding it, but their body 

still gets a lot of light from other directions so 

their faces end up being much darker than 

their bodies.” Using an umbrella in the backlit 

picture will also help to keep the rain off your 

couple, which is an added benefit.

Work with flash for a creative 
dimension to your images

LIGHT 

THE RAIN 

AFFECTING 
APERTURE

In order to capture as many 

defined raindrops as possible,  

don’t be afraid to shoot at around 

f8. A wider aperture, such as f1.8, 

will make the drops blur into 

a beautiful bokeh.

Middle

Create shapes 

Working with backlighting 

and silhouettes enables 

you to work with shape and 

form for visually compelling 

wedding images

Top

Create a warm glow 

Try using coloured gels to add 

something extra to your work with 

speedlights, such as a CTO (colour 

temperature orange) gel.

Left

Combine light sources 

The combination of streetlights, 

a speedlight, rain and falling 

leaves has made this capture 

from Tony Hoffer look like a 

beautiful cinematic fairytale
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Work with a speedlight
Re-create the dramatic backlit rain images of professional 
photographer Tony Hoffer (www.hofferphotography.com)

What you’ll need
 Speedlight with radio triggers

  DSLR

 Lightstand

  Umbrella

1  Attach the radio triggers 

First, attach and sync the radio 

triggers to your speedlight and 

camera. You should be shooting 

after the Sun has set for the most 

dramatic results.

2  Set up the speedlight Next, 

set the flash to half power and 

position it on a flash stand 15 feet 

behind your couple. It should be 

positioned at about waist height, 

but experiment with this.

3  Position your subjects Ask 

the couple to get into position 

and look through the viewfinder 

or use Live View to perfect the 

composition. For a splash of 

colour, a red umbrella was used.

4  Set up the camera Set 

the ISO to 100 and the 

aperture to around f2. Set a fast 

shutter speed, but not more than 

1/200secs, or the maximum flash 

sync speed of your camera. 

Below

The umbrella shot 

Tony Hoffer’s shot is stunning 

– the effect of just one 

spotlight behind the couple 

illuminating the rain creates 

an  extremely dramatic and 

striking look
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EXPOSURE TIP

“A favourite trick of mine is  

doing a backlit shot in the rain 

and then doing several multiple 

exposure images with that file,” 

Jon-Mark Wiltshire explains.  

“I stack shots of out-of-focus 

light sources for  

dramatic bokeh.”
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Left

Under cover 

Shoot in covered areas 

so your couple don’t get 

soaked. Doorways or 

arches can also be used 

to frame the couple. Here 

the combination of the 

backlit rain behind the 

couple with the doorway 

is perfect

Opposite

Multiple 
umbrellas 

Keep the wedding party 

dry and isolate the happy 

couple using multiple 

umbrellas to frame them

Opposite-inset

Convert to  
black and white 

If the light is really 

poor, you may find that 

removing the colour 

helps to solve this
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Inclement weather may force photographers 

to approach certain aspects of the wedding 

shooting differently to their normal approach, 

but this may actually help to inspire you to find 

compositions that you might not otherwise be 

aware of.

If the rain is really heavy then it may be a 

good idea to make creative use of sheltered 

areas or doorways – this way, the rain can still 

be featured in the imagery without the bride 

and groom getting soaked. Shooting from 

inside, out through a doorway or arch is a 

great way to frame a shot. If the couple stand 

centrally you can use the doorway to frame 

them while still including the rain outside for a 

really creative and eye-catching result. 

Positioning a group of umbrellas in order 

to frame and draw attention to the bride and 

Consider the framing in order 
to produce stunning captures

SHELTER FROM 

THE RAIN 

groom is another effective composition idea 

and it keeps everyone dry and will perfectly 

tell the story of their wet wedding while still 

making the shot all about the couple. Wiltshire 

enthuses, “Using umbrellas or gumboots or 

something else to frame your subjects that 

signifies the rain is another great way to make 

lemonade from your lemons when it rains 

during a wedding.”

A really ingenious and artistic composition 

is shooting through a rain-soaked window 

towards the happy couple. Using a relatively 

narrow aperture of around f7.1 and a shutter 

speed of around 1/125sec, you’ll want the 

raindrops on the window to be sharp while you 

want the couple to be visible, but slightly out 

of focus. On the other hand, for a completely 

out of the ordinary capture, focus in closely on 

the raindrops with the background blown-out. 

Then shoot so that you can see the couple in 

each individual rain drop. This technique is the 

perfect way to capture a really different image 

that truly tells the story of their rainy 

wedding day.

1  Adjust Brightness Open the 

images in Photoshop, then add 

a Brightness/Contrast adjustment 

layer. Adjust the sliders depending 

on your tastes. We set Brightness 

to -42 and Contrast to 6.

5  Use the Patch tool Tidy 

the image using the Patch 

tool. Select the Patch tool, set to 

Content-aware and Sample All 

Layers. Make a selection then drag 

it to the area you want.

4  Use Spot Healing Remove 

distracting elements with the 

Spot Healing Brush tool. Set it to 

Content-aware and select Sample 

All Layers. Brush over the tree and 

the distracting grass to remove it.

2  Adjust Hue/Saturation Add 

a Hue/Saturation adjustment 

layer to work on the colours in the 

image. Here the Hue was adjusted 

to +44. The Saturation was also 

adjusted to +35.

6  Smart Sharpen Select all 

Layers and go to Filter> 

Convert For Smart Filters. Then 

go to Filter>Sharpen>Smart 

Sharpen. We set ours to Amount 

163, Radius 1.4, Reduce Noise 9.

3  Mask the adjustment The 

couple has taken on a green 

tinge, so select a soft-edged brush 

set to black and paint all of the 

areas that you want to remove the 

adjustment from. 

Enhance your image in Photoshop Add clarity to your capture

FINAL IMAGE

ORIGINAL
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The essential techniques you need to 
take incredible images 

E
vent photography might not seem 

like the most enticing jobs on first 

glance, but the skills required for 

producing top-quality images at 

an event requires a number of skills and 

techniques that can be taken from and 

applied to many other genres. Your indoor 

event could be anything from a wedding, 

party or corporate gathering, however, the 

approach will remain the same.

As an event or wedding photographer 

it is inevitable that you will, more often 

than not, be faced with the prospect of an 

indoor location, especially when it comes 

to battling with the ever-changing and 

unpredictable weather. When shooting 

outdoors, you only have to battle with one 

other light source – the Sun – however 

indoors you will be faced with a number of 

lighting challenges. From the natural light 

mixing with the artificial fixed lighting in 

the venue, the varying types and strengths 

of fixed lighting and continuously changing 

light, to managing white balance and 

perfecting your exposures while creatively 

framing your shots – the challenges are 

seemingly endless. 

Before you think about your kit, lenses 

and setups, you need to know exactly what 

your client is looking for. Do they want 

candid shots? Posed group images? Are 

there key people you need to take a shot 

of? Don’t overshoot, but don’t undershoot 

either. Make a list of the essential shots 

prior to the event and, if you can, shoot 

them as a priority – that means everything 

else you capture is a bonus.

Over the next few pages we will 

explore the skills needed to shoot the 

perfect indoor event imagery, and will 

cover everything from choosing the 

correct lenses and metering modes to 

incorporating flash, getting exposures 

correct and embracing the existing lighting.
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Left

Exposure concerns
One of the main challenges 

you’ll face indoors is the need 

to deal with mixed light sources  

© Mint Images/Getty Images

DISCOVER HOW  
TO CAPTURE 

INDOOR EVENTS
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Select a shooting mode
Choose between these options for indoor events

If you can, ask to have a look at the venue the 

day before the event, or at the very least arrive 

early before any guests do. This will allow you 

to not only assess the lighting in the venue, but 

it will also give you time to take some pre-

party shots of the setup. These before shots 

are particularly important for weddings, as 

the couple will have most likely spent hours 

choosing everything meticulously, and they’ll 

want it to be documented. Take some 

shots of the whole venue as well 

as some close-up detail shots of 

table decorations and party 

favours. Doing these initial 

pictures will also give you 

a feel for the settings that 

you’ll need later.

The lenses you choose 

will obviously determine the 

quality of your captures and 

choosing well will have a huge 

impact on how you handle low 

and changeable light. “The key thing 

to consider first is the lighting available 

to you,” explains professional photographers 

Lina and Tom (linaandtom.com). “We try to 

shoot as much of the event using the natural 

light available if possible, even in winter, but 

on some occasions using flash is inevitable. 

Either way, we tend to shoot only using prime 

lenses, which in darker spaces can give you 

great atmosphere. A nice shallow depth of field 

can give great bokeh, especially if there are 

CONSIDER YOUR KIT
Think about the lenses and camera modes that will deliver the best results indoors

 Aperture Priority (Av)

This can be a good choice, as 

it will enable you to control 

depth of field while leaving the 

camera to balance the shutter 

speed accordingly. You need 

to ensure your images don’t 

exhibit camera shake, though.

 Shutter Priority (Tv)

If your main concern is the 

length of the exposure rather 

than depth of field, consider 

opting for this mode. This is 

the best choice if you want 

to ensure all your images are 

sufficiently sharp.

 Manual (M)

It requires a little bit more 

confidence and consideration, 

but this mode enables you 

to balance the aperture and 

shutter speed yourself, with 

no involvement from the 

camera’s exposure algorithms.

fairly lights around at a wedding or Christmas 

party for example. Specifically we use Canon 

lenses including an 85mm f1.2 and f1.8, 50mm 

f1.8 and a 35mm f1.4. We do keep a couple of 

zooms in the kit bag, but they rarely come out 

these days, inside or out.”

Graham Lee (gleephotography.co.uk) agrees 

and says that using a fast lens will help you to 

get the most out of your indoor event. “A fast 

f2.8 lens opens the aperture right up, 

letting in the maximum amount of 

light, which enables you to use 

a fast shutter speed. I tend 

to shoot in full Manual as 

the camera doesn’t always 

know what I am trying to 

achieve,” explains Lee. The 

quality of light is likely to 

affect your camera setup 

and while Manual mode will 

give you the most control, 

Aperture Priority and Shutter 

Priority have their uses too.

If you are shooting an event at night 

you won’t be able to use any natural light 

coming through the windows, so it is important 

that you are equipped to shoot in low light. 

Lina and Tom say that having a good lens 

combined with a steady hand is important 

here. “Prime lenses that go down to at least 

f1.8 are essential and the 85mm f1.2 is a 

dream in dark spaces. It allowed us to shoot 

candlelit speeches at 8:30pm in March, with 

FULFIL 
THE BRIEF 

FIRST
Be careful that you don’t lose 

track and take too many arty  

and creative shots. Remember 

that you have a job to do –  

the people and the  

event itself are  

your priority. 

no flash. We were approached afterwards by 

a panicking grandfather saying, ‘Did you know 

that your flash wasn’t working?’ If your hand 

is not so steady, invest in a good monopod, as 

this can also be useful if you are having to zoom 

from the back of a large venue.”

Below

Make a list

Ensure that you have a rough list of the 

essential shots that you need to get and 

capture all of the key moments before 

getting too carried away with creative images
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Pick the right lenses Find out which optics to have in your kit bag

 Wide-angle prime

Using a wide-angle prime, like a 24mm lens, 

will enable you to capture the whole venue 

and add context to your shots. These typically 

boast wide apertures, such as f1.4, providing 

potential for creative and dramatic images.

 Standard prime

A standard 50mm lens will let you capture a 

wide variety of shots, with minimum distortion 

and wide maximum apertures. They are also 

fairly affordable and are an absolute must for 

indoor event photography.

 Telephoto zoom

Some shots are only possible when 

the subjects aren’t aware they’re being 

photographed, so it’s wise to have a 70-

200mm f2.8 or f4 zoom with you to enable 

candid captures.
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Perfecting your exposures and ensuring 

that the white balance of your captures is 

correct are both important considerations 

for capturing good event images. “You need 

to understand light and how it affects your 

photographs and be aware of the limitations 

of your equipment – for example, know what 

settings you are happy to push your camera 

to before introducing flash and at least have a 

basic understanding of how to use on-camera 

flash,” explains professional photographer 

Eilidh Robertson (eilidhrobertson.co.uk).

Lina and Tom advise that you “keep an 

eye on your natural light sources and bear in 

mind where the blue daylight is coming from, 

because in a very orange lit room this can send 

your white balance skewed. Many venues don’t 

consider the uniformity of their light bulbs, so 

having different levels of daylight to orange 

in one room is common. Make your choice 

on what you want to expose for – skin tone is 

usually the best bet, but if you are on a shoot 

with more creative freedom, such as a wedding, 

and you are in a room with large shafts of light 

pouring in, then exposing for the highlights can 

TAKE CONTROL OF THE LIGHT
Perfect your exposures and learn to add flash for more creativity

be a great way to retain the atmosphere and 

make sure nothing is overexposed.”

White balance is a constant issue when it 

comes to shooting an indoor event, particularly 

in venues that mix the colours of their bulbs. 

“It’s best to pick your focus for the shot and 

work with it – we regularly bring in warm 

brushes during post-processing to warm up 

a side of the room by a window for example,” 

explains Lina and Tom. “In some venues it will 

be impossible to get it completely right, so 

some work in post needs to be expected.”

To add a little creativity to your captures and 

to take control of your imagery you should 

consider adding in some off-camera flash. “We 

use off-camera flash most of the time, using 

wirelessly triggered flashes around the room,” 

says Lina and Tom. “Lighting a group portrait 

will differ from lighting a dance floor, so 

think about your area. With the former, many 

photographers choose to just light up the 

people involved, with the ambient light very low 

– this can give a very stark look, which is not 

very flattering. You can still use flash to create 

a soft light, essential at a warm and cosy winter 

wedding or event, so we would use two flashes 

either side of the photographer with umbrellas. 

If you must use on-camera flash, avoid using 

it pointing directly at your subject. We’ve seen 

many images taken with on-camera flash, 

particularly at winter weddings, which have just 

illuminated the subject and stripped the shot 

of any atmosphere of the day.” 

It is also important to consider when in 

the event is appropriate to use any flash. If 

you are in any doubt ask your client. “I will 

only introduce flash if I absolutely have to as 

it can be a little distracting, especially during 

a wedding ceremony,” says Robertson. “For 

winter weddings I usually have to introduce 

flash while photographing the drinks reception, 

family formals and evening reception due to a 

lack of natural light.”

SHOOT 
IN RAW

Although processing time will 

take longer if you shoot in RAW,  

it will give you a bit of a safety 

net. If you misjudge an exposure 

or have trouble with the white 

balance, you should be able 

to rescue the image if you 

have used RAW. 

Above

Create an atmosphere
 “An unusual setup for me: shooting with 

two flashes either side of the camera in the 

corners, cross lighting the room from the 

balcony. Flashes manually controlled and 

zoomed in to 70mm,” explains Robertson
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Get more from  
off-camera flash
Discover how the pros add their 
own light at events to subtly 
enhance the atmosphere

It is important to understand the effect that 

flash will have on your scene. Robertson 

says that once the basics have been 

mastered, learning how to use different 

creative effects like off-camera flash can 

give photographs more impact and variety.

You shouldn’t use off-camera flash just 

to replace light that might be missing, as 

this can often strip the whole scene of any 

atmosphere. Instead you should use it to 

enhance and add something extra to the 

existing lighting. For example, incorporating 

a few off-camera flashes with the disco 

lighting can be a subtle way to creatively 

light the dance floor. 

“Dancing is the only time we really go all 

out on flash, to freeze action on the dance 

floor. Shooting without on-camera flash 

also makes your subject less aware of 

you, which is essential if you are looking to 

document the event in a less formal way,” 

explains Lina and Tom.

 Multiple flashes “For the dance floor, we 

place multiple flashes in the corners of the 

room, on tall light stands going above the heads 

of the guests. [These are] triggered wirelessly 

and in groups, to allow for creativity and control. 

We also gel the flashes for creativity with colour, 

particularly when there are not many disco 

lights available,” explains Lina and Tom.

 Backlight your subjects “Off-camera flash 

can also be used to backlight a subject, creating 

a lovely halo around a couple during the first 

dance,” explains Lee.

 Starburst and lens flare “I set up two off-

camera flashes at either side of the dance floor, 

which I shoot into for a starburst effect. For 

this setup I’ll use a 24-70mm lens or 35mm.  

Alternatively, I will put one off-camera flash by 

the band and shoot into this with my 85mm lens 

at f2.0 to create a soft image with a little bit of 

lens flare,” says Robertson.
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Essential exposure advice Ensure your shots maintain the atmosphere of the event

1   Spot metering In harsh lighting, low light  

or if there are multiple light sources in the 

scene, it is best to use Spot metering and 

expose for your subject’s skin.

2   Expose for the highlights This will ensure 

nothing is overexposed, especially if you are 

photographing a bride to help ensure you don’t 

overexpose her white dress.

3   Exposure compensation In low light your 

camera will often overexpose the shadows, 

so in this instance you should use a negative 

exposure compensation.
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Often you might be required to shoot only  

with the existing and natural light available  

and will not be allowed to use any flash, so it  

is extremely important not to become reliant 

on your flash. The lighting will be different from 

location to location and might even be unique 

to the event itself – this means that embracing 

only the existing light will enable you to shoot 

images unique to the event and won’t look like 

the artificial setup that you take to every event.

Harnessing the power of the lights already 

in the room will create more atmosphere and 

force you to compose your shots around the 

light, ultimately making you approach scenes 

in a far more creative way.

 “Unfortunately there are many venues that 

don’t seem to place much thought on lighting; 

it’s fairly common to see very orange bulbs, 

or a mix of daylight and orange bulbs in one 

room,” explains Lina and Tom. “In this case 

it’s almost impossible to do everything, so pick 

a look and run with it; we’ll usually expect to 

correct some lighting in post-editing. If we’re 

shooting morning preparations at a wedding 

for example, and there are awful orange bulbs, 

we’ll try to lose the lights altogether to get a 

much more workable white balance. We will 

always look for the best way to enhance the 

light available rather than stick a flash on, and 

windows are your best friend here.

“Fluorescent tubes are common especially 

in conference venues – if you have ever seen 

pink and green bands across your shots this 

is where they have come from. The bulbs 

flicker too fast for the eye to notice, but if 

your shutter speed is over a certain speed the 

camera will pick this up. Some bulbs are worse 

than others. Shooting at under 1/60s will sort 

it, but again you need that steady hand and a 

monopod will come in handy. 

We hardly ever use a tripod; we like the 

flexibility of the monopod as we hate being 

weighed down by kit. Also, many venues are 

bringing in LED lights now, many of which 

strobe more than the fluorescents, so you may 

see a completely black band across your shot. 

We shot in one venue where over a certain 

shutter speed the shots were completely black. 

Again, make sure your shutter speed is slow.”

USE THE 
EXISTING 

LIGHTS
Make effective use of the 
lighting already present at 

your indoor location

Above

Creative lighting
Some venues will have been 

thoughtfully set up with creative 

lighting that will add to your 

images. Here a 23mm lens at 

f3.5 has been used to beautifully 

capture the light

Below

Keep it simple
Here using a prime lens at f1.2 

has allowed a lot of light into the 

camera, which combined with the 

natural window light and the fairy 

lights has created a bright, natural- 

looking image

Opposite

Available light
“Taken using only available light, 

camera settings 1/200sec, f2,  

ISO 2500. Blair Castle is beautiful, 

but a high, dark, wood roof makes 

using flash very challenging,”  

says Robertson
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KEEP QUIET
It is a good idea to select a 

quiet shutter mode for some 

events – particularly if you 

plan to shoot during  

the speeches or  

wedding ceremony.
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DOCUMENT EVENTS 
PROFESSIONALLY

Whether it’s a party or corporate product launch, 
discover how you can succeed in event photography

77

give you the chance to take a few pre-event 

shots of the room. Even if your client doesn’t 

specifically ask for these, they might thank 

you for them in hindsight. Furthermore, the 

event planners can use them to sell their 

services in the future and it’ll also enable them 

to catalogue the setup in case they have a 

similar event in the space again.

The kit you should have with you is partly 

dependent on the location at hand and partly 

down to your personal preference. The biggest 

problem with indoor venues is low light levels, 

so you’ll need to be using a DSLR with the best 

low-light performance you can afford. Smyth 

notes that “Most of [her] photographers have 

the Canon EOS 5D Mark III with a 24-70mm 

or 24-105mm and a couple of flash guns.” As 

you’d expect, they all prefer different lenses. 

“Primes are always popular. I swear by a 

50mm L-series on one camera and a 

70-200mm on the other,” the latter 

giving a flexible shooting range 

and fast maximum aperture of 

f2.8. In addition, a speedlight 

with a tiltable head is, of 

course, imperative to have in 

your kit bag, but you might 

also want to invest in an on-

camera LED light that mounts 

to your camera’s hotshoe.

Lighting indoors can be 

notoriously difficult, so it’s 

important to know how to balance flash 

and ambient light. “I like to use high ISOs and 

bounce my light. I like light to be soft, even 

and flattering, but this is a personal thing,” 

Smyth explains. Modern cameras are capable 

of impressively low noise, and she doesn’t shy 

away from cranking up the ISO in her work. 

“The Canon EOS 5D Mark III can comfortably 

go up to 1600 ISO with minimal grain. I like to 

let in as much ambient light as possible so you 

capture the atmosphere of the room without 

flushing it out with too much flash.”

P
hotographing events might seem 

like an easy genre of photography to 

break into; everyone is generally busy 

doing their own thing and you can 

pass among them unnoticed, documenting 

what you see. Bear in mind, however, that not 

everyone wants their picture taken, especially 

at a corporate or fundraising function. As 

an event photographer, this makes it even 

more important for you to do your job well, 

and there are many techniques you can 

employ to avoid being a nuisance, while still 

getting the important photos your client has 

commissioned you for. 

One person who understands the 

importance of fulfilling a client’s brief is Amy 

Smyth, owner of Raccoon, a London-based 

event and wedding photography agency 

(http://raccooneventphotography.com). They 

match photographers to clients to make 

sure they get a style of photography 

that suits their event, but Smyth 

notes that, “However talented 

you are, if you don’t fulfil the 

client’s brief, they are unlikely 

to hire you again.” For 

photographers who are 

fairly new to the genre, she 

stresses the importance 

of getting a written brief to 

understand exactly what the 

client is expecting. 

Ideally, you should aim to get a 

schedule of the event from the organiser, so 

that you know exactly what’s going to happen 

and when. Research who is running the event 

and who you need to concentrate on. If it’s a 

corporate event, ask the organiser to point out 

the senior management team.

It’s worth asking the organiser if you can 

visit the venue beforehand to understand 

what and where you’ll be photographing. 

Logistically this isn’t always possible, but you 

should at least arrive at the event early. “Walk 

through the venue and talk through the brief 

with your client,” Smyth advises. “Work out 

your best angles for key moments and do a 

few lighting tests to work out whether you 

need to use flash and if so, how you might 

bounce it.” Getting there prematurely will also 
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Find a perspective 
Getting to a high vantage point 

will allow you to include a wide 

expanse of a festival crowd

VISUAL

DISPLAYS

Projector screens can often 

be much brighter than the 

room if it’s been darkened for 

easy viewing. Dial in negative 

exposure compensation if 

you want the screen to 

be readable.
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Your own style will ultimately determine 

your use of light, and Paul Underhill (www.

paulunderhill.com), an event photographer who 

works across the UK, vary rarely uses flash. “I 

like to capture the true atmosphere. Flash 

is used occasionally when it is very dark for 

lifestyle portraits,” he says, but he always sets it 

up manually or uses exposure compensation to 

adapt to the scene.

For really stand-out images, your practical 

shooting considerations must go hand in hand 

with your understanding of social interactions. 

Always be ready to take candid shots, as these 

are the ones where expressions are at their 

most natural. Don’t be afraid to get in close, 

using a telephoto zoom lens to focus in on 

attendees inconspicuously. A photo that is filled 

with a person’s face or reaction to something is 

often very striking. 

As with street photography, your main aim 

is to capture natural shots of people having 

a good time, so make sure you’re dressed 

to blend in. Function should win out 

over fashion though; be attired 

appropriately to the style of the 

event, but always in a way that 

won’t restrict your movement.

As far as social etiquette 

is concerned, avoid 

photographing people as 

they eat, as it makes them 

uncomfortable very quickly. 

Instead, use this time to review 

what images you have against 

those required from the brief. 

Remember to document all aspects of the 

event – for example, if there’s a celebration with 

a cake, don’t forget to take pictures of the cake 

before it gets cut. 

Near the end of the occasion, it can be 

difficult to know when to stop shooting, and the 

professionals recommend that you keep the 

brief in mind. “It’s being aware of the brief, but 

never making too many assumptions. Always 

stay on the lookout for better moments to 

capture [as] that’s the true essence of live 

event photography,” Underhill advises. Smyth 

can only agree with this, adding, “the job is 

done once the brief is complete, but only you 

know if the job has been well done. If you’re in 

doubt, over deliver and push yourself to take 

some more creative shots… I often find that my 

best shot of the night happens when I decide 

to push myself… I want the client to be blown 

away by my images.”

Even when the shoot is over, you’ve still got 

a way to go before relaxing, so keep your client 

in the loop at all times. “It’s better that you 

email them the next day and inform them about 

when their photos will be ready than have them 

chasing you because you haven’t verified a 

deadline. We try to turn our photos around as 

quickly as possible,” Smyth says. There are a 

myriad of ways to get your photos to your client, 

so be sure to do some research and pick the 

one that’s right for you. 

Event photography is a blanket term that 

covers many types of locations, people and 

atmospheres, so it’s important to adapt 

your style for the event at hand. “Generally, 

corporate events should be shot with even 

light, whereas for party photography you might 

develop an approach that is more stylised, 

really pushing the remit of your flashgun by 

zooming and/or twisting.” A similar philosophy 

goes for editing and, as Smyth explains, 

it’s “nothing fancy for a corporate event, but 

for a party you can play around with editing 

techniques – for example, high contrast or 

saturated colours.” Underhill also agrees that 

the style should be complementary to the 

formality of the client, “but your vision should 

apply to them all.”

With talk of briefs and corporate clients 

coming up frequently, photographing events 

might seem like a less creative pursuit 

than many other genres. The shoots 

themselves, however, can be full of 

fun, and the best photographers 

are the ones that can adapt 

to any situation. Generally 

you’ve only got one chance to 

capture the big moments and 

milestones, and your photos 

will be providing long-lasting 

memories for years to come. 

If you’re just starting out in 

this industry, the usual rules of 

promoting yourself apply. Blog about 

your work so potential clients can see 

your skills and style, and try assisting other 

photographers in order to gain experience and 

build your portfolio. 

Practice makes perfect and, the more you 

work at it, the more confidence you will have 

in carrying out paid jobs in the future. When 

you’ve fulfilled your brief, look for more 

dynamic angles and perspectives, and try out 

new bits of kits. Oftentimes, the most popular 

images will never be the ones you plan for, 

however, and the best thing you can do is get 

out there and have a go.

Get repeat business

  Engage the client Ensure that your 

client is involved in the shoot they’ve 

commissioned you for – this way they 

have a say in how they are portrayed. 

  Project a positive attitude Manners 

and passion will get you far in event 

photography, and remaining upbeat in 

stressful situations stands you in good 

stead for future commissions.

  Meet your deadlines Set yourself 

realistic deadlines and make sure you 

meet them. It’s much better  – and 

much more professional – to over-

deliver than to be late with work. 

  Follow up After your shoot, check in 

with your client to make sure they’re 

happy with the results. This will also 

remind them of your presence, and 

your professional attitude will give 

them confidence in hiring you again.

Follow these tips to ensure that 
you stay in your clients’ minds  
for future commissions

STAY 
QUIET

For most events, noise 

isn’t an issue, but at music 

concerts or religious services, 

for example, it might be. 

Activate the quiet shutter 

mode if your camera 

has this option.

Top-left

Keep the atmosphere  
In very dark situations it’s still often 

better to keep the flash off because the 

flash can ruin the atmosphere

Top-right

Public relations  
It’s important to engage with your 

subject. Photographing people off-guard 

is a great way to capture personality

Opposite-bottom

Tell a story  
Successful event photography should be 

similar to photojournalism. Look for the 

newsworthy, the unusual, the emotional 

and the intimate
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Right

Live magic 

Live-music performances provide 

photographers with a wealth of great 

photo opportunities, but you need to 

know what you’re doing if you want 

to capture them all

© Caitlin Mogridge

MAKE LIVE 
MUSIC SHOTS 

STAND OUT
Combine your love of music and love of 

photography by shooting live music using 
expert advice from the professionals
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Opposite top-right

Capture the atmosphere 
As a live-music photographer, your images 

should capture the heady atmosphere of the gig

Opposite top-left

Lighting challenges 
Shooting into the bright lighting behind the 

artists on stage presents photographers with 

plenty of exposure challenges

Opposite

Be on the ball 
Live-music photographers need to have quick 

responses in order to capture the best of the 

artist’s performance

T
here are few subjects more exciting 

for a photographer to capture than 

live-music events. As with weddings, 

there is guaranteed to be plenty of 

emotion and passion on display whenever 

music is performed live, regardless of the 

genre, providing plenty of potential for visceral, 

dynamic images. However, while furious 

movement, bright lights and high energy levels 

may be a recipe for photos with impact, all 

of these factors create challenges that mean 

you’ll need to bring your A-game if you want 

to give yourself a chance of making the most 

of the photo opportunities that you’ll be 

presented with.

Not only are live-music 

photographers faced with 

fluctuating lighting conditions 

that make metering 

difficult, cramped working 

environments with limited 

room to move, and fleeting 

moments that are hard to 

predict, there is often very 

little time provided to you 

in which to get all the shots 

in the bag. Live music is not 

simply a case of just pointing a 

camera at the stage and getting great 

shots automatically.

Over the next few pages, you’ll discover what 

you need to know in order to capture stunning 

images of live-music events. The lenses the 

professionals favour are revealed and there’s 

even insights into how to ensure that you make 

friends rather than enemies.

LEARN THE BASICS
The first thing you need to be aware of is that 

you can’t take up live-music photography 

on a whim. Of course, you may know a local 

amateur band playing small gigs in pubs that 

will allow you to practise by taking photos 

of them, but if you want to move beyond 

this you’ll need to find a way in. “You can’t 

just show up at a gig and shoot it,” says 

professional photographer Caitlin Mogridge 

(www.caitlinmogridge.co.uk). “You need to 

have cleared it with the band, or the band’s 

PR first. This is because they only have a 

limited number of passes to give out. Start by 

finding contact details online and sending a 

polite email explaining your situation. Some 

bands may let you shoot, but you may find 

you have more success if you are shooting on 

behalf of a blog or website, as they will see this 

as guaranteed press for the band. The more 

experience you get shooting for blogs, the 

more likely you will be able to move up and 

shoot for bigger publications and magazines. 

Offering your services to a venue as their  

in-house photographer is also a great way of 

getting access to shoot more shows, 

but this is not likely to be paid.”

Once you do get in, if you’re 

photographing a live rock or 

pop performance, there’s 

a good chance that you’re 

going to be afforded just 

three songs during which 

you can take photos. “We’re 

normally only allowed three 

songs in the pit,” explains 

Mogridge. “This is so the 

artists can spend the rest of their 

set relaxing into the performance 

without distractions. This time absolutely 

flies by. I have to try and keep track of which 

song we’re on, and which shots I have covered. 

I make sure I’m paying attention all the way 

through, including when the act speaks to 

the crowd between songs as the light often 

changes then.”

Taking advantage of this limited time and 

changing light necessitates that you have got 

the best kit with you – and that you know 

how to use it. “I prefer to use two bodies and 

a combination of three lenses – dependant 

on the venue,” explains Charlie Raven (www.

charlieraven.com). This gives me a great focal 

range to anticipate most scenarios. My main 

lenses are a 24-70mm and 70-200mm. I also 

have a 15mm fisheye on me for those fun 

acts and interesting venues. I always have an 

extender in the bag just in case we are required 

to shoot a gig from the sound/mixer desk. I 

also use a harness system so both camera 

bodies can sit on my hips freely and I do not 

need to worry about dropping a camera from 

my shoulder.”

“It’s all about the lighting – simply because 

you never quite know what to expect,” explains 

Raven. For this reason, many live music 

photographers choose to shoot in manual 

exposure mode. “I will always shoot on manual 

exposure at a concert, simply due to the large 

range of lighting to be experienced,” says 

Raven. “Any camera-metered mode can be 

easily tricked and produce poor exposures. 

Manual mode is a much more consistent way 

of exposing images over preset auto modes. 

The aperture setting will usually be the largest 

available with the specific lens I am using. This 

will be the f-stop with the lowest value, which 

means that the most light will get to the sensor. 

Even well-lit concerts are dim compared to 

daylight, so a wide aperture is needed to 

gather as much light as possible. It would be 

great to shoot at 1/250sec or faster, but this 

is often only a luxury for larger, well-lit shows. 

For smaller gigs when lighting may be touch 

and go, I endeavour to stay in a range between 

1/100 to 1/200sec. This range is fast enough 

to freeze an adequate degree of motion and 

eliminate most camera shake. ISO levels up 

to 3200 should produce very good-quality 

images for almost all DSLR cameras. Having 

WHAT’S 
THE PIT?

It is a sort of no-man’s land 

between the crowd and the stage, 

in which photographers are allowed 

to stand and capture images of 

the artist on stage. This is likely 

to be the only area in which 

you’re able to take 

photos from.

USE MANUAL MODE
Most live-music photographers set 
their camera to manual exposure 
mode. This is so that they have 
complete control over what the 
camera is doing.

AUTO WHITE BALANCE
There’s no time to switch between 
different white balance modes or 
Kelvin temperatures, so use your 
camera’s auto white balance for 
consistent images.

USE RAW
Using RAW means having more 
to play with. You can tweak the 
exposure, white balance, shadows 
and highlights to your heart’s 
content later in post-production.

UTILISE ISO
It’s important to get to know the 
highest ISO sensitivity that your 
camera can use without excessive 
noise. Don’t go beyond this and 
use a lower ISO where possible.

SET THE EXPOSURE
Most live-music photographers 
use the widest aperture that their 
lens will allow, such as f2.8, and a 
reasonably fast shutter speed to 
produce a well-exposed image.

Camera settings for live music Shoot like the professionals
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Caitlin Mogridge’s 
live lenses

Nikon AF-S NIKKOR 

24-70mm f/2.8G ED

“The 24-70mm is 

my staple. I use this 

lens more than any 

other. It’s versatile in 

situations with lots of 

movement on stage.”

Nikon AF-S NIKKOR 

50mm f/1.8G

“The 50mm is a cheap 

but essential lens 

everyone should have. 

It’s fantastic when 

you need an extra few 

stops of light.”

Sigma 35mm f1.4  

DG HSM A

“I’d read fantastic 

reviews and it certainly 

doesn’t disappoint, it’s 

probably the sharpest 

lens I own and it gets 

used everywhere!”

Nikon AF-S NIKKOR 

14-24mm f/2.8G ED

“In small venues it’s a 

godsend because the 

pit is often so close 

to the band. At bigger 

gigs I use it to show off 

an interesting set.”

A professional photographer’s 
essential gigging kit

© Caitlin Mogridge
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Shoot sharp 
Caitlin Mogridge manually 

selects the appropriate AF 

point in order to ensure that 

her images are focused

Right

Retro style 
It doesn’t have to be all about 

bright colour – try presenting 

your images in black and 

white for more drama

said that, I will tend to start at a lower level and 

compensate if required.”

PREPARE FOR A GIG
It’s important to spend some time getting to 

know the artist and their act before the action 

commences. “I try to have a chat with the 

lighting guys when I get to a venue, just to 

gauge what kind of show they’re putting on, 

the types of lighting being used and whether 

the artists will be well lit,” says Raven. “It’s 

also beneficial to search for images of the 

same artist from other events if you haven’t 

photographed them before… When an artist is 

touring they will tend to take the same show 

to each venue so, unless you are covering the 

first date on a tour, there will be photographs 

circulating that you can view just to get an 

idea of what to expect. This will give you some 

advantage when covering the gig. You can also 

get a good idea of the stage presence of an act 

– whether they move around a lot or simply 

stay in front of their mic stand.”

However, even with the best possible 

planning, much of what takes place is 

completely spontaneous, so part of the skill of 

live-music photography is in the ability of the 

photographer to work quickly and respond 

when something that they didn’t know was 

about to happen occurs, as photographer 

Mark Latham explains. “The main challenge is 

that you can’t really plan for what’s about to 

happen – everything is spontaneous. It’s not 

like landscape photography where you spend 

probably days setting up a shot [and] waiting 

for the right conditions. At a gig, 99 per cent of 

the time you have to work to the ‘three songs, 

no flash’ rule  – the bane of all photographers. 

During those three songs, which for some 

bands means a few minutes, you never quite 

Above

Capture expressions 
During a gig, the lead singer is 

bound to produce a wide range of 

expressions, but only pick the very 

best when showing a client
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know how the lights will be, will there be too 

much smoke, will the band stand still or run 

around like lunatics and will the crowd be 

covering you in beer and crowd surfing onto 

your head as you shoot.”

SHOOT FOR SUCCESS
Though with experience, live-music 

photographers are able to instinctively know 

what sort of shots that they should get, when 

you are just starting out it’s important to have 

a checklist of images that you can consciously 

set about capturing. The specifics of this 

list will vary depending on the nature of the 

artist that you are photographing. “If 

it’s a pop band, try and get them 

all together in one shot,” says 

photographer Mark McNulty 

(www.markmcnulty.co.uk). 

“If it’s a solo singer, then 

get the best you can get of 

them. Other than that, try 

and best tell the story of 

the gig, but the main shot 

for any gig is a really great, 

animated shot of the main 

attraction. A lot of live-music 

photography ends up being one 

photo so try and sum up the gig in one 

shot.” For Caitlin Mogridge, it’s about telling a 

story. “A nice wide, establishing shot will show 

the venue and set the scene of the evening,” 

she explains. “[Get] a shot of the crowd, either 

showing intense energy or the sheer size of 

the crowd [and] a close shot of the singer, or 

whoever is leading the band’s performance. 

Always be keeping an eye out for a moment 

of emotion or tension and make sure you’re 

ready to capture it. I also like to do establishing 

shots of a set list on the floor, or the band’s 

name up in lights at the front of the venue. All 

your shots should work together to tell the 

story of the event you’re covering.”

While shooting, always look for where 

the action is happening on stage while also 

thinking commercially about the images 

that are likely to be popular. “I would always 

suggest getting a shot of the drummer, as they 

are often the furthest member from you but 

more often than not the most animated,” says 

Charlie Raven. “I often turn around to face the 

crowd, as the packed venue with everyone’s 

hands up in the air is a shot most promoters 

love to see.”

It’s also important to consider 

copyright, as Mogridge explains. 

“You always own the rights/

copyright to your photos 

unless you sign an 

agreement that says you 

agree otherwise,” she says. 

“If you’re asked to sign a 

contract before a show, 

read it very carefully before 

signing it. Sometimes I’ve 

showed up to a show, and 

the contract given to me is 

asking for all rights, and allowing 

the band to have free use of all my 

photos for social media and merchandise. 

This means you shoot their show for free, 

and they can profit from your work. The 

photographers’ page Music Photographers is 

a great forum for sharing these contracts to 

forewarn photographers of agreements before 

they shoot a show. Sometimes it’s possible 

to negotiate a different contract in advance – 

Getty do this for me on occasions, but stand 

firm for your rights and remember to give 

yourself and your work value.”
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Silent shooting 
Photographing a live classical-music performance is 

demanding because you must not make any noise that 

may distract the audience or the performers

Capture classical 
music respectfully
Photographing live classical 
music has its own challenges

Photographing rock and pop might be 

hard, but instead a wall of constant noise 

to mask the sounds you make, with 

classical you’re dealing with moments 

of near silence, an audience that’s sat 

in hushed respect and no flashing lights 

to distract anyone. “It’s important to 

understand that no one really wants 

you there,” explains photographer Cory 

Weaver (www.coryweaver.com). “It’s a 

no-win situation most of the time. You 

just have to hope that there are plenty of 

loud musical parts to shoot. Just do your 

job and if anyone confronts you, bite your 

tongue and say sorry.”

Fellow photographer Nikolaj Lund 

(www.nikolajlund.com) agrees. “A 

classical music concert is a very sound-

sensitive setting, especially if it is not a 

big symphony,” he says. “But even during 

big symphonies, the distinct sound of the 

mirror and shutter of an average DSLR 

is quite intrusive… So we have to do 

everything we can to silence the camera.” 

One solution is to use a sound-blimp, 

but this is limiting. Today, Lund uses the 

Fujifilm X series of cameras and lenses, 

which he says is almost completely silent 

in operation. “The lenses are tack sharp 

and the images, even at ISO 3200, are 

very close to those from my Canon 5D 

Mark III.”

Another solution is to watch rehearsals 

to learn where the loudest moments are 

going to occur, and then time your shots 

so that you are not shooting during the 

quietest passages. Rehearsals can also be 

used for the actual photography itself.

LIVE 
ACCESSORIES

Don’t forget to take noise-

limiting earplugs with you. Noise-

induced hearing loss is a definite 

risk if you regularly photograph 

near the stage. Lens hoods, 

UV filters and extra 

memory cards are 

key too.

How to use flash
Pro photographer Mark 
Latham discusses the issue 
of adding your own light

“Ninety-nine per cent of the time, 

you can’t use flash, so I always 

approach a gig assuming I can’t. But 

if I can, I like to use a shutter drag 

effect… f5, ISO 500 and the shutter 

on 1/5sec is a good starting point. 

Just balance the flash to freeze the 

subject and then balance the shutter 

to get the crazy effects; if the venue 

lights are good it can work really well. 

I’ll use this at shows full of action.”

Right

Slow-sync flash 
If you’re allowed to use flash, try 

combining it with a slow shutter 

speed to produce creative effects ©
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Top-left

Show 
appreciation 
Performers may pose 

for you, so don’t miss 

it and show thanks

Above-left

Shoot solo 
singers 
Concentrate on getting 

as many good shots of 

them as possible

Below-left

Capture the band 
Wherever possible, try 

to capture at least one 

image that shows the 

whole band

Top-right

Audience 
interaction 
Have your eyes peeled 

for any moments of 

crowd interaction

Above-right

Show the scene
Get images that show 

both the band and their 

audience if you can get 

alternative access

Below-right

Crowd reaction 
Remember to turn 

around and capture 

the facial expressions 

of the crowd as well

Mind your manners
Steve Johnston provides his 
essential do’s and don’ts for 
live-music photography

  Be aware of your position in relation to others and 
try not to step in front of anybody.

  Pass by other people, but do so courteously – with 
a gentle tap rather than barging by.

  Be polite to security and adhere to any restrictions 
they give you. Once a show is underway, give 
them room – these guys are your friends and will 
be watching your back.

  Leave the pit when you are told to, even if it’s 
earlier than anticipated. There’s no point standing 
there griping about not having your shots – if 
you’re told to get out, then get out!

  Disable your autofocus assist light, otherwise 
you’re going to distract the performer and annoy 
every other photographer in the pit.

  Show your appreciation. Not by leaping up and 
down and screaming, but should a performer 
head your way and stare down your lens or pull a 
pose – be sure to give him or her a nod of thanks.

  Take up a position and remain there – give 
somebody else a chance from that angle. Besides, 
you don’t want to be restricting yourself to one 
spot – your shots will have less variety.

  Enter the pit with a backpack, a hat, a tripod or 
any other paraphernalia that restricts the room 
or view of your fellow photographers. If you do, 
prepare for some feedback!

  Mount a flash. You’re not allowed to use it and it 
just gets in everybody’s way.

  Reach your camera up in the air when you’re at the 
front of the pit. If you must do this at all then do it 
from the back, but make it infrequent and quick. 
All you’re doing is annoying everybody.

  Shoot with non-professional equipment. The 
photo pit is a professional environment, so don’t 
use a point-and-shoot camera, iPhone, iPad, and 
so on. You’ll just look stupid.

DO…

DON’T…
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BE INSPIRED

L
earn directly from the professionals and master weddings and 

events shot by shot. Gain inspiration and insight into the inner 

workings of a professional photographer and discover industry 

secrets that will help take your imagery to the next level.

Professional music photographer Kevin Nixon shares advice on 

how to shoot from the pit of a live rock concert, and internationally 

acclaimed wedding, portrait and boudoir pro, Kate Hopewell Smith, 

provides insight into capturing artistic wedding photos. 

Wedding photographer Ross Harvey reveals the secrets of 

developing a successful career photographing the big day, from finding 

your vision to developing the right branding and building a network. 

Sought after wedding photographer Ryan Brenizer reveals why his 

love for the genre continues to grow even after over 325 weddings, 

and he explains a panoramic stitching technique that is widely 

recognised by the photographic community called The 

Brenizer method.
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HELP ME
GET SHOTS
THAT ROCK!

Professional music photographer Kevin Nixon helps reader Kate Lee 

to shoot in one of the darkest and trickiest places to photograph – 

the pit of a loud, hot rock concert...

BE INSPIRED
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NAME Kevin Nixon  CAMERA Nikon D4
Kevin’s professional photography career spans over 

25 years, and during this time he’s photographed 

most of the world’s biggest rock stars – at both 

intimate venues and arena-sized stadiums. A regular 

contributor to UK music magazines, his work has 

been published internationally, too. He also shoots 

promotional band portraits, both on location and  

in the studio. See his work at www.knixon.co.uk

BE INSPIREDBE INSPIRED

NAME Kate Lee  CAMERA Nikon D750
Kate is an aspiring photographer who 

works in retail, selling technology. Since 

working with cameras and all things 

tech, she has rekindled her passion 

for photography and started shooting 

families, couples and newborns. She 

loves live music and, having shot a few 

local pub gigs before, wants to learn how 

to photograph live music like a pro.
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Technique assessment
LENS HOOD

Kevin says… When Kate got her camera 

out, I noticed she didn’t have a hood 

attached to her lens. I’d always 

recommend putting a hood  

on your lens when shooting 

concerts, since they help to 

prevent flare from stage lights, 

especially from oblique angles. 

And of course, a hood will also 

protect the front elements of the 

lens from knocks and scrapes.

BASE SETTINGS 

Kevin says… I showed Kate the go-to 

settings that I use as my base to 

work from. In Manual mode, I set 

a wide aperture of f3.2, a shutter 

speed of at least 1/400 sec, 

and an ISO of 5000. These 

settings ensure the image  

is sharp, as the fast shutter  

speed freezes the action.  

These settings work well on most 

stages, but you can adjust up or 

down from here if you need to.

Our Apprentice says… The first stage was wide 
and well-lit. Kevin told me that I should concentrate 
on getting a classic wide shot of the band rockin’ 
out. With Kevin’s 14-24mm f2.8 lens on my D750, 
I had plenty of space around the musicians to let 
the image breathe. To start with I held my camera 

level, but Kevin suggested twisting and turning it a little to add 
dynamism to the photos. As I was doing this the two guitarists 
started jamming together right in front of me. I loved their 
expressions and I had a pretty clear view of the action.

HOT  
SHOT  
#1

Introduction
Kate met up with Kevin at  
the Giants of Rock festival in 
Minehead. From darkened stages, 
clouds of dry ice filled the venue 
and spotlights cut through the 
bands into the crowd. Numerous 
bands, multiple stages and one 
energy-filled night lay ahead.  
But before they got started,  
Kevin asked Kate to fire off a  
few practice shots with her usual 
gig settings so he could check out 
her technique...

EXPOSURE 1/320 sec, f3.2, ISO5000

LENS Nikon 14-24mm f2.8

HOLD THE LENS 

Kevin says… Holding the camera 

comfortably is a big part of gig 

photography, as you’ll be shooting 

for most of the night. Kate had 

her hand over the top of the lens, 

but I told her to rest her left hand 

underneath the lens to prop it 

up. That made her more stable so 

she could get sharper shots, and 

she was still able to adjust focus and 

focal length easily.
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Follow pit etiquette 
The first thing you should learn about 

gig photography is pit etiquette. The 

photography pit  is usually right in front of the 

crowd,  just below the stage. Kevin says: “To 

avoid upsetting the audience, don’t hold your 

camera up in the air, and  to avoid upsetting 

other photographers, try to be aware of what’s 

going around you  – backpacks, for example,  

just get in the way. Oh, and then there’s my 

personal pet peeve: no dancing in the pit!”

Zoom in
Kevin suggests 

using a zoom 

lens when shooting live 

music. “If you have to 

lean into the stage, you’re going to end up in everyone else’s 

shot if they’re using a wide-angle lens. So if you do need to 

do this while shooting wide then lean in, get your shot and 

then get back. But a zoom lens will generally take you closer 

in without you having to move forward. Plus, with a zoom lens 

you won’t have to edge back and forth.”

BE INSPIRED
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HOT  
SHOT  
#2
EXPOSURE 1/320 sec, f2.8, ISO5000

LENS Nikon 24-70mm f2.8

Our Apprentice says… Up until this point 
in the night all of the bands had been front lit, 
making it easy to see the musicians’ faces. 
But just for a moment in this set the front lights 
went off and only some spotlights backlighting 
the band were searching around the stage. 

I seized the opportunity to capture a striking silhouette and 
got this shot. I love the way that the head of the bass guitar is 
sharply cutting into the red background, and the rim light on 
the bassist’s hair outlines the back of his head. Without these 
two shapes, the bassist would have been indistinguishable 
from the background.

BE INSPIRED

Expert insight  
Meter for the band
Kevin says… A lot of people say spot metering is 

the way to go, to get in on the face and meter for 

that, but I stick to matrix metering. When I’m in 

Manual mode I have full control over exposure, so 

I don’t even need to look at the light meter. In fact, 

the bands are usually backlit and the intensity of 

light is so variable that it’s better to let bright lights 

burn out and to retain detail in the band.
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Pro Portfolio
Every picture  
tells a story
HERE’S A SMALL SELECTION OF  

KEVIN’S FAVOURITE GIG PHOTOS
Monitor brightness 

Turn your monitor brightness all the 

way down (in Setup Menu > LCD/

Monitor brightness). Sometimes a photo will 

look great on the back of the camera, but 

when you get it on the computer it’ll look 

really dark. So for ease and quick-paced 

shooting you can rely a little on the darker 

LCD. So much of gig photography is under 

extreme lighting conditions that the 

histogram is next to useless.

Fire on focus 
The autofocus settings you use can make 

or break a shot. The conditions are so dark 

in venues that even if the shot is in focus, the 

camera can’t tell the difference and the autofocus 

will hunt, meaning you’ll miss your shot. In the 

Custom setting menu, choose Autofocus > AF-C 

and set to Release. That way the camera will fire 

regardless of whether the camera decides the 

image is in focus or not.

Pro’s killer kit  
Fast lenses

Kevin says… You need fast lenses for gig 

photography. Anything with a maximum 

aperture of f2.8 or faster will be perfect. You 

could just about get away with f4.5, but the 

increase in ISO required might diminish the 

image quality. Faster lenses tend to have 

better image quality, too. Kate borrowed 

my 14-24mm f2.8, 24-70mm f2.8 and 

70-200mm f2.8 lenses, but she also brought 

FEED THE RHINO 

This was taken at Camden Underworld, a 

venue notorious for being hot and sweaty, 

and as you can see, the crowd were going 

bonkers. I love that I managed to catch the 

stage diver in mid-air doing a complete 

somersault from the stage.

THE ROLLING 

STONES

Mick Jagger and 

The Rolling Stones 

have such an 

iconic look, it is 

almost impossible 

to get a bad shot 

of them. This was 

taken at a recent 

gig at the O2 

Arena, and I love it 

as it is just classic 

Mick, doing what 

he does best.

SLASH

This was taken at Download Festival a few 

years ago. Slash walked out on a ramp 

into the crowd and the separation from 

the crowd provided a surreal image, almost 

as though it had been Photoshopped. I was 

also lucky that there were some amazing 

clouds as the backdrop.
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Expert insight  
Keep your eyes open
Kevin says… Keep both eyes open when 

shooting. It’ll prevent eye strain when shooting 

for extended periods. You’ll also be able to 

watch where the other musicians are moving, 

as if you’re too fixated on one member of the 

band, you might miss something amazing 

that’s happening elsewhere.

Our Apprentice says… For this shot, the stage 
burst into life and was swamped with dry ice and 
multiple powerful lights. It was hard to get a shot 
of the lead singer lit, and the pit was cramped, 
so with limited options available I zoomed out 
and got in close. The entire frame filled with 

colour – I love the way the split lights push out behind the 
singer mid-action. I borrowed Kevin’s 24-70mm f2.8 for this 
shot, and shot at 50mm. My 50mm f1.4 wouldn’t have given 
me the option of pushing in close or zooming wide, which I 
needed because the pit was small and full of people.

HOT  
SHOT  
#3
EXPOSURE 1/400 sec, f3.2, ISO5000

LENS Nikon 24-70mm f2.8
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Look for light 
If there’s no light falling on the face of the 

musicians, there’s no point taking the shot 

– mostly. What Kate has done here, though, is make 

the most of the beam of light available, filling the 

frame. The artificial fog is thick enough to carry the 

blue hues across the stage, and even diffracts the 

light into interesting shapes.

Try black and white 
For that classic gig photography style, 

shoot in black and white. This is only really 

appropriate for when the light and texture in the 

image are the two most important factors. But it’s 

also an easy get-out if the lighting is particularly 

garish, with odd colour combinations, or if the 

colour doesn’t add anything to the photo.

Expert insight  
Know your limit
Kevin says… There’s a limit to how long 

you can shoot at any given gig. Usually this 

is three songs, but it depends on the event 

and the venue. Some bigger venues will 

escort you out. Smaller venues or pubs 

will allow you to mingle after the first  

three songs. Find out before you arrive.
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SHOT OF 
THE DAY

EXPOSURE 1/320 sec, f3.2, ISO5000

LENS Nikon 14-24mm f2.8



Our pro’s verdict… 

I love this shot, as Kate has managed to 
capture the dynamism of the guitarist in full 
flow. The stage lighting was quite tricky, with 
lots of backlit strobe, which presents its own 
challenges – but Kate managed to overcome 
these. The camera angle and the cropping 

emphasises the energy of the guitarist, and she has 
perfectly captured the flow of his hair and the position of his 
hands on the guitar. The image has an overall intensity and 
perfectly captures the excitement, movement and passion 
of the guitarist. It’s an excellent composition, it’s pin-sharp 
and it just screams rock and roll. A worthy Shot of the Day!

Our Apprentice says…  
This is my favourite shot from the day, and 
it encapsulates everything that Kevin taught 
me. I used a wide aperture, high ISO and fast 
shutter speed, but even at 1/320 second, the 
bassist’s hair is blurred – which makes you 

realise how fast he was moving! The tilted frame gives his 
pose a more dynamic feel, and you can clearly tell he’s 
rocking out hard. I used Kevin’s 14-24mm lens and pushed in 
close for a second, leaning on the stage to get that big, wide 
shot, before I dropped back to allow others to get their shot.

Expert insight Don’t use flash
Kevin says… Although the Shot of the Day looks well lit, that’s just from the 

good lighting rig at the front of the stage. Flashguns are rarely permitted in 

concerts, and when they are you’re better off not using them. It’s hard to get 

a photo in the venue that looks like you’re not using flash. Only four times have 

I used it, and that was for a super-dark venue – the walls, floor and ceiling were 

all black, and the entire stage was lit with two lights. For most of your gig 

photography, though, don’t use flash!

With thanks to…
Butlins in Minehead for allowing us 

to shoot at the Giants of Rock festival.
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Reader Danni asked us to team her up with a pro who could 

help her capture more artistic wedding photos. We knew just 

the person...

THE ART OF

WEDDINGS
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NAME Kate Hopewell-Smith
CAMERA D4s and D3s
An internationally acclaimed wedding, 

portrait and boudoir pro, Kate was also a 

Nikon UK Ambassador from 2014-16. Her 

distinctive images have a unique, almost 

painterly quality (perhaps not surprising 

given her degree in art history), and she 

says of her work: “When people describe 

it as ‘artistic’ I couldn’t be happier.” She 

has recently launched a photography 

training company, Training byLUMIERE 

(www.trainingbylumiere.co.uk), which 

offers everything from one-day workshops 

to an intensive, six-month programme. 

NAME Danni Hide
CAMERA D3300
Hailing from Barnstaple in North Devon, 

Danni first got into photography at 

college, but it wasn’t until much later, 

after pursuing a career in childcare, 

that she rediscovered her passion while 

on maternity leave. After a short stint 

as a school photographer for a local 

company, she decided to go it alone as 

an early-years photographer, which she’s 

been doing successfully ever since – 

but she’s also keen to get into wedding 

photography, so she came to us for help, 

and we were more than happy to team her 

up with one of the UK’s leading lifestyle 

and wedding pros. 
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Technique assessment
DON’T DEFAULT TO WIDE APERTURES

Kate says... Danni confessed that she’ll often 

default to her lens’s widest aperture 

when shooting portraits or detailed 

close-ups, to minimize depth of 

field. Sometimes, though, you 

want to have slightly more of  

the subject in focus than a tiny, 

millimetre-deep sliver. You 

might, for example, want to get 

more than one diamond of a ring 

in focus (see Hot Shot #1), or 

both eyes of a portrait pin-sharp. 

TAKE CONTROL WITH MANUAL MODE

Kate says... Danni uses manual mode for most 

of her work, but tends to default to the exposure 

recommended by the camera – 

shooting with the exposure needle 

at zero on the exposure level 

indicator. I shoot manual too, 

but start with the aperture that 

will give the depth of field I’m 

after, make an educated guess 

at the ISO that will give me a 

decent shutter speed, then 

adjust the shutter speed until the 

image looks how I want it to look – 

TAKE CONTROL OF WHITE BALANCE

Kate says... Danni tends to set her D3300 to 

Auto white balance, and in the stable 

lighting of a studio this makes 

perfect sense. But at weddings, 

where there’s often mixed 

lighting, I sometimes adjust 

white balance manually, by 

dialling the K setting up and 

down on my D5. I then try to 

gauge if what I see on my LCD 

is what I can see with my eye, so  

Our Apprentice says… Kate set up this shot by 
dropping the rings into a glass of ‘champagne’ in 
front of a glitzy lamp (it was actually fizzy water, but 
the warmth of the tungsten light made it look like 
champers). I set f9 at ISO400, to ensure most of 
the ring was sharp, which gave a shutter speed of 

1/125 sec – just fast enough to shoot handheld on the 105mm 
macro. A test shot, with the needle at zero, looked too bright and 
lacked sparkle, so I stopped down to 1/160 sec – this deepened 
the shadows, and stopped the highlights from blowing.

HOT  
SHOT  
#1

Introduction
The forecast was set fair on the 
day Danni met up with Kate, and 
real-life bride and groom Zelda 
and Mike. The plan was to spend 
the morning on detail and prep 
shots, before heading to nearby 
Stowe Gardens, with its sweeping 
lawns and neoclassical temples. 
But before they got started, Danni 
talked Kate through her typical 
settings and preferences...

EXPOSURE 1/160 sec, f9, ISO400
LENS 105mm f2.8
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Side light
“When I’m shooting 

detail shots I’m 

always looking for texture,” says 

Kate. “I used to default to flat, frontal light for this, which can look pretty, 

but it doesn’t necessarily capture the detail, which is often the point of the 

shot – the clue is in the name! As with low raking light in a landscape, side 

lighting is much better at revealing detail and form. For this shot, Danni 

shut out the light from the left by closing the window blind, which gave her 

lovely, very directional light from the window on the right. As with her ring 

shot, she also underexposed it slightly, to give it a more artistic feel.”

 Keep it clean
“ When you’re shooting 

detail shots,” advises 

Kate, “try to capture a variety 

of options: details on their own 

– as in Danni’s first Hot Shot – 

and more general shots of 

things like the shoes, flowers 

and dress together. The key to shots like this is to keep the background 

clean and simple – if that means moving the dress (carefully) to another 

room, so be it (even if you have to negotiate with the mother of the bride!).”
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HOT  
SHOT  
#2
EXPOSURE 1/200 sec, f6.3, ISO50 

LENS 24-70mm f2.8



Pro Portfolio
Wedding suite
HERE ARE THREE OF KATE’S OWN 

FAVOURITE WEDDING PHOTOS 

BE INSPIRED

Expert insight 
Work with the light
Kate says… When it comes to lighting, ‘flat 

light equals fat light’; the flatter the light, 

the less slimming it is, whereas side light is 

more slimming, but also ageing, as it picks 

out every detail. This is less of an issue with 

grooms, as you often want to bring out, say, 

stubble and laughter lines, but with brides, 

you have to find a balance between flat and 

side light – or at least bear their effects in 

mind. Oh, and watch out for double chins 

when your subjects are looking down; if 

necessary encourage them to relax, extend 

their necks, and then look back down.

Shake it o�
Kate goes to great lengths to ensure 

poses look natural, so Mike really was 

buttoning his cuff here. The moment Mike or 

Zelda started to look stiff she would ask them 

to relax, shake it off, then resume the pose. “If 

your models are stiff, your shots will look stiff,” 

she says. “I encourage clients to move around, 

which might mean a few softer shots, but at 

least they’ll look natural.”

Our Apprentice says… For this shot of the groom, I 
shut out the light from the left by pulling down the blind, 
and posed the groom in the centre of one of the panels 
in the wardrobe behind. Kate confessed to being slightly 
obsessive about straight lines in an image like this, and 
kept reminding me to keep Mike between the two lines 

in the background. Even with just window light to the right it looked 
pretty dramatic, but we added bursts of off-camera flash, one to  
the right and one to the left, just to add to the moody feel.

Pro’s Killer Kit #01
MagMod Flash Modifier 

Kate says… These modifiers have 

transformed the way I shoot. Sometimes 

you’re blessed with lovely natural light but, more 

often than not, the light is anything but amazing, 

but you still have to get amazing shots. The 

MagMod kit enables me to soften and direct 

light by placing modifiers onto the magnets of 

the silicone mount that you just stretch over the 

head of the flashgun (see page 115 for more).

Make like a horse
Another of Kate’s top tips, when it 

comes to poses looking as natural as 

possible, is to get the bride and groom to make 

a horse noise with their lips the moment their 

smiles start to look forced. “This relaxes the 

muscles in the face and often relaxes the 

mood, too, as you feel pretty silly doing it!” 

explains Kate. “In fact, because I know how 

silly it makes people feel, I always do it myself 

first, so people know that I’m not asking them 

to do something I wouldn’t!”

THE GROOMSMEN

I love the feel of this image – it could almost 

be a still from a movie, which has a lot to do 

with the moody lighting, and it was nice to 

put the focus on the groom for a change.

THE GIRLS

The soft, pastel colour palette provides 

a beautiful backdrop to this real moment 

captured between a bride and her flower 

girl. It is rare to have such an uncluttered 

background at weddings!

DOUBLE EXPOSURE

I have been enjoying shooting double 

exposures recently and particularly like this 

combination of the silhouette of a couple, 

and them walking along the beach in the 

Seychelles just before dusk – a shot which 

was lit with flash and MagMod diffusers.
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Expert insight Tell a story
Kate says… When shooting weddings you’re trying 

to tell a story and capture the emotion of the day, 

but you also want to create standalone images that 

are strong in their own right. I always say I ‘make’ 

rather than take pictures, as so much of it is about 

arranging what’s in the frame, and I spend as much 

time on detail shots as I do on the ‘main’ shots. 

Our Apprentice says… For this shot of the bride 
getting ready, I experimented with the angle until I 
could see her reflected both in the main mirror, and in 
the bevelled sections on either side. I had to be very 
precise with my positioning, but eventually I found a 
composition I was happy with. As I was shooting from 

an angle, Kate suggested an aperture of f5.6 to ensure both of the 
bride’s eyes were in focus. Because the soft reflections give the 
image a dreamy feel, she also directed the bride to look down, to 
make her look more thoughtful, as if reflecting on the day ahead.

HOT  
SHOT  
#3
EXPOSURE 1/125 sec, f4, ISO400
LENS 24-70mm f2.8
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Work it
Once you’ve found a shooting spot, 

position or pose you’re happy with, 

and your settings are all dialled in, make the 

most of all that hard work by really working 

all around the subject. Shoot landscape 

and portrait orientation, get down or up high, 

tilt your camera, or suggest different poses. 

The more you shoot, the more likely it is that 

you’ll come away with a shot that ends up 

pride of place on the mantelpiece.

Count the clicks
“It’s easy to get bogged down in 

numbers when you’re adjusting 

exposure,” says Kate, “but at weddings you 

usually don’t have time to stand gazing at 

your rear LCD! Instead, I just count clicks: 

if I’m happy with my exposure but decide 

that I want a slightly greater depth of field, I’ll 

click the aperture closed, say, two clicks, and 

then decrease the shutter speed by the same 

number of clicks. That way the exposure 

stays exactly the same, and I don’t even have 

to look at the settings – I can just do it all 

while still looking through the viewfinder.”

Pro’s killer kit 
Depth of field calculator

Kate says… When you’re trying to 

figure out how much of a detail or 

portrait you’ll get in focus at a particular 

aperture, a depth of field calculator (such as  

dofsimulator.net) can give you a good idea of 

whether you need to go smaller or bigger with 

aperture. Just input focal length, aperture and 

distance from the subject, and the calculator 

will tell you how wide a sliver of the subject will 

be in focus. If, say, you want both eyes sharp 

in a portrait, and they’re at different distances 

from your Nikon because your subject is at an 

angle, a depth of field of 10cm will reassure you 

that both should be sharp in your final image.

107



BE INSPIRED

HOT  
SHOT  
#4
EXPOSURE 1/125 sec, f5, ISO200

LENS 24-70mm f2.8
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Expert insight 
Provide direction

Kate says… Direction is key to 

the way I work. A lot of 

wedding photographers will 

say they prefer to shoot 

reportage images, but that’s 

sometimes just because they 

don’t want to have to talk to 

people! At most weddings, the 

reality is that you have to shoot 

some ‘posed’ images. Once you 

start posing the bride and groom 

you inevitably have to direct them, 

and provide guidance and reassurance 

if you want your images to look 

natural. To this end, it’s also important 

to tell them when you’re just taking 

test shots, and when you’re actually 

shooting; you don’t want them putting 

all their energy into giving you their 

best, most natural-looking pose when 

Take a piano shot
“Every mother of the bride wants a great big 8x10 enlargement of the newlyweds gazing 

lovingly at each other to go on top of the piano at home, hence the term ‘piano shot.’ You will 

literally be killed if you don’t get this shot!” chuckles Kate. “Technically, the key with a shot like this 

is to make sure there’s enough depth of field to ensure both bride and groom are in focus, but just as 

important is their expression. Natural-looking expressions come more naturally to some couples 

than others; sometimes just reminding a couple that they love each other while you have your finger 

poised over the shutter button is enough. If it’s a tight shot, you also have to ensure they’re at the 

same height, so if necessary ask the bride to stand on something out of shot.”

Our Apprentice 
says… For the bride 
and groom shots we 
headed over to 
nearby Stowe 
House, and we 

were spoilt for choice when it 
came to backdrops for a big 
environmental shot! This started 
as a silhouette shot of the bride and 
groom looking into each others’ 
eyes, but Kate pointed out that Zelda’s 
stunning wedding dress would look 
great spinning around, and this shot is the 
result. I set the exposure so you could still see 
some details in the bride and groom – I didn’t want to 
completely silhouette them – and I set my D3300 to Continuous High, 
so that I could fire off a burst of frames as Zelda span around. As a 
result there were lots to choose from, but this was my favourite.

Pro’s killer kit
Holdfast MoneyMaker 
Kate says…  I know it’s a luxury not 

everyone can afford, but I always, always 

have two Nikon bodies with me, each with a 

different lens on to suit a particular situation. 

It might be a 50mm and a 105mm macro for 

the prep and detail shots, a 24-70mm and 

70-200mm for during the day, and a 

24-70mm and 85mm for the evening and 

dance floor shots. I’ve found the most 

comfortable and convenient way to 

carry two bodies is to use the Holdfast 

MoneyMaker harness, which provides 

instant access to both bodies while 

holding my cameras securely. I really 

couldn’t manage without it now.
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Our pro’s verdict… 

It was the triangle of sunshine that dictated the 
composition, pose and exposure in Danni’s Shot  
of the Day. Although the temple might look like a 
dream location, it would be easy to get it wrong, 
with so many intersections  and lines in the frame. 

It was important to position the couple in the triangle of light, 
because the eye is always drawn to the brightest part of an 
image. It was also vital that the groom removed his jacket, 
otherwise he would have been far less obvious than the bride. 
The result is a tremendous Shot of the Day. Well done Danni!

Our Apprentice says…  
With the sun low in the sky, the Temple of Concord 
and Victory provided the dramatic backdrop to this 
shot, while the triangle of sun on the facade seemed 
to be tailor-made for the bride and groom. The 
challenge was the composition: Kate encouraged 

me to include as much of the temple in the frame as possible 
– but without including any sky – and to keep my camera as level 
as possible, to stop the verticals from converging too much. She 
also made sure I underexposed by almost two stops, to make it 
all about the triangle of light, and the light on the pillars.

Expert insight Learn to love the sun
Kate says… Many wedding 

photographers shy away from 

direct sunlight, but because it 

results in high-impact, high-

contrast images, it can result in 

really dramatic shots, as in this 

tight crop of the couple’s rings 

against the bride’s sunlit face. 

SHOT  
OF THE

DAY
EXPOSURE 1/2000 sec, f5.6, ISO100 

LENS 70-200mm f2.8

Special thanks
With thanks to 

Rebecca Marsala (www.

rebeccamarsala.com) 

for the beautiful flowers 

and Caroline Ort (www.

powderandglow.co.uk) 

for the doing the bride’s 

hair and makeup.
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ROSS HARVEY’S 

NIKON KIT
My workhorse combination is the D750 

with 35mm f1.4 lens. I use two D750 bodies, 
the second holding a lens suitable for the 
environment or intended use, either the 

24mm f1.4, 50mm f1.4 or 85mm f1.4. 
When shooting with off-camera flash 

I use up to three SB-900s and 
the 24-70mm f2.8 

zoom lens. 
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10 TIPS FOR SUCCESS AS A 
WEDDING PHOTOGRAPHER

Wedding photographer Ross Harvey reveals the secrets of 
developing a successful career photographing the big day
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01 
Know your gear

Being the best you can be entails 

learning your gear to the degree 

that it becomes second nature; intuitive to you. 

If you have to think about your gear before 

pressing the shutter you’ve essentially thrown 

a disruptive spanner into the creative process. 

The logical and creative parts of the brain are 

effectively mutually exclusive; use one and the 

other is lessened in ability. When you’re in the 

creative flow, not having to think about your 

gear helps maintain that flow, keeping you 

creative and responsive in the moment.

It does not matter whether you use Aperture 

Priority, Manual, autofocus or hyperfocal 

focus, just practise until it becomes part of the 

natural process of capturing your vision as it 

forms. For weddings, I use Aperture Priority 

and autofocus; when shooting street I opt for 

Manual settings and hyperfocal focusing.

02 
Be emotionally intelligent

Perhaps the most underrated and 

discussed factor of working socially 

is emotional intelligence. Just as a person 

with a high IQ can solve logical problems, a 

person with high EI can cope and respond in 

emotionally challenging situations. The most 

capable leaders of the world have high EI – 

they are able to respond, quickly, when called 

upon for action or decision. They are also able 

to control and maintain their emotional state, 

regardless of the external environment. If you 

encounter a sudden situation that leaves you 

short of time or gear, rather than panic and fall 

to pieces, you’re able to stop, breathe, assess 

the situation and do your best, regardless. 

Other benefits [of emotional intelligence] 

include being able to deal with ‘difficult’ 

personalities and get the best out of portraits.

03 
Find your vision

Ask yourself some very 

fundamental questions: why do 

I want to become a photographer? What 

are my dreams? What will it mean to me if 

those dreams are achieved? Turn off your 

phone, get away from the internet and really, 

Opposite-top

Emotionally intelligent 

Harvey creates vibrant images that 

capture the emotion and atmosphere of a 

wedding. He says emotional intelligence 

is vital for success in this industry

Opposite-bottom

Striking settings 

Harvey likes to photograph 

his subjects against dramatic 

backgrounds to create bold, visually 

compelling wedding images

All images © Ross Harvey

Ross Harvey (www.rossharvey.com) 

travels the world for both weddings 

and street photography. He comes 

from a graphic design background 

with a passion for understanding the 

mechanics of creativity and happiness, 

having studied psychology, philosophy 

and many sciences. He’s the top UK 

Fearless Awards winner and photographic 

judge for The Wedding Industry Awards, 

having won their coveted Best Wedding 

Photographer in England award twice 

before. In 2015 Ross was also a finalist 

for Travel Photographer of the Year and 

Street Photographer of the Year.

Meet the pro 
Get to know  
Nikon shooter  
Ross Harvey 

deeply, consider this. Not just relating to your 

career, but to your life as a whole. Is there 

a specific message you wish to convey with 

your work? Is your work an expression of your 

personality? Or is it simply to pay the bills? 

The most meaningful work is produced 

by those with a message, a reason for doing 

what they do. It drives them, endlessly, 

enabling them to find courage and inspiration, 

to carve their own path in the industry.

When you love what you do, and you follow 

that without fear of judgement from others, 

you’ll be unstoppable. 

04 
Build a network

We all need a pat on the back 

sometimes. Or a kick up the rear! 

Having friends on the same (or similar) path 

as you is invaluable – literally, invaluable. My 

best friend, James Rouse, is another wedding 

photographer. We met early in our careers and 

pushed and pushed each other to get better, 

discussing techniques, ideas and concepts. We 

were positively competitive. We shared tips, 

techniques and enquiries. 

Workshops and conferences offer a fantastic 

opportunity for meeting such friends and even 

friends of friends. Everyone is in the same boat, 

and that’s the perfect foundation for 

new relationships. 

I’ve made some amazing friends through 

photography, just through Facebook groups. 

Help your friends both with techniques and 

bookings and they’ll do the same for you. 

You’re not against each other; you’re in 

it together.

05 
Develop the right branding

There is a reason companies invest 

serious money on branding. It 

works. Humans tend to label things quickly. 

We make split-second decisions. Sometimes 

they’re right, sometimes they’re wrong. If your 

branding is poor, your business will suffer. 

If your branding is good, your business will 

prosper. Simple, really!

Remember, your brand is not just your 

logo; it’s your colour scheme, your online 

mannerisms, your portfolio choices and 

your image style. All of these attract or repel 

potential clients. Repelling certain types 

of client is not a negative thing, by the way. 

Branding yourself in a way that turns away 

‘traditional’ couples while attracting ‘boho’ 

couples is a great idea if you want to specialise 

in boho weddings. The images you showcase 

will determine what you attract. Try to 

specialise rather than be a jack-of-all-trades. 

06 
Communicate consistently

Communication is more than just 

replying to emails; it’s heavily 

BE INSPIREDBE INSPIRED
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linked to our brand, our online persona. If you 

want to specialise, use words and phrases that 

match the sector/niche. Again, using boho 

weddings as the example, note the language 

the popular wedding blogs are using, or what 

the fashion industries are using. You’ll see 

there is a certain common syntax and use of 

language. This applies to any and all genres 

of photography.

Be consistent with your communication. If 

you talk and act [in person] entirely differently 

to the way you [communicate] online, you’ll 

confuse people… People like their expectations 

to be met – or exceeded, of course! If your 

brand is whimsical and delicate, and then you 

turn up acting bold and flashy – and shoot 

that way – you may encounter problems. Be 

consistent. Be yourself.

07  
Stay inspired

How do the best stay creative, year 

after year? They push themselves. 

They play, they experiment and they discover. 

They also fail. Everyone fails. The difference 

is that they don’t give it a second thought. 

Maintaining creativity, energy and inspiration 

is all about managing your own mindset. It’s 

linked to fear (or a lack of it), which I’ll cover in 

more depth in my next tip.

External inspiration is crucial, too, and when 

starting out we usually find that in others who 

have laid the path down before us. This can 

be hugely beneficial, as it shows you that your 

dream is achievable, or opens your eyes to 

a creative way of shooting. All great, but just 

remember, don’t be a clone. 

08 
Be yourself 

I found that working on my 

fears – my inner voice – and 

tweaking my mindset, replacing negative 

belief systems with positive ones (there are 

specific techniques for this) affected far more 

than my creativity. It changed my entire life. 

I became increasingly confident, more open 

to experience and excited about upcoming 

opportunities. That confidence and happiness, 

gained through self belief, seeped through 

my personality and creative expression. I 

found myself. I’m more ‘me’ when shooting a 

wedding than I am at any other time and it’s 

fantastic. 

You can do the same. Put the effort in, learn 

about the mind, fears and have the courage 

to be introspective with yourself. Face yourself 

truthfully and find your limitations and 

restrictive definitions. Work with them, change 

them, and empower yourself. 

09 
Have no fear

There’s a great saying: “Whether 

you believe you can or you can’t, 

you’re right”; so simple and so profound. I 

could go deep into neurology and psychology 

here, but take it from me: your belief systems 

determine your ability. A fear is nothing but 

a belief in a negative outcome. Conversely, 

excitement is the belief in a positive outcome.

Belief systems are represented by your inner 

voice. Does your inner voice hold you back, or 

does it propel you to greater things? 

Ironically and paradoxically, most people are 

quite blind to their inner voice. They consider 

“Being a master 
comes about from 

diving head first 
into the field and 

learning”

it an external influence, something that 

guides them. This is wonderful if that voice is 

supportive, but if it’s not, it can be 

very destructive. 

The secret is simple. You are that inner voice. 

You decide whether it is positive or negative, 

whether to scold yourself for failing or to try 

something else. How we speak to ourselves 

is overwhelmingly important and it can be 

tweaked, optimised and perfected.

Never, ever be negative – always [be] positive.

10 
Become a master

You’ve heard the saying – “Jack 

of many, master of none”. If you 

want to become one of the world’s best 

photographers in your chosen field, aim to 

become a master. Being a master comes 

about from diving head first into the field 

and learning everything you can through 

experience. With that experience comes the 

ability to effectively respond in challenging 

situations.

The wedding industry draws on skills from 

photojournalism, documentary, landscape, 

portrait, street, fashion, ambient light, macro, 

studio light – anything and everything. Which 

are your weakest and strongest? Find your 

weakest and then hammer it until it becomes 

your strongest. Then repeat. 

Over time (months, years) you’ll become 

adept at all of the above, on the path of 

mastery. You’ll be able to create high-calibre 

imagery at any and all times, whether you on 

a beautiful beach at sunset or in a dingy dark 

hotel corridor. You’ll be world class.
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Opposite

Practise 
and dedication 

Harvey explains 

that wedding 

photography 

encompasses many 

different skills and 

it’s necessary to 

become a master of 

them all

Above

Creative eye 

Harvey says that 

you must never 

stop looking for 

inspiration and 

images such as this 

demonstrate his 

eye for a creative, 

exciting image

Right

Wide 
aperture work 

Using fast prime 

lenses with wide 

apertures enables 

Harvey to create 

shallow depth of 

field effects that 

allow the eye to 

focus on the subject

FAST 

LENSES
Harvey favours the use of 

fast, wide-aperture prime 

lenses, which help him to 

create images in which 

he can get close to his 

subjects, often 

looking up.
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Right 

Floor fun

In order to make a 

bridal model’s own 

post-marriage photos 

unique, Brenizer created a 

dreamscape using items 

lying around the studio, 

and his own jacket

MASTER 
STORYTELLER

Sought-after 
wedding 
photographer 
Ryan Brenizer 

reveals why his love for 
the genre continues to 
grow after more than 
325 weddings
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R
yan Brenizer (ryanbrenizer.com) is an 

award-winning wedding photographer 

and teacher of photography 

techniques. As a photojournalist, he’s 

covered three US presidents, Muhammad Ali, 

the Pope, and many other luminaries. Here, 

he discusses the secrets of his success, his 

innovations for stunning wedding shots, as 

well as sharing some top tips for the genre.

How did you get into photography?

Right out of college, I started as an editor 

of small upstate NY newspapers. It was an 

amazing opportunity for a 21-year-old, and 

it meant that I had my hand in every part 

of production... Being part of a newspaper 

allowed me early access to digital cameras, 

including the at-the-time revolutionary 

Nikon D1. It also meant that I got some great 

assignments, including covering Bill Clinton 

and George W Bush, as well as Winter  

Olympic-style sports, which forced me to nail 

down the technical aspects of photography.

I later spent four years as a photographer for 

Columbia University, which forced me to have 

a camera in my hand turning out work nearly 

every day, and also taught me how to produce 

interesting work even in the generally not 

visually interesting world of academia. 

What is it that draws you to weddings?

I can’t think of another sort of photography 

that requires you to wear so many different 

hats on a given day, from documentary work 

to portraiture to still life and landscape and 

on and on. My brain is constantly fired up on 

these days, and I know that the work that I’m 

doing instantly has lasting value. If I do my job 

right I’ll be making photos that’ll be important 

for my clients’ entire lives and beyond.

How would you describe your work to those 

who have never seen it?

This depends on what sort of work I’m doing, 

but my wedding work tends toward vibrant, 

joyful, and fun, because this is how I see 

weddings. For a lot of photographers and the 

broader industry, weddings are about beauty 

first and somewhere in the background 

you have the celebration. But my personal 

experience of weddings, even before I ever 

picked up a camera, is that what makes them 

great is that all of these people are celebrating 

together and showing their love in an active 

way that very few of us do on a normal day.

What has been your favourite subject to 

photograph and why?

I’ve been lucky enough to be able to have 

freedom in my life choices, and so the reason 

that I shoot so many weddings is simply 

that I love them more than other things. I 

am fascinated by the way our life plays out 

in-between the moments that are normally 

photographed… and would love to do longer-

form documentaries whenever I have a bit of 

free time.

How do you hope your images come across 

to others?

I really want to take images that people could 

see themselves in, and photograph weddings 

in a way that makes people wish that they had 

been a guest.

What advice would you give someone 

wanting to improve their wedding shots?

Shoot constantly. The average wedding 

photographer probably shoots 20 weddings a 

year, but you can’t do anything 20 times a year 

and be all that good at it. You need to find and 

keep the joy of shooting and learning in all of 

those in-between times. If photography and 

learning stays fun and you are open to critique 

and surprise, you will get better pretty quickly. 

What equipment is always in your kit bag?

My 28mm and 85mm lenses come with me 

to pretty much any job, and I throw in a 12-

24mm a lot, simply because it’s so hard to 

use correctly that it gives me an option for a 

very different look. I cycle through gear, and in 

particular flashes, pretty quickly. 

You balance natural light and flash so subtly 

in your work. How is this achieved?

A lot of trial and error – I taught myself most 

of my on-camera flash work before there were 

all the online tutorials, simply by trying every 

combination of everything, which my job at 

Columbia gave me the freedom to. A lot of 

things were hard or unthinkable in the film era, 

for example using bounce flash at ISO 1600 in 

a room with multicoloured surfaces. The basic 

principles are the same however – you expose 

for how you want your background to look and 

then light your foreground. 
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How do you continue to find inspiration and 

ensure that every shot is distinctive?

In terms of raw photography, virtually 

everything that can be done has been done, 

but what’s unique are the intricacies of the 

story in front of me. These people have not 

celebrated in this place and in this way before. 

Do you have a clear idea of how you’re 

going to shoot a wedding before the big day, 

sitting down with the clients to find out what 

they want? 

The more I can know about them and their 

desires, the better. After all, I’m not just 

shooting a wedding; I’m shooting a wedding for 

them. It’s their story.

Do you process your images, or leave them 

as natural as possible?

I process them to be as natural as possible. 

Sometimes I like to experiment, but I generally 

The Brenizer method
Ryan Brenizer has developed a technique of panoramic stitching that 

is now recognised by many in the photography industry and is widely 

referred to as the Brenizer method. It involves taking multiple exposures 

of a scene using a fast lens and then stitching the images together. The 

technique increases the effective sensor size of the camera.

Could you describe the Brenizer method in more detail? 

It can be an in-depth topic, and I’ve done an almost three-hour 

tutorial on it at www.brenizermethod.vhx.tv, but the basic gist is this: 

Any camera sensor can become a large-format-sized one through 

panoramas, because that’s the part of the camera that’s overlapping. 

The lens stays the same but we move the camera around. Generally I’ve 

used this for higher resolution and extreme width, but the large sensor 

also gives incredible depth-of-field control, particularly when using 

lenses like an 85mm f1.4, which don’t exist for medium or large format. 

It means you easily get that ‘wide frame but shallow focus’ look, which is 

generally expensive or impossible with smaller cameras.

Opposite-top 

Gripped tight
In this monochrome shot, the 

groom grips his bride tight 

during the first dance

Opposite-bottom 

Capturing emotion
The bride said that her dad 

never visibly shows emotion, 

but Brenizer was there to 

capture when it came out at 

the father-daughter dance

Above 

Central Park sunshine
The elements came together 

in this beautiful Central Park 

wedding, and this was shot 

using a Nikon D4

BE INSPIRED



don’t want the processing to get in between 

the viewer and the subject.

Are there any key photographers that have 

inspired your work?

I learned some great lessons directly from 

photographers like Andre Lambertson and 

Phil Toledano… In the wedding industry I am 

extremely grateful that all of my favourite 

photographers are now also my good friends. 

Notably, the first time I saw Ben Chrisman’s 

work, it showed me that the stories I was 

telling could be even more vibrant and 

personal if I worked even harder and longer.

What do you think the three most 

vital elements of a successful wedding 

photograph are?

I forget which of the great photographers at 

Huy Nguyen’s Foundation workshop says 

this, but their breakdown was perfect. A 

good documentary photo needs “Motion, 

emotion, and a little something extra.”
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DP

Brenizer’s wedding 
photography advice

  Forward thinking Imagine how people 

will look back at these photos 20 years 

from now, because they will. Have you 

missed moments that will be a treasure 

for the rest of your couple’s lives? 

  Customer service is everything Your 

clients’ lives are stressful enough, you 

need to be the one to make their lives 

easier. If they end up not liking you, they 

will not like your photos.

  Communicate Build trust. Don’t have 

your couples walk away from the 

wedding regretting things because  

they didn’t tell you.

  Get technical Learn how to shoot in all 

sorts of difficult places. I don’t judge 

a wedding photographer’s worth until 

I see their photos from a technically 

difficult reception, and if their reception 

photos are not good, [then] that’s all I 

need to know.

  Be practical Wear comfortable shoes. 

The best shot is probably not right in 

front of you, at eye level.

Top 

Unusual perspectives
A passing skateboarder provides 

interest in this portrait at a Boise, 

Idaho wedding

Right 

Dynamic elements
Brenizer’s assistant got unwanted 

books from a bookstore for this 

Boston Public Library wedding shot
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I
t‘s likely that you will already have a decent kit if you’re considering 

taking the leap into wedding and event photography, but you 

might be considering an upgrade, second camera body or a new 

lens and some essential accessories. We have compiled a range of 

group tests and have compared the best gear possible to help you find 

the perfect next purchase.

If you are looking to upgrade to a full-frame camera, we have put 

eight powerful bodies to the test to find the best value for money and 

the most impressive quality. If it’s a new optic you are after we’ve 

compared eight budget telephoto zooms, eight powerful portrait 

lenses and eight wide-angled wonders. 

If that wasn’t enough we’ve looked at dedicated flashguns that will 

illuminate your captures, reflector kits to enhance the light available to 

you and fill in the shadows, flash modifier kits, SD cards, wireless flash 

triggers, cloud storage, monopods to keep your shots steady, and so 

much more.



Full-frame cameras 124

UHS-I SD cards 131

Budget telephoto zooms 132

Camera clips & holsters 139

Portrait lenses 140

Reflector kits 147

Wide-angle zooms 148

Dedicated flashguns 156

Monopods 164

Wireless flash triggers 166

Flashgun modifier kits 168

Cloud storage 170
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FULL-FRAME 
CAMERAS

THE CONTENDERS

1  Canon EOS 6D  £1,400/$1,700

2 Canon EOS 5DS  £2,800/$3,700

3  Canon EOS 5D Mark IV  £3,500/$3,500

4  Nikon D750  £1,600/$2,000

5 Nikon D810  £2,400/$3,000

6  Pentax K-1  £1,800/$1,800

7  Sony Alpha 7R II  £3,000/$3,200

8  Sony Alpha 99 II  £3,000/$3,200

F
ull-frame SLRs have long 

been the cameras of 

choice for 

photographers in pursuit 

of optimum image quality and 

performance, without 

stretching to pricy medium-

format outfits. And a growing 

range is now available at more 

affordable prices.

Compared with APS-C or 

even smaller image sensors, 

full-frame sensors enable 

individual pixels to be physically 

larger, so they can gather more 

light. This gives the potential 

for relatively noise-free image 

quality, even at very high ISO 

settings. Alternatively, camera 

makers can pack full-frame 

sensors with more megapixels, 

for ultimate retention of fine 

detail and texture.

Full-frame cameras also 

enable a much tighter depth of 

field for portraiture and still-life.

It’s the perfect time to step up to a 
full-frame camera.  We’ve picked out 

the best buys
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It’s still hanging on in there An outright winner for megapixels

Canon EOS 6D  
£1,400/$1,700

Canon EOS 5DS
£2,800/$3,700

N
ow nearly five years old, the 
6D is a veteran of the 
full-frame SLR market. On 

the plus side, it’s the least expensive 
camera body on test, gives full 
access to Canon’s enviable range of 
EF lenses, and boasts built-in Wi-Fi 
and GPS, although the latter can 
quickly drain the battery.

However, the 6D has a relatively 
low 20.2-megapixel count, and its 
antiquated autofocus system has 
a paltry 11 AF points, with just one 
cross-type at the centre. It’s also the 
only camera on test in which the 
viewfinder fails to give full coverage 
of the image frame.

Performance
The modest megapixel count and 
Digic 5+ processor team up to 
deliver wonderfully low-noise 
images throughout an impressively 
large sensitivity range. Colour 
rendition is very natural, while auto 
white balance and metering are 
consistently reliable.

Performance is solid overall, 
although the maximum burst rate of 
4.5fps is a bit pedestrian. Overall, 
Canon’s budget full-framer is 
capable of delivering very pleasing 
results, but is somewhat overdue 
a revamp.

W
ith its 50.6MP image 
sensor, the 5DS beats 
every other current SLR 

for sheer quantity of megapixels. 
That’s apart from the 5DS R, of 
course, which is essentially the 
same camera without the anti-alias 
effect in its optical low-pass filter, 
aiming to retain more fine detail. In 
our tests, there was practically no 
difference between the two, making 
the 5DS better value.

The 5DS is virtually identical 
to the older 5D Mk III in external 
appearance and handling, which is 
no bad thing. However, Canon has 
redesigned the newer body to be 
more rigid yet slightly lighter, and 
there’s a new shutter unit that 
reduces vibrations, helping to avoid 
any degradation of the camera’s 
resolving power.

Performance
For capturing detail and texture, the 
5DS is simply epic. Some of Canon’s 
own EF lenses didn’t make it onto 
the approved list for use with this 
camera, because they’re not sharp 
enough to do it justice. The trade-off 
is that high-ISO images are 
relatively noisy and, in fact, the 
standard sensitivity range tops out 
at a lowly ISO 6,400.
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Colour rendition is a touch on the warm side, 

and a close match to that of the 5D Mk IV.

COLOUR ACCURACY

High-ISO performance is excellent, as 

reflected by the best lab results here.

Very good dynamic range is another upside 

of the relatively humble megapixel count.
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Vibrant yet accurate, colour rendition is 

marginally cooler than in the other Canons.

COLOUR ACCURACY

It’s among the worst cameras on test for 

high-ISO noise, and the worst Canon.

Good rather than great, dynamic range 

benefits from the auto lighting optimiser.

DYNAMIC RANGE

SIGNAL-TO-NOISE RATIO

100 400 1,600 6,400 25,600

D
e
c
ib

e
ls

50

30

20

10

40

100 400 1,600 6,400 25,600

D
e
c
ib

e
ls

50

30

20

10

40

-10 10 15 200-5 5-10 10 15 200-5 5

2.36.3

KIT ZONE

126



Canon’s newer, faster SLR A great Nikon at a bargain price

Canon EOS 5D Mark IV  

£3,500/$3,500

Nikon D750
£1,600/$2,000

C
ompromise can be a good 
thing. The 5D Mk IV strikes an 
excellent balance between 

sheer resolving power and great 
performance in terms of dynamic 
range and reduced image noise. The 
30.4MP image sensor might look a 
bit low-res compared with most of 
the cameras on test, but it’s worth 
bearing in mind that Canon’s 
top-spec 1D X II only has a 20.2MP 
sensor, as does the 6D.

The 5D Mk IV’s new-generation 
image sensor enables Dual Pixel 
Raw bokeh shift and ghosting 
reduction effects, along with fast 
Live View autofocus. The metering 
system and 61-point autofocus 
module are updated from the 5D Mk 
III, with all of the AF points 
supporting f8 lens-teleconverter 
combinations. Weather-seals are 
improved; a new touchscreen 
speeds you through menu choices; 
and Wi-Fi, NFC and GPS have all 
been added.

Performance
The autofocus system is brilliant for 
Live View stills as well as movie 
capture, available at 4K UHD. 
High-ISO images are more 
detailed than from the 6D yet 
equally noise-free.

T
he high-resolution 
attractions of the D810 have 
been much publicised – but, 

as is often the case, they come 
with sacrifices in other areas. For 
all-round abilities, the D750 has 
established itself as our favoured 
Nikon DSLR. It edges ahead of the 
Canon 6D for megapixel count, 
at 24MP; is coupled with a late-
generation Expeed 4 processor;  
and adds dual card slots along with  
a tilting rear screen. Both cameras 
have built-in Wi-Fi.

Unlike many of Nikon’s current  
and recent SLRs, the D750 includes 
an optical low-pass filter, to protect 
against moiré patterning and false 
colour. Build quality feels a bit more 
solid than in the Canon 6D, and the 
viewfinder gives full 100% frame 
coverage instead of cutting into 
the edges.

Performance
High-ISO image quality is about 
as noise-free as in the 6D, but the 
D750’s 51-point autofocus system is 
streets ahead, and it has a sportier 
6.5fps continuous drive speed. 
Image quality is sumptuous in all 
respects, and overall performance  
is spectacular considering the 
camera’s relatively low price.
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It’s technically not as accurate as the 5DS, 

but shots have a pleasant slight warmth.

COLOUR ACCURACY

Images are pretty much as noise-free as in 

the 6D, with excellent retention of detail.

The 5D Mk IV delivers the best lab results of 

any camera on test for dynamic range.

DYNAMIC RANGE

SIGNAL-TO-NOISE RATIO

Along with the D810, the D750 is closer to 

perfection than other cameras on test.

COLOUR ACCURACY

Like the Canon 6D, the D750 delivers clean 

image quality at high ISO settings.

Lab scores fall behind those of some other 

cameras, but Active D-Lighting is a bonus.
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An articulate and feature-packed Nikon Feature-rich but reasonably priced

Nikon D810
£2,400/$3,000

Pentax K-1 

£1,800/$1,800

T
aking over from the D800, 
the D810 is Nikon’s latest 
camera of choice for those 

who favour a high megapixel 
count. However, while its 36.3MP 
image sensor used to look very 
desirable, it’s become pretty 
mainstream in present company.

Classed as a ‘professional’ body 
by Nikon, the D810 has the firm’s 
typical pro-grade control layout, 
with push-button access to various 
shooting parameters but no 
shooting mode dial. Like the D750, it 
has Expeed 4 image processing, 
a 51-point autofocus system and 
dual memory card slots, this time 
combining CompactFlash with SD/
HC/XC. However, the maximum 
drive rate is slower at 5fps; and even 
though the D810 is bigger and 
heavier than the D750, it lacks the 
latter’s tilting screen and Wi-Fi.

Performance
The D810 is able to resolve more 
detail than the D750 and colour 
rendition is similarly accurate. 
However, high-ISO image quality is 
much noisier, similar to that of the 
Canon 5DS. The autofocus system 
is accurate and well able to track 
moving subjects, backed up by a 
generous memory buffer.

T
he Pentax faithful have 
endured an excruciatingly 
long wait for a full-frame 

camera, but the K-1 is worth it. 
Despite a very reasonable asking 
price, the robust, weather-sealed 
body is packed with advanced 
features and shooting controls. It 
matches the Nikon D810 for 
megapixel count; adds an articulated 
rear screen –which, unlike the one in 
the Nikon D750, can tilt laterally as 
well as vertically; and includes 
built-in GPS as well as Wi-Fi.

Unlike all Canon and Nikon SLRs, 
the Pentax features sensor-shift 
image stabilisation, which can work 
with any lens and has a highly 
effective five-axis action, similar to 
the Sony cameras on test. The 
system also enables Pixel Shift 
Resolution enhancements, based on 
slight movement of the sensor 
between four rapid-fire shots.

Performance
Image quality is very good but, 
despite a huge sensitivity range, 
image noise is as prevalent in 
high-ISO shots as in the Canon 5DS 
and Nikon D810. Autofocus is 
accurate but doesn’t quite match 
Canon and Nikon cameras for 
tracking fast-moving subjects.
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Colour accuracy is excellent and consistent, 

thanks to a good auto white balance system.

COLOUR ACCURACY

High-ISO images are noisy, especially 

compared with those from Nikon’s D750.

Good but not outstanding, the D810’s 

dynamic range is similar to the Canon 5DS.

DYNAMIC RANGE
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SIGNAL-TO-NOISE RATIO

Colours are well saturated and accurate, but 

auto white balance performance can vary.

COLOUR ACCURACY

Images can look a little noisy at high ISO 

settings, like those from the Canon 5DS.

The K-1’s dynamic range is particularly 

strong at low to medium ISO settings.
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Meet Sony’s full-frame pocket rocket Bigger really is better

Sony Alpha 7R II  
£3,000/$3,200

S
ony’s Alpha 7 series of 
compact system cameras 
forego the dubious delights 

of a reflex mirror, enabling a 
much smaller build, while still 
shoehorning in a full-frame image 
sensor. Mark II editions add 
five-axis sensor-shift image 
stabilisation but, while various 
models are available, the A7R II 
hogs the limelight with its high-res 
42.4MP image sensor.

Headline attractions include a 
hybrid phase/contrast detection 
autofocus system with no fewer 
than 399 phase-detection sites on 
the image sensor. The 2.36MP 
OLED electronic viewfinder gives 
a true representation of exposure 
and white balance settings – 
something that’s not possible with 
an optical viewfinder. And, like the 
newer Sony A99 II and Canon’s 5D 
Mk IV, the A7R II features built-in 
Wi-Fi and NFC.

Performance
Sony’s high-performance E-mount 
lenses enhance the inherent image 
quality of the A7R II, but some of 
the shooting controls are a little 
unintuitive. The autofocus system 
is often very quick but can be 
hampered by hunting.

T
he downsized A7R II is 
certainly travel-friendly – 
but the bigger, beefier A99 II 

offers more assured handling, 
and feels better balanced with 
most full-frame lenses. Speaking 
of which, as Sony’s latest SLT 
(Single Lens Translucent) camera, 
it takes A-mount rather than 
E-mount lenses. That’s not a 
particularly good thing, as most of 
Sony’s recent lens development 
has been in the E-mount arena.

There’s a hybrid autofocus 
system but, unlike that of the A7R 
II, it includes phase-detection on 
both the image sensor (399-point) 
and a separate AF module 
(79-point). Again, there’s five-axis 
sensor-shift image stabilisation, 
a 2.36MP OLED electronic 
viewfinder, and a rear screen that 
offers full articulation rather than 
just vertical tilt.

Performance
Cashing in on the design strengths 
of a fixed mirror, the A99 II boasts 
blisteringly fast 12fps continuous 
shooting, complete with autofocus 
tracking and live metering. 
Tracking of moving subjects is 
better than with the A7R II, and 
there’s much less AF hunting.

 

Colour accuracy is good, although skin tones 

tend to look more clinical than flattering.

COLOUR ACCURACY

The high-res sensor makes for clearly visible 

image noise at high ISO settings.

The A7R II turns in similar results to the 

Canon 5DS and the Nikon D810.

DYNAMIC RANGE

-10

SCORES CLOSER TO ZERO ARE BETTER

SIGNAL-TO-NOISE RATIO

Auto white balance here delivered greater 

accuracy and consistency than in the A7R II.

COLOUR ACCURACY

Despite the high-res sensor, image noise is 

very well controlled at high ISO settings.

There is plenty of highlight and shadow 

detail in high-contrast images.
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Canon EOS 6D Canon EOS 5DS
Canon EOS 5D 

Mark IV
Nikon D750 Nikon D810 Pentax K-1 Sony Alpha 7R II Sony Alpha 99 II

Website www.canon.co.uk www.canon.co.uk www.canon.co.uk www.nikon.co.uk www.nikon.co.uk www.pentax.co.uk www.sony.co.uk www.sony.co.uk

Street price 
(body only)

£1,400/$1,700 £2,800/$3,700 £3,500/$3,500 £1,600/$2,000 £2,400/$3,000 £1,800/$1,800 £3,000/$3,200 £3,000/$3,200

Image sensor 20.2MP CMOS 50.6MP CMOS 30.4MP CMOS 24MP CMOS 36.3MP CMOS 36.4MP CMOS 42.4MP CMOS 42.4MP CMOS

Image 
processor

Digic 5+ 2 x Digic 6 Digic 6+ Expeed 4 Expeed 4 Prime IV Bionz X Bionz X

Low-pass filter Yes Yes Yes Yes No No No No

Lens mount Canon EF Canon EF Canon EF Nikon F Nikon F Pentax K Sony E Sony A

Viewfinder Pentaprism, 
0.71x, 97%

Pentaprism, 
0.71x, 100%

Pentaprism, 
0.71x, 100%

Pentaprism, 
0.7x, 100%

Pentaprism, 
0.7x, 100%

Pentaprism, 
0.7x, 100%

OLED 2.36k-dot, 
0.78x, 100%

OLED 2.36k-dot, 
0.78x, 100%

ISO range 
(expanded)

ISO 100-25,600 
(50-102,400)

ISO 100-6,400 
(50-12,800)

ISO 100-32,000 
(50-102,400)

ISO 100-12,800 
(50-51,200)

ISO 64-12,800 
(32-51,200)

ISO 100-204,800 ISO 100-25,600 
(50-102,400)

ISO 100-25,600 
(50-102,400)

Autofocus 
points

11 (1 cross-type) 61 (41 cross-type) 61 (41 cross-type) 51 (15 cross-type) 51 (15 cross-type) 33 (25 cross-type) 399 (hybrid) 79/399 (hybrid)

Shutter speeds 30-1/4000, Bulb 30-1/8000, Bulb 30-1/8000, Bulb 30-1/4000, Bulb 30-1/8000, Bulb 30-1/8000, Bulb 30-1/8000, Bulb 30-1/8000, Bulb

Built-in 
stabilisation

None None None None None Yes (5-axis) Yes (5-axis) Yes (5-axis)

Max burst rate 4.5fps 5.0fps 7.0fps 6.5fps 5.0fps  
(7.0fps crop)

4.4fps 
(6.5fps crop)

5.0fps 12.0fps

Buffer capacity 
(raw)

17 shots 14 shots 21 shots 15-33 shots 23-58 shots 17 shots 9-23 shots 25-54 shots

Video - max 
resolution

1080p 1080p 4K UHD 1080p 1080p 1080p 4K UHD 4K UHD

LCD screen 3.0in, 1,040k, 
fixed

3.2in, 1,040k, 
fixed

3.2in, 1,620k, 
fixed, touch

3.2in, 1,229k, tilt 3.2in, 1,229k, fixed 3.2in, 1,037k, pivot 3.0in, 1,229k, tilt 3.0in, 1,229k, 
pivot

Memory SD/SDHC/SDXC 
UHS-I

CF, SD/SDHC/
SDXC UHS-I

CF, SD/SDHC/
SDXC UHS-I

2 SD/SDHC/SDXC 
UHS-I

CF, SD/SDHC/
SDXC UHS-I

2 SD/SDHC/SDXC 
UHS-I

MS, SD/SDHC/
SDXC UHS-I

MS, 2 SD/SDHC/
SDXC UHS-I

Built-in wireless Wi-Fi, GPS None Wi-Fi, NFC, GPS Wi-Fi None Wi-Fi, GPS Wi-Fi, NFC Wi-Fi, NFC

Body  
(W x H x D)

145 x 111 x 71mm, 
755g

152 x 116 x 76mm, 
845g

151 x 116 x 76mm, 
890g

141 x 113 x 78mm, 
840g

146 x 123 x 82mm, 
980g

137 x 110 x 86mm, 
1,010g

127 x 96 x 60mm, 
625g

143 x 104 x 76mm, 
849g

Battery life 
(Cipa)

1,090 shots 700 shots 900 shots 1,230 shots 1,200 shots 760 shots 290 shots 390 shots
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Canon takes full-frame honours
The EOS 5D Mk IV delivers the best performance

F
or truly wide-ranging photography, 
encompassing everything from 
fast-paced action sports and wildlife 

and from weddings to low-light 
portraiture, the Canon 5D Mk IV is 
currently the camera to beat. It has 
exceptional autofocus and metering 
systems, and delivers fabulous image 
quality even in the trickiest conditions. 
However, it’s expensive; for a similarly 
broad skill set at a budget price, the Nikon 
D750 is astonishingly great value. In the 
high-res camp, for retaining detail 

photography, handling can feel fiddly, 
and chunky full-frame lenses can make it 
feel decidedly front-heavy. Its handling 
and overall performance is outstripped 
by Sony’s newer A99 II A-mount camera.

Finally, the Canon 6D is the least 
expensive camera in the group, but it’s 
also the oldest and most in need of 
an update.

in landscape, architectural and macro 
photography, Canon again wins out with 
the 5DS. The new Sony A99 II runs it a 
close second, and is a better option if you 
also want a fast continuous drive speed. 

Meanwhile, the feature-rich Pentax 
K-1 is terrific value, while the older Nikon 
D810 is starting to look less inspiring.

The Sony A7R II matches or beats all 
of the other cameras on test for 
megapixel count, apart from the Canon 
5DS. However, while its relatively small, 
light build makes it attractive for travel 

HOW THE 

CAMERAS 

COMPARE
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UHS-I SD CARDS
Five fast SD cards for flawless 4K recording and burst shooting

 OVERALL   OVERALL  

w w w. s a m s u n g . c o m

Samsung  
Pro+ 32GB

£25/$25

The Pro+ turned in the fastest outright 
image write rate of 58.2MB/s, but not 
without some minor speed fluctuations. 
Read performance is faultless, however, 
as is video write speed.

w w w. s a n d i s k . c o m 

SanDisk  
Extreme Pro 32GB

£25/$20

SanDisk’s contender produced a 
blistering 83.3MB/s video write rate, 
and it wrote images at a sustained 
56.4MB/s with no speed dips, making  
it the smoothest performer here.

WHAT TO LOOK FOR

www.transcend-info.com 

Transcend SDXC  
UHS-I U3 64GB

£25/$28

Despite sharing the same speed class 
ratings as SanDisk’s entry, this card only 
managed an erratic 36.8MB/s average 
image write speed. 64MB/s when 
writing video isn’t too shabby, though.

 OVERALL  

w w w. l e x a r. c o m

Lexar Professional 633x 
SDXC UHS-I 64GB

 £23.50/$30

It may only have a UHS Class 1 speed 
rating, but this card’s read rates are a 
match for the competition. Write speeds 
of 53MB/s with video and 36.7MB/s 
with images trail the pack, though.

 OVERALL  

w w w. k i n g s t o n . c o m 

Kingston SDXC  
UHS-I U3 64GB

 £23/$34

Kingston’s fastest SD card managed a 
whopping 84.1MB/s when writing video, 
though transferring multiple image files 
resulted in a mediocre 42.8MB/s, with 
lots of speed fluctuations.

1

MAXIMUM SPEED

Usually quoted in MB/s, this is the highest 

speed the card can achieve, but not 

necessarily sustain. It’s most relevant 

for stills photography.

2

CLASS RATING 

The minimum sustained speed – very 

important for video. The new UHS speed 

ratings are Class 1 (minimum 10MB/s) 

and Class 3 (30MB/s).

We tested these cards’ read/write 

speeds for both images and video, 

recording overall transfer times and 

read/write fluctuations which could 

result in dropped video frames. All these 

cards are UHS-I types, with a single row 

of contacts on the back. UHS-II SD cards 

have a second row of contacts, offering 

up to three times the theoretical speed, 

though you need a compatible camera.

 OVERALL  
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THE CONTENDERS

1 Canon EF-S 55-250mm f4-5.6 IS STM £270/$300

2 Fujinon XC50-230mm f4.5-6.7 OIS II  £320/$400

3 Nikon AF-P DX 70-300mm f4.5-6.5G ED VR  £300/$400

4 Olympus M.Zuiko ED 75-300mm f4.8-6.7 II  £390/$450

5 Panasonic 45-150mm f4.0-5.6 ASPH OIS  £180/$250

6 Pentax 55-300mm f4.5-6.3 DA PLM WR  £400/$400

7 Sigma APO 70-300mm f4-5.6 DG Macro  £150/$200

8 Tamron SP 70-300mm f4-5.6 Di VC USD  £300/$450

BUDGET 
TELEPHOTO 

ZOOMS

F
or many of us, the 
purchase of our first 
compact system or SLR 
camera kit will be 

closely followed by buying 
a telephoto zoom lens. It’s an 
obvious addition, enabling 
extra telescopic reach that’s 
ideal for shooting anything 
from family fun to action 
sports and weddings. 
Budget-friendly options are 
plentiful, but there’s been a 
shift in the market lately.

Many of the latest own-
brand offerings from camera 
manufacturers are designed 
for ‘crop sensor’ rather than 
full-frame bodies. It makes 
sense, because reducing the 

size of the image circle that a 
lens delivers enables a more 
compact and lightweight 
build. The physical size and 
purchase price are therefore 
more in keeping with entry-
level APS-C format and Micro 
Four Thirds cameras.

Meanwhile, Sigma and 
Tamron (the two main 
independent manufacturers) 
are bucking the trend. They 
both used to make budget 
telephoto zooms for crop-
sensor cameras, but now only 
manufacture full-frame 
compatible lenses for this 
sector of the market. 

Let’s see how the main 
contenders compare.

We look at appealing and cost-
effective telephoto options
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Small, light and affordable Cross your palm with silver

Fujinon XC50-230mm  
f4.5-6.7 OIS II

£320/$400

A
bout half the price  
of Canon’s new full-frame 
compatible 70-300mm tele 

zoom, this ‘EF-S’ optic for APS-C 
format bodies is smaller, lighter 
and more affordable. It gives 
a powerful effective reach of 
400mm at the long end of its 
zoom range; while at the short 
end, it picks up where an 18-55mm 
kit lens hits the end-stop.

An upgrade over the previous  
IS II model, the STM lens features 
redesigned optics and a stepping 
motor instead of a basic electric 
motor for powering autofocus. 
As used in many of the rival lenses, 
a stepping motor enables smooth 
and virtually silent autofocus 
transitions that are well suited to 
both stills and video capture.

Performance
Outright telephoto reach falls 
short of some of the lenses on test, 
but sharpness is maintained very 
well throughout the entire zoom 
range. The optical image stabiliser 
also performs well, with an 
effectiveness of about 3.5 stops. 
Handling is an improvement over 
previous generations of the lens, 
in that the focus ring no longer 
rotates during autofocus.

A
vailable in silver and black 
options to colour-
coordinate with Fujifilm’s 

range of X-series bodies, this 
lens is practically identical in 
size and weight to the Canon. 
With a smaller zoom range and 
Fujifilm’s 1.5x crop factor, the 
maximum effective reach is 
a more modest 345mm.
With the usual stepping motor 
autofocus, manual override of 
autofocus and fully manual 
focusing are available via an 
electronically coupled ‘fly by wire’ 
focus ring. Focus modes and 
operation of the 3.5-stop optical 
image stabiliser are selected via 
camera menus – the lens lacks 
control switches. As in the Canon 
and Nikon lenses, the mounting 
plate is plastic rather than metal. 
The overall build feels lightweight.

Performance
Sharpness and contrast are good 
throughout most of the zoom 
range, even at the widest available 
apertures. Autofocus speed is 
pretty good under decent lighting 
but, coupled with our X-T10 body, 
we had a lot of autofocus hunting 
and false positives for focus 
acquisition in dull conditions.
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Mount option:Mount option: Canon EF-S

Wide 0.12 Mid -0.01 Tele -0.16

Wide 1.00 Mid 0.6 Tele 0.43

It starts off well, but sharpness drops off in 

the 135-230mm sector of the zoom range.

There’s very little fringing at 50mm, and it 

reduces at mid to long zoom settings.

With corrections applied automatically, 

there’s practically no distortion to be seen.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

230mm100mm 135mm50mm

f8 f11 f16 f22 f32

1500

1000

500

f4.5 f6.7

2000

2500

READINGS TAKEN 

FROM CENTRE

Wide -1.52 Mid 0.18 Tele 0.88

Wide 1.11 Mid 1.07 Tele 1.52

Crucially for a telephoto lens without a ‘fast’ 

aperture rating, sharpness remains good.

There’s very little colour fringing, which 

remains consistent throughout the range.

Slight barrel distortion at 55mm dies out at 

mid-zoom settings. Pincushioning is slight.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22 f32

1500

1000

500

f4.5 f5.6

2000

2500

250mm100mm 200mm55mm

READINGS TAKEN 

FROM CENTRE

Canon EF-S 55-250mm  
f4-5.6 IS STM

£270/$300

Fujifilm X
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Smoother autofocus with Pulse AF It’s like a tiny super-telephoto

Nikon AF-P DX 70-300mm 
f4.5-6.5G ED VR 

£300/$400

Olympus M.Zuiko ED 
75-300mm f4.8-6.7 II 

£390/$450

N
ikon is the latest 
manufacturer to jump on the 
stepping motor bandwagon: 

it’s used for autofocus in this AF-P 
(Pulse) lens. It’s available with or 
without VR (Vibration Reduction); 
the edition without stabilisation is a 
little cheaper to buy. Both are fully 
compatible with D3300/3400, 
D5300/5500/5600 and D500 
bodies, but completely 
incompatible with many older Nikon 
cameras like the D7000, where 
autofocus and even manual 
focusing are unavailable.

The 300mm focal length and 1.5x 
crop factor of Nikon’s DX format 
gives an effective reach of 450mm, 
overtaking the Canon and Fujinon 
lenses. It’s physically bigger and 
heavier, and relies on a camera 
menu for switching off stabilisation. 
This can’t be done in some 
‘compatible’ Nikon cameras, even 
after a firmware update.

Performance
In our lab tests, the non-VR version 
of the lens proved slightly sharper 
than the VR edition. However, the 
four-stop stabiliser is particularly 
effective in hand-held shooting, with 
the VR lens yielding more 
consistently sharp images.

B
oosted by the 2x crop factor 
of the Micro Four Thirds 
system, this 75-300mm lens 

delivers a monstrous effective 
zoom range of 150-600mm. That’s 
super-telephoto territory in full-
frame terms, from a lens that’s 
slightly smaller and heavier than the 
Nikon 70-300mm.

Build quality feels a little more 
robust than in some of the lenses on 
test, with a metal rather than plastic 
mounting plate. A stepping motor 
enables quick yet smooth autofocus 
transitions, along with electronically 
coupled manual focusing. There are 
no on-board switches or controls, 
other than the zoom and focus 
rings. Unlike all the lenses we’ve 
covered so far, the Olympus has no 
optical image stabiliser, instead 
relying on in-camera, sensor-shift 
stabilisation.

Performance
On an OM-D E-M5 II body, image 
stabilisation equated to four stops, 
so the lack of an optical stabiliser 
isn’t a concern. Autofocus is fast 
and accurate, and manual focusing 
is precise. Image quality is pleasing, 
although sharpness at the long end 
of the zoom range proved 
disappointing in our tests.
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Wide 0.21 Mid 0.93 Tele 1.24

Wide 1.08 Mid 0.31 Tele 0.42

Scores based on close-range test charts are 

poor, but real-world results were better.

Lateral chromatic aberrations are tuned 

out by the camera automatically.

Pincushion distortion is a little noticeable 

towards the long end of the zoom range.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22 f32
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1000

500

f4.8 f6.7

2000

2500

300mm100mm 200mm75mm

READINGS TAKEN 

FROM CENTRE

Wide -0.74 Mid 1.49 Tele 1.22

Wide 2.37 Mid 3.21 Tele 4.07

It’s good overall, but sharpness tails off in 

the 250-300mm sector of the zoom range.

The Nikon is an underachiever, relying on 

automatic corrections in recent cameras.

There’s slight barrel distortion at 70mm, and 

pincushion peaks at mid-zoom settings.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22 f32

1500

1000

500

f4.5 f6.5

2000

2500

300mm135mm 200mm70mm

READINGS TAKEN 

FROM CENTRE

SHARPNESS HIGHER IS BETTER SHARPNESS HIGHER IS BETTER

Nikon DXMount option: Mount option:

 

Micro Four Thirds
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Comes up a bit short Clever design, quality build

Panasonic 45-150mm  
f4.0-5.6 ASPH OIS

£180/$250

Pentax 55-300mm  
f4.5-6.3 DA PLM WR 

£400/$400

L
ooking every inch like a 
‘standard’ zoom but smaller 
than most, the Panasonic lens 

is incredibly compact and light. 
Indeed, at just 62 x 73mm and 
200g, it’s only about half the length 
of most competitors, and only a 
quarter of the weight of some in 
this test.

The downside is that maximum 
telephoto reach is similarly small. 
Applying the 2x crop factor of the 
Micro Four Thirds system, you  
still only get an effective focal 
length of 300mm at the long end. 
Even so, the Panasonic equals the 
maximum reach of a traditional 
70-300mm budget tele zoom on 
a full-frame SLR.

Performance
Testing the lens on a Panasonic G7, 
we found autofocus to be fast and 
reliable. The optical stabiliser is 
worth about 2.5 stops, so doesn’t 
compare favourably with the 
non-stabilised Olympus MFT lens 
on a late-generation Olympus body 
with sensor-shift stabilisation.

Image quality is pretty good on 
the whole but, despite its modest 
zoom range, we found that the 
Panasonic is actually quite soft at 
the long end.

F
or a ‘budget’ lens, the build 
quality of the Pentax feels 
particularly good, and it’s the 

only lens in the whole group to 
feature weather seals. It’s big on 
zoom range, equating to 82.5-
450mm on a Pentax APS-C format 
body, yet physically small when 
stowed away. This is thanks to a 
clever retractable design that 
enables the lens to collapse down to 
just 89mm in length. Even so, it’s the 
joint longest here, along with the 
Tamron, when it’s used at its 
maximum zoom setting.

Like all the lenses apart from the 
Sigma and Tamron contenders, the 
Pentax features a stepping motor 
autofocus system, the near- 
silence of which is an improvement 
over some of Pentax’s notably noisy 
lenses. There’s no optical image 
stabilisation, with the lens instead 
relying on in-camera stabilisation.

Performance 
The autofocus system is quick and 
highly accurate. Testing the lens on 
a K-70 body, we found stabilisation 
to work well, with a four-stop 
effectiveness. Despite having the 
outright biggest zoom range of any 
lens in the test group, image quality 
is excellent. 

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

Pentax KMount options: Mount options:

Wide 0.08 Mid 0.75 Tele 0.68

Wide 0.56 Mid 0.25 Tele 0.27

Sharpness is good at 45mm, but lacklustre 

in the mid to long sector of the zoom range.

Automatic corrections for colour fringing 

are applied in both raw and JPEG modes.

Automatic corrections are applied 

in-camera, so these scores are flattering.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22
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f4 f5.6

2000

2500

150mm75mm 100mm45mm

READINGS TAKEN 

FROM CENTRE

Wide -1.68 Mid 0.92 Tele 1.29

Wide 1.83 Mid 0.32 Tele 2.26

There’s impressive sharpness and  

contrast throughout the zoom range.

Negligible at mid-zoom settings, fringing 

only rises a little at each end of the range.

Barrel and pincushion distortions are well 

controlled at short and long zoom settings.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22

1500

1000

500

f4.5 f6.3

2000

2500

300mm100mm 200mm55mm

READINGS TAKEN 

FROM CENTRE

f32f32
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Great value but relatively crude A stickler for tradition

Sigma APO 70-300mm 
f4-5.6 DG Macro

£150/$200

Tamron SP 70-300mm  
f4-5.6 Di VC USD

£300/$450

W
ith a classic 70-300mm 
zoom range, the effective 
reach of this full-frame 

compatible lens is boosted on an 
APS-C format camera. It’s 
available in Canon, Nikon, Pentax 
and Sony (A-fit) mount options. In 
all cases, a switch on the lens 
barrel enables shorter focusing in 
the 200-300mm sector of the 
zoom range, with a macro 
magnification ratio of up to 0.5x. 
That beats any other lens on test.

The APO (apochromatic) edition 
is claimed to produce less colour 
fringing than the standard version 
of the lens. Even so, it’s quite basic 
in some respects, with a noisy 
electric motor for autofocus. It’s 
the only lens in the group in which 
the focus ring and the front 
element rotate during focusing, 
and there’s no optical stabilisation.

Performance
Image quality is a little lacklustre 
compared with all the other, 
relatively new, designs of lenses. 
Sharpness and contrast are both 
disappointing, especially when 
shooting wide-open. The lack of 
a stabiliser can be a real problem 
in Canon and Nikon bodies, which 
lack sensor-shift stabilisation. 

T
he Tamron is very 
conventional, but it follows 
the traditions of high-end 

rather than budget telephoto 
zooms. As such, it has a ring-type 
ultrasonic autofocus system that 
enables full-time manual override, 
and not just when the stepping motor 
is being powered by the camera 
body. It also means you get a 
physical, mechanical link for manual 
focusing, which operates with 
smooth precision, complete with 
a focus distance scale beneath 
a viewing window.

Switches are fitted on the barrel 
for AFM focus modes and VC on/off. 
The Vibration Compensation system 
is Tamron’s proprietary form of 
optical stabilisation, and is fitted to 
both the Canon and Nikon mount 
options of the lens. The Sony A-fit 
version of the lens relies on in-
camera stabilisation instead.

Performance
Autofocus is fast and effective and, 
throughout testing on Nikon D7200 
and D750 bodies, we found the 
stabiliser had an effectiveness of 
four stops. Image quality is very good 
overall, matched by top build quality 
that combines sturdy barrel parts 
with a metal mounting plate.
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Canon EF Nikon FX Sony AMount options:Canon EF Nikon FXMount options:

Wide 0.41 Mid 3.02 Tele 2.33

Wide 1.32 Mid 2.18 Tele 3.78

In tests and real-world shooting, the Sigma 

gave the worst performance in the group.

Colour fringing is well controlled at 70mm, 

but gets worse at mid to long settings.

Pincushion distortion is quite noticeable  

in the middle sector of the zoom range.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f8 f11 f16 f22

1500

1000

500

f4 f5.6

2000

2500

300mm100mm 200mm70mm

READINGS TAKEN 

FROM CENTRE

Wide -0.34 Mid 2.01 Tele 1.97

Wide 1.12 Mid 1.42 Tele 2.23

Sharpness only drops when combining the 

longest zoom setting and widest aperture.

Even in the corners, colour fringing is well 

controlled throughout the zoom range.

Very minor barrel distortion at 70mm, and 

pincushion is controlled at longer lengths.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER
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THE VERDICT

Pentax powers ahead
The Pentax 55-300mm f4.5-6.3 DA PLM WR is a worthy winner

P
erhaps it’s splitting hairs to say 
that the Pentax has the biggest 
outright zoom range of any lens 

in the group. What’s more important is 
that it delivers excellent image quality, 
has refined handling characteristics, 
and is very robust for a ‘budget’ 
telephoto zoom, complete with 
weather seals. 

The Canon and Nikon lenses are 
good choices for APS-C format bodies. 
The Canon isn’t overly generous in 
telephoto reach, while the Nikon is only 
compatible with a limited number of 
recent cameras. For both Canon and 
Nikon cameras, we prefer the Tamron 

lens, which has superior build quality 
and performance, as well as being 
full-frame compatible. 

For Micro Four Thirds, the Olympus 
75-300mm wins out over the compact 
Panasonic 45-150mm, not only for its 
extreme telephoto reach, equivalent 
to 600mm, but for its sharper image 
quality. For Fujifilm shooters, the 
XC50-230mm is a smart buy at the 
price and delivers pleasing image 
quality, but we had a few 
autofocus problems. 

The Sigma APO 70-300mm is an 
antiquated design that seems past its 
sell-by date, and is in need of a revamp.

 OVERALL 

 BUILD & HANDLING 

 PERFORMANCE

 VALUE 

OVERALL

 FEATURES 

Canon EF-S 
55-250mm f4-5.6 

IS STM

Fujinon 
XC50-230mm 
f4.5-6.7 OIS II 

Nikon AF-P DX 
70-300mm 

f4.5-6.5G ED VR 

Olympus M.Zuiko 
ED 75-300mm 

f4.8-6.7 II 

Panasonic 
45-150mm 

f4.0-5.6 
ASPH OIS

Pentax 
55-300mm 

f4.5-6.3 
DA PLM WR

Sigma APO 
70-300mm 

f4-5.6  
DG Macro

Tamron SP 
70-300mm 

f4-5.6  
Di VC USD

Contact www.canon.co.uk www.fujifilm.co.uk www.nikon.co.uk www.olympus.
co.uk

www.panasonic.
com

www.pentax.co.uk www.sigma-
imaging-uk.com

www.tamron.
co.uk

Street price £270/$300 £320/$400 £300/$400 £390/$450 £180/$250 £400/$400 £150/$200 £300/$450

Mount options P

Elements/groups 15/12 13/10 14/10 18/13 12/9 14/11 14/10 17/12

Diaphragm blades 7 7 7 7 7 9 9 9

Min aperture f22-32 f22 f22-32 f22 f22 f22-32 f22 f32

Optical stabilizer Yes Yes Yes No Yes No No Yes (C N only)

Autofocus motor 
type

Stepping motor Stepping motor Stepping motor Stepping motor Stepping motor Stepping motor Electric motor Ring-type 
ultrasonic

Internal zoom/
focus

No/Yes No/Yes No/Yes No/Yes No/Yes No/Yes No/No No/Yes

Min focus distance 0.85m 1.1m 1.1m 0.9m 0.9m 0.95m 0.95m 1.5m

Max magnification 0.29x 0.2x 0.22x 0.24x 0.17x 0.3x 0.5x 0.25x

Filter size 58mm 58mm 58mm 58mm 52mm 58mm 58mm 62mm

Mounting plate Plastic Plastic Plastic Metal Metal Metal Metal Metal

Weather seals No No No No No Yes No No

Included 
accessories

None Hood None None Hood Hood Hood, soft case Hood

Dimensions 
(diameter x length)

70 x 111mm 70 x 111mm 72 x 125mm 69 x 117mm 62 x 73mm 77 x 89mm 77 x 122mm 82 x 143mm

Weight 375g 370g 415g 423g 200g 442g 550g 765g

HOW THE 

LENSES 

COMPARE

 

MFT MFT K AFXEF K SA AFXEFXEF-S DX
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 OVERALL   OVERALL  

 OVERALL   OVERALL   OVERALL  

CAMERA CLIPS & HOLSTERS
Five clever and convenient ways to keep your camera handy and ready for action

w w w. s n a p p e r s t u f f . c o m

Think Tank Steroid 
Speed Belt V2.0 & 

Digital Holster 20 V2.0
£54/$63 & £59/$70

w w w. l o w e p r o . c o m

Lowepro S&F Light 
Utility Belt & Toploader 

Pro 70 AW II
£54/$50 & £65/$66

w w w. p e a k d e s i g n . c o m

Peak Design  
Capture Pro  
Camera Clip

£65/$80

The Spider Pro is a joy to use thanks to its instant camera access. Forget clips and clamps; 

here you get a beautifully designed ball joint that simply slots into a holder on a comfy belt. 

Impeccable build quality seals the deal.

The Uno lets you suspend your camera 

from your belt or a bag strap. It attaches 

easily to either, although the camera 

release mechanism is fiddlier than 

Capture Clip or Spider Pro systems. 

Despite being predominantly plastic, 

the build quality is robust.

w w w. b g r i p . c o m

B-Grip Uno
£36/$37

w w w. s p i d e r h o l s t e r. c o m

SpiderPro Single Camera System
£119/$135

Here’s another belt & holster bag combo, 

but both elements are more streamlined 

and convenient than in the Lowepro 

pairing. Size-wise, this system will pack 

a DSLR as big as an EOS 7D II or a D500, 

while an expandable base lets you fit 

a fairly long lens.

Like the B-Grip, this gadget fastens your 

camera to a belt or bag strap; but 

Capture’s quick-release system is slicker, 

and you get all-aluminium construction. 

The clip works well with a light DSLR, but 

anything heavier will feel like it’s pulling 

your jeans down!

Attaching your camera to a dedicated 

utility belt helps improve comfort, while 

your camera is cossetted inside this 

well-padded, weather-sealed holster bag. 

This is big enough for a pro DSLR, but 

consequently it’s relatively bulky and 

awkward to access.
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THE CONTENDERS

1 Canon EF 70-200mm f2.8L IS II USM £1,500/$2,000

2 Canon EF 85mm f1.2L II USM £1,500/$2,000

3 Fuji XF56mm f1.2 R APD £875/$1,500

4 Nikon AF-S 70-200mm f2.8G ED VR II £1,800/$2,100

5 Nikon AF-S 85mm f1.4G £1,200/$1,600

6 Sigma 85mm f1.4 EX DG HSM £620/$900

7 Sony FE 85mm f1.4 G Master £1,500/$1,800

8 Tamron SP 85mm f1.8 Di VC USD £750/$750

PORTRAIT 
LENSES

S
ome say the lens is 

‘everything’, but that’s 

not really true in the 

digital age. It’s more 

about how the body and the lens 

combine to deliver the results 

that you’re after – and that’s 

particularly true for portraiture. 

Full-frame bodies, for 

example, have an advantage over 

those with smaller image 

sensors, in that they can deliver a 

tighter depth of field at any given 

‘actual’ versus ‘effective’ focal 

length. But some APS-C camera 

systems fight back, like Fujifilm 

bodies with the availability of a 

super-fast f1.2 lens that also 

packs a secret weapon for 

enhancing bokeh (the quality of 

defocused areas in images).

Then there’s the question of 

whether a ‘fast’ f2.8 telephoto 

zoom is better than a faster 

85mm prime lens for portraiture. 

The zoom might be better for 

portraiture at weddings and 

events, whereas similarly priced 

prime lenses tend to have faster 

apertures of f1.2 or f1.4. Let’s see 

how the most exciting 

contenders compare…

Want to make people look good  
on camera? We’ve picked                            

out the ideal lenses
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Canon EFMount option:

f8 f11 f16 f22 f32

1500

1000

500

f4f2.8 f.56

2000

2500
READINGS TAKEN 

FROM CENTRE

f1.2

SHARPNESS HIGHER IS BETTER

Wide 1.22 Mid 0.32 Tele 0.79

Wide -1.17 Mid 0.89 Tele 1.35 Distortion -0.96

Sharpness is good overall, but could be 

better at the short end of the zoom range.

SHARPNESS HIGHER IS BETTER

ZOOM LENS

Lateral chromatic aberration is extremely 

well controlled for a telephoto zoom.

There’s slight barrel and pincushion at the 

short and long ends, but little of concern.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

SHARPNESS HIGHER IS BETTER

Fringing 1.32

It’s downright soft at f1.2 but becomes 

pretty sharp at f1.8 and crisp at f2.8.

Lateral colour fringing is minimal but 

longitudinal fringing can be quite evident.

Lab scores show slight barrel distortion 

but, again, it’s difficult to spot in images.

DISTORTION NEARER 0 IS BETTER

FRINGING (AT F8) LOWER IS BETTER

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

The full-cream Canon stands out The joint fastest lens on test

Canon EF 70-200mm  
f2.8L IS II USM 

£1,500/$2,000 

Canon EF 85mm  
f1.2L II USM 
£1,500/$2,000 

T
his 70-200mm zoom 
certainly stands out in the 
crowd. It’s the only one here 

with a cream-coloured paint job, 
which Canon often applies to its 
larger telephotos to minimise the 
build-up of heat when shooting 
under a hot sun. The creaminess 
of its bokeh is also pretty good at 
the long end of the zoom range, 
although the widest available 
aperture of f2.8 means it loses out 
for shallowness in depth of field at 
85mm, compared with the prime 
lenses on test.

The lens has a tough 
magnesium alloy-based 
construction, a high-performance 
fluorite element and no fewer than 
five UD (Ultra-low Dispersion) 
elements. It also boasts a four-
stop image stabiliser and weighs in 
at a hefty 1.4kg, complete with 
a tripod collar.

Performance
The autofocus system in this 
Canon zoom is super-fast, and the 
stabiliser lives up to its claims. 
Zoom versatility is nice to have 
but, at the short end of the range, 
sharpness isn’t particularly great, 
and the smoothness of defocused 
areas is a little lacking.

L
ike only the Fujifilm 56mm 
lens on test, this Canon has 
an extra-wide aperture of 

f1.2. That’s a third of a stop faster 
than the f1.4 lenses, a full stop 
faster than the Tamron 85mm, and 
more than two stops faster than 
the 70-200mm zooms. It’s a big, 
chunky lens and the only prime 
here to tip the scales at over a 
kilogram. Even so, the filter 
attachment thread is relatively 
small at 72mm, compared with 
77mm for the 85mm f1.4 lenses.
The pro-grade build lacks the 
weather-seals of most Canon 
L-series (Luxury) lenses. This Mk II 
edition has a ring-type ultrasonic 
autofocus system that includes an 
electronically coupled fly-by-wire 
focus ring.

Performance
The reduction in depth of field 
enabled by the oversized f1.2 
aperture is minimal compared with 
the f1.4 lenses, but the soft and 
smooth bokeh is maintained even 
when stopping down a little, aided 
by an eight-blade aperture. The 
autofocus speed is slow, requiring 
movement of the heavy front 
element, but at least the filter 
thread doesn’t rotate.

f8 f11 f16 f22 f32
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Fujifilm X-Series Nikon FXMount option: Mount option:

f1.2

Distortion -0.02 Wide -0.64 Mid 1.18 Tele 1.83

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Fringing 0.11

Focused areas generally sharp, apart from  

at the edges of the frame at wide apertures.

Extremely negligible amounts of lateral 

and longitudinal (bokeh) fringing.

Essentially zero distortion from this lens, 

with a lab score that’s practically perfect.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Wide 0.84 Mid 1.09 Tele 2.19

Sharper than many prime lenses, even at the 

extreme edges of the frame it’s a solid zoom.

Fringing gets slightly worse at the long end 

of the zoom range, but it’s only minimal.

There’s slight pincushioning at 200mm but 

performance is good throughout the range.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

It’s all about the filters King of the fast tele zooms

Fujifilm XF56mm  
 f1.2 R APD 
£875/$1,500 

Nikon AF-S 70-200mm 
f2.8G ED VR II  

£1,800/$2,100 

W
hen it comes to minimising 
depth of field, the APS-C 
format Fujifilm lens is at a 

disadvantage compared with 
full-frame lenses, because its 
‘effective’ 84mm focal length is 
derived from a shorter 56mm 
focal length. It fights back with an 
extra-wide aperture of f1.2, and an 
apodisation filter, which is unique in 
this test group. 

Based on nano-technology 
engineering, the internal filter seeks 
to maintain sharpness of in-focus 
areas, while applying a ‘melting’ 
effect to blur defocused areas more 
effectively. Naturally, the 
apodisation effect works best at 
wide apertures and, as such, the 
lens is supplied complete with an 
additional ND8 (three-stop neutral-
density) filter.

Performance
Only contrast-detection autofocus 
can be used, but it’s not overly 
sluggish. The lens does well to 
produce a rich and creamy bokeh 
for defocused areas, but the actual 
depth of field isn’t very shallow even 
at f1.2, where it’s roughly equivalent 
to shooting at f2.8 with an 85mm 
lens on a full-frame camera.

T
he winner of our 70-200mm 
group test in issue 175, this 
Nikon isn’t short on build 

quality or features. The sturdy 
magnesium alloy construction is 
weather-sealed and plays host to 
a three-mode focusing system 
that gives priority to either 
automatic or manual focusing 
during autofocus. The dual-mode 
stabiliser has normal and active 
settings, as well as automatic 
panning detection. 

Nikon’s ED (Extra-low 
Dispersion) glass is used for no 
fewer than seven of the 21 
elements in the optical path, while 
Nano Crystal coatings are on hand 
to reduce ghosting and flare.

Performance
All areas of performance are 
simply excellent, from the 
lightning-quick autofocus system, 
through the highly effective optical 
stabiliser, to all aspects of image 
quality. Even so, it suffers from the 
same drawback as the Canon 
70-200mm lens, in that you 
simply can’t get such a tight depth 
of field towards the short end of  
the zoom range, compared with 
using any of the 85mm prime 
lenses on test.
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Canon EFMount options: Mount option: Canon EF Nikon FX Sony A Sigma SAPentax K

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Fringing 1.53

Distortion -0.5 Distortion -0.2

Centre-sharpness is excellent throughout 

almost the entire aperture range.

SHARPNESS HIGHER IS BETTER

Minimal lateral chromatic aberration,  

with reduced longitudinal fringing.

Negligible barrel distortion, but it’s 

technically lower than in the Canon lens.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Fringing 0.96

It’s a little disappointing in the corners,  

but excellent at the centre of the frame.

Lateral chromatic aberration is very low, 

but longitudinal fringing can be noticeable.

The extremely small amount of barrel 

distortion is almost impossible to spot.

DISTORTION NEARER 0 IS BETTER

FRINGING (AT F8) LOWER IS BETTER

As good as it gets for Nikon An attractive buy at half the price

Nikon AF-S  
85mm f1.4G 
£1,200/$1,600 

Sigma 85mm  
f1.4 EX DG HSM 

£620/$900 

L
osing out by a third of a stop 
compared with Canon’s 
top-flight portrait prime, the 

Nikon is more mainstream at f1.4. 
It also has two more optical 
elements than the Canon, but with 
ten elements in nine groups, it’s still 
a lot less complex than the 
two zoom lenses in the group.

The pro-grade construction 
feels solid and robust, and the 
aperture is slightly better rounded 
than that of the Canon lens, 
based on nine rather than eight 
diaphragm blades. The internal 
focusing system also enables 
much faster autofocus than in the 
Canon lens. This isn’t really a ‘must 
have’ for portraiture but can be a 
bonus sometimes, like when 
you’re trying to capture fleeting 
expressions. Another 
improvement over the Canon lens 
is that the Nikon has weather-seals.

Performance
Contrast and sharpness are very 
good overall, with a touch of 
softness at f1.4 that can look 
pleasant in portraiture. Lateral 
chromatic aberration is only very 
slight, and longitudinal or ‘bokeh’ 
fringing is better controlled than 
in the Canon and Sigma lenses.

W
e’re big fans of Sigma’s 
Art-line prime lenses 
and, for Canon and Nikon 

APS-C format cameras, the 
full-frame compatible Sigma 
50mm f1.4 A lens is our favourite 
portrait lens. This 85mm optic is 
an older design but nevertheless 
features aspherical and SLD 
(Special Low Dispersion) 
elements, along with a ring-type 
ultrasonic autofocus system. The 
lens doesn’t include weather 
seals, but it does have a well-
rounded nine-blade aperture and 
Sigma’s super multi-layer coatings 
to reduce ghosting and flare.

It has almost identical specs to 
the Nikon 85mm f1.4 lens, but 
costs about half the price. The 
Canon and Sony 85mm lenses are 
nearly 2.5 times as expensive, 
making the Sigma great value.

Performance
Autofocus is fast and quiet, while 
centre-sharpness is excellent, 
even at f1.4. Corner-sharpness 
is underwhelming at any aperture, 
but that’s not normally a deal-
breaker for a portrait lens. 
Longitudinal chromatic aberration 
can be quite noticeable, as with 
the Canon 85mm lens.
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Sony ACanon EF Nikon FXMount options: Mount options:Sony E

Sometimes the tortoise wins the race

Distortion 0.71 Distortion 0.22

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Fringing 0.63

It’s almost too sharp for a portrait lens, but it’s 

nicer to have too much detail than not enough.

There’s little colour fringing throughout the 

entire aperture range, right across the frame.

There’s a very small amount of pincushion 

distortion, but it’s extremely hard to spot it.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

SHARPNESS HIGHER IS BETTER

Fringing 0.54

There’s more than enough sharpness on tap 

for portraiture, with impressive consistency.

Lateral fringing is impressively low, and 

longitudinal flaws are almost non-existent.

The amount of pincushion distortion is  

so tiny that it’s essentially a non-issue.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

A portrait lens for E-mount cameras

Sony FE 85mm  
f1.4 G Master  
£1,500/$1,800 

Tamron SP 85mm  
f1.8 Di VC USD 

£750/$750 

S
ony’s new G Master portrait 
lens is beautifully built, 
features a weather-sealed 

construction, and adds plenty of 
useful touches like a focus hold 
button and hands-on aperture 
ring. Better still, the aperture ring 
has a de-click option that can be 
operated via a switch on the 
barrel, enabling smooth aperture 
transitions when shooting video.

Smart glass includes an XA 
(eXtreme Aspherical) element 
and three ED (Extra-low 
Dispersion elements). Sony 
claims the XA element features 
increased surface precision, 
which further beautifies the 
quality of bokeh. Another bokeh-
enhancing feature is that the 
incredibly well-rounded aperture 
is based on an impressive 11 
diaphragm blades.

Performance
Sharpness is very good at f1.4 and 
stunning at f1.8 and beyond. 
Despite this, bokeh is smooth 
and dreamy, and the transitions 
between focused and defocused 
areas are impressive. Sony’s Nano 
AR coating fends off ghosting and 
flare, and lateral and longitudinal 
fringing are both minimal.

T
his is the slowest prime 
lens in the group but, with 
a widest aperture of f1.8, it 

still beats both of the zoom 
lenses on test by more than 
a stop. It’s also the only prime 
lens here to feature an optical 
stabiliser, which is a worthwhile 
addition when shooting on Canon 
and Nikon bodies.

It has pro-grade build quality, 
with excellent handling and a full 
set of weather-seals. It features 
XLD (eXtra Low Dispersion) and 
LD elements, along with Tamron’s 
eBand and BBAR nano-
structured coatings. The overall 
aim is to deliver superb image 
quality with great sharpness even 
in hand-held shooting, along with 
minimal colour fringing, ghosting 
and flare.

Performance
The ring-type ultrasonic 
autofocus system is ultra-fast, 
while sharpness is impressively 
consistent, both throughout the 
aperture range and across the 
whole frame. You can’t get quite 
such a minimal depth of field as 
with an 85mm f1.4 lens, but 
the Tamron’s bokeh is simply 
gorgeous, which makes up for it.
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THE VERDICT

Sony gives a portrait masterclass
The Sony FE 85mm f1.4 G Master is a gem of a lens

S
ony’s new 85mm G Master delivers 
everything you could hope for in a 
portrait lens, and more besides. 

Sharpness is exceptional, while defocused 
areas are sumptuously soft and dreamy. The 
focus hold button and de-click aperture ring 
option are bonuses, the latter working very 
well for shooting video.

Second place in the rankings goes to the 
similarly new Tamron 85mm. Despite being 
the ‘slowest’ prime lens in the group, it still 
enables a really tight depth of field when 
shooting at f1.8 on full-frame cameras, and 
it combines impressive bite with exquisite 
bokeh, minimal fringing and negligible 
distortion. The optical stabiliser can be very 
useful, although the faster Nikon AF-S 85mm 
f1.4G just about has the edge for all-round 

image quality. By comparison, the 
performance of Canon’s top-flight EF 85mm 
f1.2L II USM is a little lacklustre, with very 
sluggish autofocus and comparatively high 
longitudinal chromatic aberration or ‘bokeh 
fringing’. The Sigma 85mm f1.4 EX DG HSM is 
also a little worse than average for bokeh 
fringing, but it’s great value at its relatively 
inexpensive asking price.

The Fujifilm XF56mm f1.2 R APD is a super 
lens for APS-C format portraiture, combining 
a very wide aperture with its crafty 
apodisation filter for boosting the quality of 
bokeh. Even so, when you want a really tight 
depth of field, it can’t compete with an 85mm 
f1.4 or f1.8 lens on a full-frame camera. The 
same goes for the versatile Canon and Nikon 
70-200mm zoom lenses. 
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Canon EF 
70-200mm f2.8L IS 
II USM

Canon EF 85mm 
f1.2L II USM

Fuji XF56mm f1.2 R 
APD

Nikon AF-S 
70-200mm f2.8G 
ED VR II

Nikon AF-S 85mm 
f1.4G

Sigma 85mm f1.4 
EX DG HSM

Sony FE 85mm f1.4 
G Master

Tamron SP 85mm 
f1.8 Di VC USD

Contact www.canon.co.uk www.canon.co.uk www.fujifilm.
co.uk

www.nikon.co.uk www.nikon.co.uk www.sigma-
imaging-uk.com

www.sony.co.uk www.tamron.
co.uk

Street price £1,500/$2,000 £1,500/$2,000 £875/$1,500 £1,800/$2,100 £1,200/$1,600 £620/$900 £1,500/$1,800 £750/$750

Mount options S

Elements/Groups 23/19 8/7 11/8 21/16 10/9 11/8 11/8 13/9

Diaphragm blades 8 blades 8 blades 7 blades 9 blades 9 blades 9 blades 11 blades 9 blades

Autofocus type Ultrasonic 
(ring-type)

Ultrasonic 
(ring-type)

Stepping motor Ultrasonic 
(ring-type)

Ultrasonic 
(ring-type)

Ultrasonic 
(ring-type)

Stepping motor Ultrasonic 
(ring-type)

Manual AF override Full-time Full-time Full-time Full-time Full-time Full-time Full-time Full-time

Min focus distance 1.2m 0.95m 0.7m 1.4m 0.85m 0.85m 0.85m 0.8m

Max magnification 
factor

0.21x 0.11x 0.09x 0.12x 0.12x 0.12x 0.12x 0.14x

Minimum aperture f32 f16 f16 f22 f16 f16 f16 f16

Optical stabilizer Yes No No Yes No No No Yes

Filter size 77mm 72mm 62mm 77mm 77mm 77mm 77mm 67mm

Weather-seals Yes No No Yes Yes No Yes Yes

Included accessories Hood, soft case, 
tripod collar

Hood, pouch Hood, cloth, ND8 
filter

Hood, soft case, 
tripod collar

Hood, pouch Hood, pouch Hood, soft case Hood

Dimensions (DxL) 89x199mm 92x84mm 73x70mm 87x201mm 87x84mm 86x88mm 90x108mm 85x91mm

Weight 1,490g 1,025g 405g 1,540g 595g 725g 820g 700g
   

EF EF FXFXX EEF FX A EF FX AK SA
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LENSES 
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 OVERALL   OVERALL  

w w w. p r o f o t o . c o m

Profoto Reflector  
Gold/White M

£73/$79

At 80cm square unfolded, here’s a reflector 
that’s ideal for full-length portraiture. Two 
quality handles make it easily manageable, 
and it folds into a convenient 35cm pouch 
when you’ve finished. The top-quality build 
further justifies the price.

w w w. l a s t o l i t e . c o m

Lastolite Trigrip 
Reflector 75cm  

Sunlite/Soft Silver
£55/$65

A chunky handle and robust build make 
this reflector a pleasure to use. Silver and 
white pinstripes on one side give a neutral 
reflection, while the flip side features silver 
and gold stripes to add warmth.

 OVERALL  

 OVERALL  

w w w. m a n f r o t t o . c o m

Manfrotto Circular  
Panel 60cm 5:1 Kit

£34/$57

This mini-modifier set consists of a handy 
diffuser and a reversible cover with gold, 
sunfire (pale gold), silver and white 
surfaces. However, some larger five-in-one 
panels pack down almost as small but are 
more versatile in use.

w w w. p h o t t i x . c o m

Phottix 12-inch 2-in-1 
Collapsible Reflector 

(white/silver)
£12/$14

A 12-inch reflector won’t cut it for full-
length portraiture, but it works a treat with 
close-up product shots or macro work. 
And with a diameter of just four inches 
when packed, it’ll fit in any kit bag.

 OVERALL  

w w w. f j w e s t c o t t . c o m

Westcott Basics 100cm 
Gold/White Reflector

£30/$30

If you can do without handles, this versatile 
no-frills panel is great for the money. It can 
also be had in silver/white or sunlight/white 
versions, while an extra £10/$10 buys a 
five-in-one design.

w w w. r o g u e f l a s h . c o m

Rogue Silver 80cm 
Collapsible Reflector

£30/$30

Where most silver-sided reflectors are 
shiny, Rogue has opted for a more muted 
satin finish, which gives a softer fill light 
with fewer hotspots. You can flip to the 
white side for complete neutrality.

 OVERALL  

REFLECTOR KITS
A must for shooting flattering portraiture with controlled lighting
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THE CONTENDERS
1  Canon EF-S 10-18mm f4.5-5.6 IS STM £200/$280

2  Fujifilm XF 10-24mm f4 R OIS £760/$1,000

3  Nikon AF-P DX 10-20mm f4.5-5.6G VR £330/$310

4  Nikon AF-S DX 10-24mm f3.5-4.5G £745/$900

5  Olympus 7-14mm f2.8 Pro M.Zuiko Digital ED £1,000/$1,200

6  Sigma 8-16mm f4.5-5.6 DC HSM £600/$700

7  Sigma 10-20mm f3.5 EX DC HSM £330/$400

8  Tamron 10-24mm f3.5-4.5 Di II VC HLD £580/$500
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WIDE-ANGLE 
ZOOMS

N
othing exaggerates 

perspective like a really 

wide-angle lens. Get in 

close and you’ll be 

rewarded with sensational 

creative effects. All of the zoom 

lenses we’ve selected for this 

group test go seriously wide, and 

are designed specifically for 

crop-sensor cameras. 

If you’ve not tried one before, 

you’ll be amazed at how much 

more you can shoehorn into the 

image frame, compared with 

using a standard zoom lens. 

Ideal for the great outdoors, 

these lenses can capture vast, 

rolling landscapes. They’re 

arguably even more useful 

indoors, when you’re trying to 

shoot architectural interiors.

Not just for the bigger picture, 

these wide-angle optics tend to 

produce very little distortion at 

the long end of their zoom range. 

They can therefore be a 

preferable option to using your 

standard zoom at its shortest 

focal length. Let’s get stuck in 

for a closer look.

We reveal the best wide boys for 
APS-C cameras
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Small, simple and very affordable Smart build, great performance

Canon EF-S 10-18mm  
f4.5-5.6 IS STM 

 £200/$280

Fujifilm XF 10-24mm  
f4 R OIS  

£760/$1,000

C
anon has aimed for a 
compact, lightweight build 
in its latest wide zoom, 

making this lens a good match 
for cameras like the 1300D and 
the 200D. Part of the weight loss is 
achieved by using a plastic rather 
than metal mounting plate, but the 
lens feels reasonably robust. 
Autofocus is driven by a stepping 
motor, delivering near-silent 
operation and smooth transitions 
when using continuous AF during 
movie capture.

Handheld shooting in dark 
conditions and indoors benefits 
from an optical stabiliser, not 
featured in Canon’s older 10-22mm 
wide zoom. It’s the least expensive 
lens in the group but, as usual with 
Canon’s budget and mid-range 
lenses, you need to buy the hood 
separately. The genuine EW-73C 
costs around £25/$25.

Performance
Sharpness is good rather than 
great, but remains quite consistent 
through the zoom and aperture 
ranges. The image stabiliser gave 
a three-stop effectiveness in our 
tests and the electronic ‘fly by wire’ 
focus ring offers good precision. 
Overall, this budget lens is well 
suited to travel photography.

W
ell engineered with 
a metal barrel and 
mounting plate, this 

constant-aperture zoom lens 
looks and feels like a fully 
professional-grade optic. As one 
of Fujifilm’s ‘R’ lenses, it’s fitted 
with an aperture ring near the rear. 
A switch on the barrel enables you 
to easily swap between automatic 
and manual adjustment.

High-performance glass 
includes four aspherical elements 
and four ED (Extra-low Dispersion) 
elements. Zoom and focus 
mechanisms are both fully 
internal, so the front element 
neither extends nor rotates. The 
autofocus system is based on a 
stepping motor, which also 
enables precise adjustments via 
the focus ring. An optical image 
stabiliser is included and the lens 
comes with a hood.

Performance
Corrections are applied in-camera, 
even when shooting in raw quality 
mode, which flatter the lens in 
terms of distortion, chromatic 
aberrations and vignetting. Even 
so, contrast is excellent and 
sharpness at the short end of the 
zoom range is stunning, even when 
shooting wide-open.

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

Wide -2.7 Mid -1.86 Tele 0.45

Wide 2.58 Mid 1.71 Tele 2.51

Levels of sharpness are as good as in 

Canon’s pricier 10-22mm lens.

Decent fringing performance is consistent 

throughout the zoom range.

Barrel distortion is restrained at 10mm; 

there’s just a touch of pincushion at 18mm.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16 f22

1500

1000

500

f2.8 f4.5

2000

2500

18mm14mm 16mm10mm

READINGS TAKEN 

FROM CENTRE

Wide -0.23 Mid 0.14 Tele 0.33

Wide 0.77 Mid 0.36 Tele 0.68

Excellent sharpness drops off a little at 

longer settings using the widest aperture.

There’s essentially no colour fringing to be 

seen, even in the extreme corners.

With automatic corrections in-camera, 

it becomes a distortion-free lens.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

24mm14mm 18mm10mm

f5.6 f8 f11 f16 f22

1500

1000

500

f2.8 f4

2000

2500

READINGS TAKEN 

FROM CENTRE

SHARPNESS HIGHER IS BETTER

Mount option: Canon EF-S Mount option:

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

Fujifilm X
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Nikon’s answer to Canon’s zoom Is bigger really better?

Nikon AF-P DX 10-20mm 
f4.5-5.6G VR

£330/$310

Nikon AF-S DX 10-24mm 
f3.5-4.5G 
£745/$900

F
ollowing in Canon’s 
footsteps, Nikon has 
launched this downsized, 

lightweight lens that’s less 
expensive than its more 
established wide-angle zooms. 
Similarities include a plastic 
mounting plate, a stepping-motor 
autofocus system and the addition 
of an optical stabiliser. The Nikon 
lens is more expensive, especially 
in the UK, but comes complete 
with a lens hood.

A frustration for owners of many 
Nikon cameras is that, like other 
AF-P VR lenses, the new zoom is 
only fully compatible with bodies 
like the D3300, D5300 and D7500 
onwards, some of which will 
require a firmware update. On 
older cameras up to and including 
the D3200, D5200 and D7000, 
focusing is impossible in both 
automatic and manual modes.

Performance
The focus ring is very small but 
manual focusing still offers good 
precision, while the autofocus 
system is quick, virtually silent and 
reliable. Image quality is good 
overall and the stabiliser proved 
marginally more effective than that 
of the Canon lens in our tests, at 
around 3.5 stops.

S
omething of a veteran 
compared with Nikon’s 
newer 10-20mm lens, this 

one has a more conventional 
ring-type ultrasonic autofocus 
system. Unlike the Tamron 
10-24mm lens that’s also on test, 
it has a mechanical rather than 
electronic aperture control. The 
upshot is that this lens is 
compatible with all Nikon DSLRs.

Build quality is noticeably 
better than in the Nikon 10-20mm 
lens, complete with a metal, 
weather-sealed mounting plate. 
It’s physically larger and twice as 
heavy, weighing in at 460g. 
Luxuries include two ED 
elements in the optical path and a 
focus distance scale, which is 
lacking on both of the cheaper 
Canon and Nikon lenses. A 
downside is that there’s no 
optical stabiliser. 

Performance
True to type, the autofocus 
system is both rapid and whisper-
quiet. Handling is good overall, 
but the Nikon doesn’t have the 
top-quality feel of the Fujifilm and 
Olympus lenses. Image quality is 
a bit of a mixed bag and, overall, 
this upmarket Nikon struggles 
to justify its premium price.

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

Wide -4.37 Mid -0.7 Tele 0.7

Wide 3.89 Mid 2.67 Tele 1.29

Centre-sharpness is a bit of a rollercoaster 

ride through the zoom range.

Colour fringing is only slightly better than 

Nikon’s budget-friendly 10-20mm lens.

There’s hefty barrel distortion at the short 

end but little distortion at longer settings.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16 f22

1500

1000

500

f2.8 f3.5

2000

2500

24mm15mm 20mm10mm

READINGS TAKEN 

FROM CENTRE

SHARPNESS HIGHER IS BETTER

Wide -4.43 Mid -1.47 Tele -0.31

Wide 4.36 Mid 3.39 Tele  3.39

It’s good at the short end but drops off 

noticeably at longer zoom settings.

Colour fringing is more noticeable than 

from any other lens in the entire group.

Barrel distortion is quite severe at 10mm 

but dies away at the long end of the range.

FRINGING (AT F8) LOWER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16 f22

1500

1000

500

f2.8 f4.5

2000

2500

20mm12mm 14mm10mm

READINGS TAKEN 

FROM CENTRE

SHARPNESS HIGHER IS BETTER

Mount option: Mount option:Nikon DX Nikon DX

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  
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It rises to the challenge Sigma goes super-wide 

Olympus 7-14mm f2.8 
Pro M.Zuiko Digital ED 

£1,000/$1,200

Sigma 8-16mm 
f4.5-5.6 DC HSM 

£600/$700

O
lympus faced a tough 
challenge designing an 
ultra-wide zoom to 

overcome the 2.0x crop factor of 
the Micro Four Thirds format. A 
technical triumph from the ‘Pro’ 
stable, this weather-sealed, 
metal-jacketed lens is beautifully 
built. Top-notch optics include an 
ED element, three Super ED 
elements and two HR (High 
Refractive index) elements. 

Handling benefits from super-
smooth mechanical zoom and 
electronically coupled focus rings, 
the latter enabling quick and easy 
switching between auto and 
manual focusing via a push-pull 
mechanism. A handy ‘L-Fn’ button 
can be assigned to wide-ranging 
functions, via in-camera menus. 
There’s no optical stabiliser: with 
Olympus bodies featuring sensor-
shift stabilisation, it doesn’t 
need one.

Performance
As with the Fujifilm lens on test, 
in-camera corrections enhance the 
optical qualities of the Olympus, 
even in raw mode. However, native 
sharpness is exemplary, even at 
the generous widest aperture of 
f2.8, which remains available 
throughout the zoom range.

M
ost APS-C format wide 
zooms stretch to a 
10mm focal length but 

this Sigma goes to just 8mm, 
giving a substantially wider 
maximum viewing angle. 
Available in a range of fitment 
options, the Canon mount edition 
is particularly attractive, where the 
shorter focal length compensates 
for Canon DSLRs’ 1.6x crop factor, 
compared with the more 
usual 1.5x.

As with the Olympus lens, the 
Sigma features a built-in hood, so 
there’s no attachment thread for 
fitting filters. Specialist filer 
systems with suitable adaptors 
tend to be expensive.

Four of the elements are 
top-spec FLD (Fluorite-grade Low 
Dispersion). Autofocus is of the 
ring-type ultrasonic variety and 
the lens features a focus distance 
scale. The Nikon-fit edition is 
compatible with all Nikon DSLRs.

Performance
Despite its wide viewing angle, 
image quality is very convincing, 
with great contrast and sharpness, 
even towards the corners. 
Resistance to ghosting and flare is 
also impressive, and the autofocus 
system is typically rapid and quiet.

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  
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 PERFORMANCE  
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 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  
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 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

Wide -1.84 Mid -1.1 Tele -0.41

Wide 0.82 Mid 0.43 Tele 0.52

Centre-sharpness is great even at f2.8, but 

corners benefit from stopping down a little.

Chromatic aberrations are basically a 

non-issue, even in the extreme corners.

Distortions aren’t quite as fully corrected 

as in the Fujifilm lens, but go unnoticed.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16

1500

1000

500

f2.8 f4

2000

2500

14mm10mm 12mm7mm

READINGS TAKEN 

FROM CENTRE

Wide -4.79 Mid 3.48 Tele 0.36

Wide 2.84 Mid 1.4 Tele 1.47

Excellent at the centre, sharpness remains 

good at the extreme edges.

There’s little colour fringing at 8mm and 

even less at longer zoom settings.

Barrel distortion is clearly noticeable at 

the short end but negligible at 16mm.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16

1500

1000

500

f2.8 f4.5

2000

2500

16mm12mm 14mm8mm

READINGS TAKEN 

FROM CENTRE

f22f22

Mount option: Micro Four Thirds Mount options: Canon EF-S Nikon DX Sigma SASony APentax K

KIT ZONE
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Upmarket design, bargain price New and much improved

Sigma 10-20mm f3.5  
EX DC HSM  

£330/$400

M
ore traditional than 
Sigma’s 8-16mm lens, 
this one is supplied with a 

separate hood and has an 
uncommonly large 82mm filter 
attachment thread. That’s 
mainly due to the lens having a 
wide aperture rating of f3.5, which 
remains constant throughout the 
zoom range. It’s only beaten by the 
Olympus f2.8 lens, although the 
Fujifilm f4 zoom also comes 
very close.

Other highlights of the Sigma 
include fast and quiet ring-type 
ultrasonic autofocus, with full-time 
manual override. The optical path 
includes four aspherical elements, 
one SLD (Special Low Dispersion) 
and two ELD (Extraordinary Low 
Dispersion) elements, while the 
mount options offer the same 
broad selection as the 
8-16mm lens.

Performance
Sharpness and contrast are very 
good, even when shooting wide-
open. Overall performance is 
better than from the Nikon 
10-24mm, while handling and build 
quality are very similar. However, 
the Sigma costs less than half the 
price of the Nikon rival, making it 
excellent value. 

A
vailable in Canon and 
Nikon mount options, this 
new edition of Tamron’s 

popular 10-24mm is a radical 
revamp. New features include 
HLD (High/Low toque-modulated 
Drive) autofocus, which is quicker 
and quieter than in the original 
lens. It also improves handling, as 
the focus ring no longer rotates 
during autofocus, and adds 
full-time manual override. 

There’s also Tamron’s Vibration 
Compensation stabilisation 
system.Build quality is uprated 
with a moisture-resistant design 
that offers a weather-sealed 
mounting plate and fluorine-
coated front element. Both mount 
options have an 
electromagnetically controlled 
aperture. This is bad news for 
owners of older Nikon DSLRs, as it 
makes the lens incompatible with 
many bodies up to and including 
the D200, D3000 and D5000. The 
same is true of Nikon’s own 
‘E-type’ lenses.

Performance
Tamron’s optical stabiliser has 
class-winning four-stop efficiency. 
Autofocus isn’t quite as quick or 
quiet as most ring-type ultrasonic 
systems, but it’s not far behind. 

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  
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Wide -2.14 Mid -2 Tele 1.01

Wide 1.81 Mid 2.45 Tele 0.89

Even wide-open, sharpness is very good 

across the frame and throughout the range.

Fairly negligible at both ends of the range, 

it’s a little worse at mid-range settings.

Barrel distortion is well controlled, with 

minor pincushion at 20mm.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16

1500

1000

500

f2.8 f3.5

2000

2500

20mm14mm 16mm10mm

READINGS TAKEN 

FROM CENTRE

Wide -3.98 Mid 0.7 Tele 1.21

Wide 2.05 Mid 3.23 Tele 1.22

Sharpness is very good but lab scores are 

mediocre for shots at very close range.

There’s a bit of fringing at mid-zoom 

settings but very little at either end.

Barrel and pincushion distortions at either 

end of the zoom range are well controlled.

FRINGING (AT F8) LOWER IS BETTER

SHARPNESS HIGHER IS BETTER

DISTORTION NEARER 0 IS BETTER

f5.6 f8 f11 f16

1500

1000

500

f2.8 f3.5

2000

2500

24mm14mm 18mm10mm

READINGS TAKEN 

FROM CENTRE

f22f22

Mount options: Canon EF-S Nikon DXMount options: Canon EF-S Nikon DX Sigma SASony APentax K
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Tamron 10-24mm  
f3.5-4.5 Di II VC HLD 

£580/$500



  

Canon EF-S  
10-18mm  

f4.5-5.6 IS STM

Fujifilm XF  
10-24mm 
 f4 R OIS

Nikon AF-S DX 
10-20mm 
f3.5-4.5G

Nikon AF-S DX 
10-24mm 
f3.5-4.5G

Olympus 7-14mm 
f2.8 Pro M.Zuiko 

Digital ED

Sigma 8-16mm 
f4.5-5.6  
DC HSM

Sigma 10-20mm 
f3.5  

EX DC HSM

Tamron 10-24mm 
f3.5-4.5  

Di II VC HLD

Contact www.canon 
.co.uk

www.fujifilm 
.co.uk

www.nikon 
.co.uk

www.nikon 
.co.uk

www.olympus.
co.uk

www.sigma-
imaging-uk.com

www.sigma-
imaging-uk.com

www.tamron.
co.uk

Street price £200/$280 £760/$1,000 £330/$310 £745/$900 £1,000/$1,200 £600/$700 £330/$400 £580/$500

Mount options EF-S X DX DX MFT EF-S  DX  K  A  
SA

EF-S  DX  K  A  
SA

EF-S  DX

Elements/groups 14/11 14/10 14/11 14/9 14/11 15/11 13/10 16/11

Diaphragm blades 7 blades 7 blades 7 blades 7 blades 7 blades 7 blades 7 blades 7 blades

Min aperture f22-29 f22 f22-29 f22-29 f22 f22 f22 f22-29

Optical stabiliser Yes Yes Yes No No No No Yes

Autofocus 
motor type

Stepping motor Stepping motor Stepping motor Ultrasonic (ring) Stepping motor Ultrasonic (ring) Ultrasonic (ring) Modulated Drive

AF manual 
override

Electronic Electronic Electronic Full-time Electronic Full-time Full-time Full-time

Max angle of view 
(diagonal)

107.5 degrees 110 degrees 109 degrees 109 degrees 114 degrees 121 degrees 110 degrees 108 degrees

Min focus 
distance

0.22m 0.24m 0.22m 0.24m 0.20m 0.24m 0.24m 0.24m

Max 
magnification

0.15x 0.16x 0.17x 0.20x 0.12x 0.13x 0.15x 0.19x

Focus distance 
scale

No No No Yes No Yes Yes Yes

Filter size 67mm 72mm 72mm 77mm None None 82mm 77mm

Hood £25/$25 Supplied Supplied Supplied Built-in Built-in Supplied Supplied

Dimensions  
(dia x length)

75 x 72mm 78 x 87mm 77 x 73mm 83 x 87mm 79 x 106mm 75 x 106mm 87 x 88mm 84 x 85mm

Weight 240g 410g 230g 460g 534g 555g 520g 440g

 BUILD & HANDLING 

 PERFORMANCE

 VALUE 

 FEATURES 

 OVERALL 

THE VERDICT

The Fujifilm is fabulous

Fujifilm’s XF 10-24mm f4 R OIS 
comes out on top in our tests

W
ith help from in-camera 
corrections, the full might 
of Fujifilm’s 10-24mm is 

unleashed. Image quality is stunning in all 
respects, the lens is impeccably built to 
the highest standards, and handling is a 
dream. The same is true of the Olympus 
7-14mm, but its built-in hood precludes 
the easy attachment of filters, often 
desired by landscape photographers.

choices for Pentax and Sony A-mount 
APS-C format cameras.

The own-brand Canon 10-18mm 
and Nikon 10-20mm lenses are good 
lightweight options that add stabilisation, 
making them nice travel lenses. Again 
though, there are incompatibility issues 
with the Nikon lens on older cameras. 
Nikon’s upmarket 10-24mm is a bit of an 
underachiever and relatively poor value.

Tamron’s new 10-24mm is the 
best-built and most feature-rich lens for 
Canon and Nikon shooters. However, it’s 
not compatible with older Nikon bodies, 
owners of which are best off with one 
of the Sigma lenses. The 8-16mm gives 
an astonishingly wide viewing angle, 
while the 10-20mm enables easy filter 
attachment and is unbeatable value at 
the price. These lenses are also the best 

HOW THE 

LENSES 

COMPARE 
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Learn how to use Adobe’s professional-level file editor to make amazing prints 

from your photos and discover the advantages of shooting and editing photos 

using your camera’s raw format

DISCOVER HOW TO PERFECT YOUR IMAGES IN 
PHOTOSHOP, ELEMENTS AND LIGHTROOM

ON SALE 

NOW

www.myfavouritemagazines.co.uk
Or get it from selected supermarkets & newsagents

Ordering is easy. Go online at:
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DEDICATED 
FLASHGUNS

THE CONTENDERS

1  Canon Speedlite 430EX III-RT £220/$300

2  Canon Speedlite 600EX II-RT £540/$480

3  Metz Mecablitz 52 AF-1 £210/$320

4  Metz Mecablitz 64 AF-1 £310/$480

5 Nikon Speedlight SB-700 £240/$330

6 Nikon Speedlight SB-5000 £500/$600

7  Nissin Di700A + Air 1 £200/$300

8  Phottix Mitros+ TTL Transceiver £330/$400

N
ot just for the dark 

times in life, or for 

indoor shooting, 

a flashgun can 

transform sunny-day portraits, 

filling in shadows and producing 

more balanced lighting. The 

full-sized, dedicated flashguns 

in this group test offer wide-

ranging benefits. 

TTL (Through The Lens) 

flash metering enables easy 

use in all sorts of conditions. 

Bounce and swivel heads give 

the option of reflecting light off 

ceilings and walls for a softer 

effect, and motorised zooms 

automatically track your lens’s 

focal length to extend the reach 

in telephoto shooting.

To varying extents, the 

flashguns on test also offer 

wireless connectivity, 

simplifying off-camera flash.

Add versatility to your lighting as we   
test TTL options
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Canon Canon

It’s more slave than master Canon’s flagship flashgun, updated

Canon Speedlite  
430EX III-RT

£220/$300

Canon Speedlite  
600EX II-RT  

£540/$480

T
he recent Mk III edition of 
Canon’s 430EX inherits a 
respectable maximum power 

rating of Gn (Guide number) 43, a 
motorised 24-105mm zoom head 
with 150 or 180 degrees of swivel 
to the left or right, respectively. 
On-board controls are now 
more intuitive.

Build quality is very good, albeit 
without the pro-grade finish of the 
600EX II-RT (right). High-speed 
sync and rear-curtain flash modes 
are supported, but there’s no 
stroboscopic repeat mode. 

Along with simplified controls 
and a cleaner layout, the Mk III also 
adds RF (Radio Frequency) 
triggering that was lacking in the 
Mk II flashgun. The Mk III lacks 
wireless master functions, so it 
can only be used in slave mode.

Performance 
TTL flash metering accuracy is 
spot-on, recycling speeds are fast, 
and maximum output is pretty 
good. Conventional infrared 
mode is retained to maximise 
compatibility, but the RF mode 
boosts off-camera range from 10m 
to 30m when using a compatible 
transmitter, and is more reliable 
in bright, outdoor conditions. 

N
ot simply a more powerful 
version of the 430EX II-RT 
(left)with a Gn 60 rating, 

Canon’s range-topping flashgun 
is a fully pro-spec device with 
a tough, weather-sealed 
construction, and advanced 
features to match. 

A crucial upgrade from the 
mid-spec Canon is the inclusion 
of wireless master facilities, both 
in infrared and RF modes; RF has a 
30m range that can work around 
corners or through obstacles. The 
motorised zoom has a range of 
20-200mm, there’s full 180-degree 
swivel in both directions and 
there’s a programmable strobe/
repeat mode.

Compared with the original 
600EX RT, the Mk II runs cooler, 
enabling up to 50 per cent more 
flashes in continuous shooting.

Performance
Maximum output is as powerful 
as any of the other top-rated 
flashguns on test, and recycling 
speeds are rapid when using 
alkaline as well as NiMH batteries. 
TTL accuracy is excellent and, 
overall, the 600EX II-RT combines 
spectacular performance with 
intuitive ease of use.

 VERDICT  

 OVERALL  

 BUILD & HANDLING  

 PERFORMANCE  

 VALUE  

 FEATURES  

TTL flash exposure gives accurate and 

very consistent results on wide-ranging 

Canon outfits.

With NiMH batteries installed, the recycle 

speed after a full-power flash is faster than 

that of the 600EX II-RT.

Measured power output at the 105mm zoom 

setting exceeds that of the higher-rated 

Metz 52 flashgun.
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SCORES CLOSER TO ZERO ARE BETTER

TTL ACCURACY (+/-EV)
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 RECYCLE SPEED (SEC)
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24mm 50mm 105mm

As with the 430EX III-RT, TTL accuracy is 

unerringly good with wide-ranging Canon 

bodies and lenses.

It’s a little slower to recycle after a 

full-power flash than the 430EX III-RT, 

on NiMH batteries.

The Speedlite 600EX II-RT exceeds the 

mighty Metz 64 for maximum output at long 

zoom settings.
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Micro Four Thirds SonyPentax Micro Four Thirds SonyPentaxCanon CanonNikon Nikon

Smarter than it looks See things in colour

Metz Mecablitz  
52 AF-1  

£210/$320

Metz Mecablitz  
64 AF-1 

£310/$480

T
ake a peek around the back of 
the mid-range Metz, and it 
looks too simple to be taken 

seriously, with just a pair of control 
buttons. However, you can prod 
a sophisticated set of features into 
action, thanks to the flashgun’s 
mono touchscreen.

The Gn 52 power rating is a cut 
above similarly priced Canon and 
Nikon flashguns, and the range 
of additional dedicated options 
stretches to Micro Four Thirds, 
Pentax and Sony. As with all other 
flashguns on test, the Metz features 
a bounce and swivel head with 
motorized zoom, 24-105mm in 
this case, complete with a wide-
angle diffuser and reflector card.
It lacks the RF triggering of some 
flashguns here but, unlike 
the Canon 430EX III-RT, infrared 
wireless modes include both master 
and slave functions. (check the Metz 
website for compatibility.) 

Performance
Outright power levels don’t quite 
match expectations and recycling 
speeds are a little pedestrian, while 
TTL flash metering tends to be a 
bit bright. Even so, performance is 
good overall and slick controls make 
this Metz easy to live with.

O 
ffering a sizeable step up 
from the 52 AF-1 (left), this 
is Metz’s range-topping 

powerhouse of a flashgun, with 
pro-level aspirations. It has a 
beefier Gn 64 power rating, 
a bigger 24-200mm motorized 
zoom range, an extended tilt 
function that stoops to -9 degrees, 
and an additional strobe/repeat 
flash mode. It’s also the only 
flashgun here to feature a sub-
flash module, ideal for adding a 
little fill-flash when using the head 
in bounce or swivel mode.

Like the 52 AF-1, this upmarket 
Metz has a touchscreen that 
should prove more intuitive for the 
smartphone generation – but this 
time it’s colour rather than mono, 
and even clearer for menu 
navigation. Again, there are full 
wireless master and slave modes, 
but they’re limited to infrared, not 
supported in RF connectivity.

Performance
TTL flash metering here is more 
accurate than in the 52 AF-1, 
with just a smidge of over-
exposure. Despite the bigger 
power output, recycling is faster 
on NiMH batteries, but there’s a big 
slowdown if you use alkaline cells.
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 FEATURES  

There’s just a hint of over-exposure in TTL 

mode in our test shots, equating to about 

1/6th of a stop overall.

On NiMH batteries, the 52 AF-1 is slower 

to recycle after a full-power flash than 

any other flashgun on test.

It’s practically as fast as the Canon 600EX 

II-RT on NiMH batteries, but twice as slow 

on alkaline.

It’s joint poorest in the group for maximum 

output at 105mm, with the lower-rated Nikon 

SB-700 flashgun.

The 64 AF-1 is powerful but, as with the 

Metz 52 AF-1, measured output fell below 

the specified Gn ratings.
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In most conditions, the 52 AF-1 is overly 

bright, equating to half a stop, but at least 

it’s consistent.
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Nikon Nikon

The Speedlight SB-700 is quick when using 

NiMH batteries, but only manages half the 

speed with alkaline cells.

The SB-700 punches above its Gn 38 rating, 

nearly matching some of the other flashguns 

in our lab tests.

Excellent accuracy and consistency are 

assured, while TTL-BL mode strikes a good 

balance with ambient lighting.
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SCORES CLOSER TO ZERO ARE BETTER

TTL ACCURACY (+/-EV)

RECYCLE SPEED (SEC)

      NiMH        ALKALINE

POWER OUTPUT
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Recycling is super-fast with NiMH 

batteries, and not much slower when 

using alkaline cells.

At shorter zoom settings, the Speedlight 

SB-5000 gives the most powerful output 

of any flashgun on test.

Accuracy is flawless and, unlike with the 

SB-700, there’s on-board access to TTL 

and TTL-BL modes.
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It goes for quality over raw power Added power and radio reception

Nikon Speedlight  
SB-700  

£240/$330

Nikon Speedlight 
SB-5000 

£500/$600

T
here’s a feast of features in 
this mid-range Nikon 
Speedlight. Luxuries include 

full master and slave wireless 
functions; a range of illumination 
patterns to choose from; and 
downward as well upward tilt and 
full 180-degree swivel in both 
directions. It beats the competing 
Canon 430EX III-RT in all these 
respects, as well as boasting a 
bigger 24-120mm zoom range. 
However, wireless connectivity 
is limited to infrared.

There’s a good range of supplied 
accessories, including a diffusion 
dome and colour matching filters 
for both tungsten and fluorescent 
lighting. On-board controls are easy 
to operate, but you can only switch 
between Nikon’s TTL and TTL-BL 
(Balanced Light) flash metering 
modes by changing the main 
exposure metering mode on the 
host camera body.

Performance 
Despite having the lowest rating of 
any flashgun on test, at Gn 38, the 
SB-700 wasn’t far below some 
competitors in our lab results, 
and beat the Metz 52 AF-1 at the 
105mm zoom setting. Recycling is 
fast and TTL accuracy is excellent.

N
ikon’s newest flashgun 
replaces the SB-910 as the 
company’s flagship model. 

Compared with the SB-700, it adds 
a more powerful Gn 55 rating; a 
longer 24-200mm motorised 
zoom range, a programmable 
strobe/repeat flash mode; on-
board selection of TTL and TTL-BL 
modes; and the option of using 
an external power pack.

A new integral cooling system 
enables quick-fire shooting for 100 
or more shots, even at full output 
power. Nikon has taken a leaf out of 
Canon’s book and incorporated RF 
wireless communication as well as 
infrared, although it’s not so well 
implemented. Whereas the Canon 
600EX II-RT features an RF 
transceiver, the SB-5000 only 
has a receiver and can’t work as a 
‘master’. To use multiple flashguns 
with RF, you’ll need the WR-R10 
transceiver, plus a WR-A10 adaptor 
if your camera has a 10-pin port, 
adding as much as £165/$200.

Performance
Continuous shooting stamina 
aside, the main performance boost 
over the SB-700 is in maximum 
output power. TTL accuracy and 
recycling speeds are excellent.
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SonyCanon Nikon SonyCanon Nikon

Recycling speed after a full-power flash is 

the outright quickest in the group, using 

NiMH batteries.

Recycle speeds from the Mitros+ are a little 

below average, but still fairly respectable 

when using NiMH cells.

Despite the reasonable price tag, the Nissin 

goes toe to toe with the Canon 600EX II-RT 

for maximum power.

The maximum zoom setting is 105mm, at 

which point the output power is a little down 

on some competitors.

TTL metering is very consistent, but 

benefits from dialling in +0.5EV of flash 

metering compensation.

Over-exposure equating to nearly a full 

f-stop is the norm, so some negative 

compensation is often required.

0.25 0.250.5 0.51 1-0.25 -0.25-0.5 -0.5-1 -1

-0.5 0.83

0 0

SCORES CLOSER TO ZERO ARE BETTER SCORES CLOSER TO ZERO ARE BETTER

TTL ACCURACY TTL ACCURACY

RECYCLE SPEED RECYCLE SPEED

      NiMH        ALKALINE       NiMH        ALKALINE

POWER OUTPUT POWER OUTPUT

G
n

G
n

50 50

30 30

20 20

10 10

40 40

60 60

FULL FULLPOWER POWER1/2 1/21/4 1/41/8 1/81/16 1/161/32 1/321/64 1/641/128 1/1281/256 1/256

24mm 24mm50mm 50mm105mm 105mm

Micro Four Thirds

A
vailable in Canon, Nikon and 
Sony options, this is a 
seriously pro-grade 

flashgun. It offers a full range of 
high-speed sync, rear-curtain and 
programmable strobe/repeat flash 
modes, a generous Gn 58 power 
rating, and excellent build quality. 
There’s an external power pack 
socket and, like the Canon 600EX 
II-RT, the Phottix has a weather-
sealed mounting foot to shroud 
the camera’s hotshoe.

Also like the flagship Canon, the 
Phottix includes an RF transceiver. 
This puts it ahead of the Nikon 
Speedlight SB-5000, because you 
can use the Phottix as a wireless RF 
master as well as a slave unit in 
multi-flashgun setups, without 
having to buy an additional RF 
transmitter or transceiver. Even 
so, the flashgun is additionally 
compatible with Phottix Odin 
and Strato radio triggers.

Performance
TTL flash is a bit on the bright side, 
but at least it’s consistent. The 
maximum output lags a little 
behind the most powerful 
flashguns in the group but, 
overall, the Phottix is feature-
rich and a solid performer.

Simple yet highly effective Do the hotshoe shuffle

Nissin Di700A +  
Air 1  

 £200/$300

Phottix Mitros+ TTL 
Transceiver  

£330/$400

T
he disarmingly simple 
on-board interface of the 
Nissin Di700A is based on a 

solitary Set button and a 
surrounding control wheel, which 
sit below a colour screen. 
Operating modes include fully 
automatic, TTL, manual and no 
fewer than three wireless modes. 
Anything beyond rudimentary 
settings like TTL exposure bias, 
requires the use of on-camera 
menus. These include rear-curtain 
sync, high-speed sync and 
manual zoom of the motorised 
24-200mm head.

Wireless slave mode via infrared 
is available with the assignment of 
three independent groups. There’s 
also a digital optical slave mode, 
which ignores the pre-flash pulses 
of master flashguns, plus a film 
slave mode, which triggers on the 
first pulse of light. Both modes 
require manual power settings.

Performance
Recycling speed is very fast, 
despite a high maximum power 
output. The bundled Air 1 
Commander slots into a hotshoe 
and enables advanced RF control 
and triggering of compatible Nissin 
flashguns in wireless slave mode.
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THE VERDICT

Canon takes the win
The Canon Speedlite 600EX II-RT takes top honours

F
or its robust and weather-sealed build, 
powerful output, redesigned and 
simplified interface, plus a huge array 

of features, the Canon 600EX II-RT is the 
outright winner of the group. The inclusion 
of an RF transceiver for both master and 
slave wireless connectivity over an extended 
30mm range is the icing on the cake. If you 
don’t need prolonged rapid-fire stamina, or 
quite such a high-powered maximum output, 
the Canon 430EX III-RT is also attractive, but 
it’s hamstrung by not being able to work as a 

wireless master in multi-flashgun setups.
The Nikon SB-5000 is another top-
performance, fully pro-grade flashgun, but 
the lack of RF transmission seems quite an 
oversight. The SB-700 is a more sensible buy 
for most Nikon shooters, but the Metz 64 
AF-1 and Phottix Mitros+ TTL Transceiver are 
also excellent choices, and not only for 
Canon and Nikon outfits. 

Nissin’s Di700A + Air 1 only real drawback 
is having to access most settings via the host 
camera’s menu system. 

HOW THE 

FLASHGUNS 

COMPARE
Canon Speedlite 

430EX III-RT
Canon Speedlite 

600EX II-RT
Metz Mecablitz 

52 AF-1
Metz Mecablitz 

64 AF-1
Nikon Speedlight 

SB-700
Nikon Speedlight 

SB-5000
Nissin Di700A 

+ Air 1
Phottix Mitros+ 
TTL Transceiver

Website www.canon.co.uk www.metzflash.co.uk www.nikon.co.uk nissindigital.com phottix.co.uk

Target price £220/$300 £540/$480 £210/$320 £310/$480 £240/$330 £500/$600 £200/$300 £330/$400

Dedication

Max claimed Gn 
(ISO 100, metres)

Gn 43 Gn 60 Gn 52 Gn 64 Gn 38 Gn 55 Gn 54 Gn 58

Bounce (degrees) 0 to 90 degrees -7 to 90 degrees 0 to 90 degrees -9 to 90 degrees -7 to 90 degrees -7 to 90 degrees -7 to 90 degrees -7 to 90 degrees

Swivel (left/right) 150 / 180 180 / 180 180 / 120 180 / 120 180 / 180 180 / 180 180 / 180 180 / 180

Zoom range 24-105mm 20-200mm 24-105mm 24-200mm 24-120mm 24-200mm 24-200mm 24-105mm

Wide-angle diffuser 14mm 14mm 12mm 12mm 12mm 14mm 16mm 14mm

Reflector card Yes Yes Yes Yes Yes Yes Yes Yes

Flash exposure 
compensation

+/-3EV +/-3EV +/-3EV +/-3EV +/-3EV +/-3EV +/-2EV +/-3EV

Manual power 
settings

1/1 to 1/128 1/1 to 1/128 1/1 to 1/128 1/1 to 1/256 1/1 to 1/128 1/1 to 1/256 1/1 to 1/128 1/1 to 1/128

AF-assist beam Red lamp Red lamp Red lamp Red lamp Red lamp Red lamp Red lamp Red lamp

Secondary lamp No No No Sub-flash No No No No

Wireless  
Master/Slave

Slave IR/RF Master/Slave IR/
RF

Master/Slave IR* Master/Slave IR Master/Slave IR Master/Slave IR/
RF

Slave IR/RF* Master/Slave 
IR/RF

Additional flash 
modes

HSS, RC HSS, RC, Strobe HSS, RC HSS, RC, Strobe HSS, RC HSS, RC, Strobe HSS, RC (no HSS 
for Fuji)

HSS, RC, Strobe

TTL flash exp error 0EV 0EV +0.5EV +0.16EV 0EV 0EV -0.5EV +0.83EV

Full-power recycle 
(NiMH/alkaline)

2.4/3.4 seconds 3.2/3.4 seconds 4.1/5.2 seconds 3.4/7.4 seconds 2.7/5.4 seconds 2.3/2.9 seconds 2.2/3.4 seconds 3.5/7.1 seconds

Flash info LCD Yes Yes Yes (touchscreen) Yes (colour/touch) Yes Yes Yes (colour) Yes

Supplied 
accessories

Pouch, stand, 
dome, filter

Pouch, stand, 
dome, filters

Pouch, stand Pouch, stand Pouch, stand, 
dome, filters

Pouch, stand, 
dome, filters

Stand, RF 
commander

Pouch, stand, 
dome

Dimensions 
(W x H x D)

71 x 114 x 98mm 79 x 143 x 123mm 73 x 134 x 90mm 78 x 148 x 112mm 71 x 126 x 105mm 73 x 137 x 104mm 75 x 140 x 115mm 78 x 147 
x 103mm

Weight 295g 435g 346g 422g 360g 420g 380g 427g

 BUILD & HANDLING 

 PERFORMANCE

 VALUE 

 FEATURES 

*varies with fit option
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THE WORLD’S FAVOURITE 
PHOTOGRAPHY MAGAZINE

Also available on your tablet or phone!

NO. 1 
FOR 

GIFTS

Buy an issue or subscribe at 
www.bit.ly/buydcam

Take your camera skills to the next level with 
the world’s leading magazine for SLR & CSC users
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MONOPODS
Find out which of these go-anywhere supports is worthy of a space in your kit bag

VERDICT  

w w w . m a n f r o t t o . c o . u k

Gitzo Series 2  
Traveler GM2562T

£239/$290 

H
ere we have Gitzo’s lightest and 

most compact monopod, but it 

doesn’t compromise on quality 

despite those attributes. The Carbon 
eXact tubing is incredibly rigid, even down 
to the spindly 11.2mm-diameter bottom 
section.However, Gitzo’s Traveler G-lock 
twist-lock clamps, while ergonomic and 
precise, have more lateral play when 
they’re fully tightened than we found in 
rival designs, compromising overall 
rigidity. They hold fast under 
compression, though, and the Traveler is 
a joy to use on the go when you need to 
travel as light as possible. It’s pricey, yes, 
but a fine travel companion.

MATERIAL:    Carbon-fibre
SECTIONS:    Six
MAX LOAD:    12kg
EXTENDED LENGTH:   142cm
PACKED LENGTH:  36cm
WEIGHT:    405g

w w w . i n d u r o g e a r. c o m

Induro CLM304L  
Stealth

£117/$175

T
he Stealth could well slip under 

your radar, with its average weight 

and size specs, and few frills. But 
there are hidden depths here. Induro’s 
nine-layer carbon tubing and generous 
21mm minimum leg diameter help make 
this the stiffest support of the bunch.

The tube sections are linked by 
extra-wide twist-lock clamps that are 
wonderfully easy to grip in all weathers; 
and they don’t slip, even when subjected 
to far more than the recommended 18kg 
payload capacity.

The only minor issue is a fixed foot 
that’s considerably smaller than Benro’s 
design, and can’t be changed for a spike.

MATERIAL:    Carbon-fibre
SECTIONS:    Four
MAX LOAD:    18kg
EXTENDED LENGTH:   158cm
PACKED LENGTH:  52.5cm
WEIGHT:    520g

VERDICT  

w w w . b e n r o e u . c o m

Benro Adventure  
MAD49A
£53/$65

T
his is the heaviest leg here by 

over 200g, but it’s also the tallest. 
It manages not be especially long 

when packed, and the aluminium tubing is 
impressively rigid.

Flip clamps make for speedy set-up; 
they’re a more streamlined shape than 
Manfrotto’s clamp design, and they can 
be user-maintained should they ever work 
loose. Another nice touch is the oversized 
50mm-diameter foot: it offers unrivalled 
grip on flat surfaces and links to the leg 
via a manoeuvrable ball joint.

If weight is an issue, a 620g carbon 
version is also available, albeit for well 
over twice the price. 

MATERIAL:    Aluminium
SECTIONS:    Five
MAX LOAD:     18kg
EXTENDED LENGTH:   191cm
PACKED LENGTH:  54cm
WEIGHT:    840g
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FIVE THINGS TO LOOK FOR...

1 
STAND TALL

Check that the 
monopod can extend 
high to enable a natural 
shooting position.

2 
GET A GRIP 

The ability to 
switch a rubber foot for 
a spike can be useful 
when on softer ground.

3 
FLIP OR TWIST 

Flip clamps tend 
to be faster but bulkier 
than twist-locks, and 
can work loose.

4 
STABILISING 

INFLUENCE 

Some designs offer 
optional flip-out feet to 
increase stability.

5 
TOP IT OFF 

Most monopods 
can switch top mount 
sizes so you can 
choose a head to suit.
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Manfrotto XPRO 
MPMXPROC4

£154/$200

T
he standout feature of Manfrotto’s 

entry are its user-serviceable 

Quick Power Lock extension 

clamps. The levers extend on both sides 
of the hinge, creating a push/pull design 
that’s faster and more satisfying to use 
than conventional clamps, although 
they’re also less compact. Overall rigidity 
is good, if not quite up there with the 
Induro or Novo legs, partly due to 
Manfrotto’s slightly narrower 16mm leg 
diameter. The price is justified by a quality 
embossed rubber grip that’s a cut above 
foam alternatives, and a clever camera 
fixing screw which automatically switches 
between 1/4 and 1/3 inch.

MATERIAL:    Carbon-fibre

SECTIONS:    Four
MAX LOAD:    7kg
EXTENDED LENGTH:   164.5cm
PACKED LENGTH:  53cm
WEIGHT:    600g

w w w . n e s t s t y l e . c o m

Nest NT  
M2290

£90

F
irst, it’s worth noting that although 

the RRP for this monopod is £90, 

Nest has it on long-term sale at 

half-price. This makes it incredible value, 
as the extended height and maximum/
minimum leg diameters closely match the 
Manfrotto XPRO, yet Nest’s design 
is noticeably lighter and more compact 
when compressed.

The latter is thanks to splitting the leg 
into five sections, although this does 
compromise rigidity: there’s a similar 
amount of lateral joint play as in the Gitzo, 
but Nest’s 20kg load rating is credible. It’s 
a shame you can’t change the fixed 
rubber foot for a spike, though.

MATERIAL:    Carbon-fibre

SECTIONS:    Five
MAX LOAD:    20kg
EXTENDED LENGTH:   164.5cm
PACKED LENGTH:  46cm
WEIGHT:    450g

w w w . n o v o - p h o t o . c o m

Novo Explora  
MP20

£80

T
his is the longest monopod here 

when compressed. It extends high, 
though, and while using four rather 

than five leg sections reduces 
compactness, it ups rigidity. Combine this 
with the thick 20mm minimum leg 
diameter and twist-lock clamps that 
refuse to slip under much more weight 
than the rated 20kg, and the Explora 
rivals even the mighty Induro for stiffness.

Everything stands on a good-sized 
rubber foot, which can be removed to 
reveal a decent spike. Factor in the 
reasonably light weight and the 
respectable construction quality and 
you’ve got unbeatable value.

MATERIAL:    Carbon-fibre

SECTIONS:    Four
MAX LOAD:    20kg
EXTENDED LENGTH:   182cm
PACKED LENGTH:  57.5cm
WEIGHT:   480g
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w w w . c a c t u s - i m a g e . c o m

Cactus V6 
£70/$60

T
he Cactus V6 is something special 

in the wireless trigger world: it can 

simultaneously trigger flashguns 

from all major manufacturers, including 

Canon, Nikon, Nissin and Sigma. The 

cross-compatible hotshoe design also 

means the V6 isn’t picky about which 

camera you mount it to, and it can be 

triggered via a standard PC Sync socket.

You’ll need two V6 units to get started: 

one set as transmitter, the other as 

receiver. This makes the combined price 

double what we’ve quoted, and therefore 

slightly less appealing. However, the 

system offers an excellent 100+-metre 

range and the ability to manage four flash 

groups over 16 possible channels.

Everything’s controlled by a clear, 

backlit LCD screen and intuitive controls, 

while the V6’s build quality is up to 

a professional standard with metal 

hotshoe mounts top and bottom. 

These connections also feature TTL 

passthrough, so an on-camera flashgun 

can still use TTL metering.

PROS: Cross-brand flashgun and 

camera compatibility

CONS: Won’t wirelessly transmit TTL 

metering signals

w w w . n i s s i n d i g i t a l . c o m

Nissin Air 1 Commander 
& Air R receiver

£60/$90 & £60/$70

N
issin’s Air System uses a 2.4GHz 

radio frequency link for up to 30 

metres of wireless range. That’s a 

fair distance short of some rival systems, 

but we found it more than adequate, with 

obstacles posing no connectivity issues.

The Air 1 Commander unit is totally 

intuitive to operate, with a clear, logical 

display and pared-down controls. It still 

packs in the features, though, like remote 

power adjustment of three flash groups 

and an AF assist lamp, not to mention 

wireless TTL compatibility with Canon, 

Nikon, Sony, and Fujifilm TTL systems.

You can control Nissin’s own Di700A 

and i60A flashguns directly from the Air 1 

without an Air R receiver attached. The 

receiver itself is just as compact as the 

Commander, and is also powered by 

AAA batteries. It has eight selectable 

channels, and Nissin has thoughtfully 

added a little flip-down foot that lets you 

stand the receiver and attached flashgun 

on a flat surface.

PROS: Compact and very easy to use; 

good build quality; TTL triggering

CONS: Relatively short range; can’t 

match the Phottix or PocketWizard 

devices for pro features

 w w w . h a h n e l . i e

Hähnel Viper TTL
£160/$180

T
he original Viper system was a 

simple but very effective trigger 

with an impressive 2.4GHz, 

100-metre range. However, it was Canon-

only and lacked TTL transmission – but 

now Hähnel has addressed both these 

limitations. The Viper TTL kit comes in 

Canon, Nikon and Sony variants, with TTL 

compatibility for all three brands. We 

found the TTL mode on our Nikon sample 

worked perfectly.

You still get remote control of flashgun 

power from the transmitter, with the clear 

backlit LCD screen and logical controls 

making it a cinch to use. Flashguns can be 

arranged into up to three groups. 

Although there’s no choice of frequency 

channels, Hähnel goes one better with a 

Digital Channel Matching system, which 

securely codes the transmitter and 

receivers together to prevent 

interference.

The build quality here isn’t quite on 

a par with that of the Cactus or Phottix 

triggers, but it’s not far off and features 

metal mounts all round.

PROS: Effective long-range control and 

TTL triggering of multiple flashguns

CONS: Lacks some advanced features; 

WIRELESS FLASH TRIGGERS
Free your flashgun or create advanced multi-light setups:  

it’s all possible with a wireless flash trigger…
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w w w . p h o t t i x . c o m

Phottix Odin II
Transmitter: £160/$210 

Receiver: £125/$160

T
he Odin II system is available for 

Canon or Nikon systems, and its 

premium price reflects the 

extensive feature set. Where most 

triggers have three group options, Phottix 

gives you five, as well as 32 frequency 

channels and Digital ID matching to 

maintain a secure, uninterrupted 

connection. Naturally there’s wireless 

TTL, and even flash zoom control.

It’s small wonder, then, that the Odin 

II’s performance is outstanding. 

Sustained burst shooting posed no 

problems; nor did long-range triggering. 

We were able to shoot at our test 

camera’s 1/200 sec maximum sync 

speed with no banding, although there 

is a High Speed Sync mode that’ll top 

out at 1/8,000 sec.

With so much to play with, the Odin II 

isn’t the most accessible system for 

newcomers, but its streamlined control 

layout and clear backlit screen are a 

pleasure to use.

PROS: Wireless TTL triggering; numerous 

advanced features

CONS: More complicated than most 

systems; high combined cost

w w w .y o n g n u o . e u

Yongnuo RF-602 
Wireless Flash Trigger

£19/$23

S
hoestring budget contenders like 

this can often disappoint, but first 

impressions of the RF-602 are 

encouraging. The fit and finish are more 

than acceptable for the money, and while 

the receiver’s coldshoe mount is plastic, 

the two hotshoes are metal.

Although there are no group options, 

16 frequency channels are available to 

avoid interference, although they’re set 

using microscopic switches under the 

transmitter. A full-on 2.4GHz RF link 

provides a genuine 100-metre range 

and, when testing at closer distances, 

Yongnuo claims sync speeds of up to 

1/250 sec. We could only manage a 

reliable 1/160 sec sync in our testing, 

but the connection was stable enough 

to avoid misfires during burst shooting.

The final trick up the RF-602’s sleeve is 

it can be used as a wireless shutter 

release: just connect the receiver to 

your camera’s remote socket, then the 

two-stage button on the transmitter 

focuses before firing the shutter.

PROS: Low price; long range; wireless 

shutter release capability

CONS: Transmitter requires a CR2 

w w w . p o c k e t w i z a r d . c o m

PocketWizard MiniTT1 
& FlexTT5 

£190/$170 & £200/$184

P
ocketWizard is a pro favourite in 

this sector, and it’s easy to see why 

with this no-compromise combo. 

The FlexTT5 transceiver can double as a 

transmitter or receiver, but we went with 

the smaller MiniTT1 transmitter. This 

comes in Canon and Nikon flavours and 

supports TTL metering over a huge 

240-metre range. If that’s not far enough, 

this can be increased to a staggering 365 

metres in Basic Trigger mode, which 

allows the MiniTT1 or FlexTT5 to work on 

any camera with a standard hotshoe.

The FlexTT5 enables high-speed sync 

with compatible flashguns, allowing for 

super-fast shutter speeds up to 1/8000 

of a second. You can tweak this and 

adjust the plethora of other advanced 

features, including extensive channel 

options, by connecting the on-board USB 

port and using PocketWizard’s Utility 

software, which also enables the device to 

receive firmware updates.

PROS: Flawless performance; works with 

advanced flashgun features

CONS: Even more daunting to learn than 

the Odin II; underwhelming build with 

plastic mounts

FIVE THINGS TO LOOK FOR...

1 
These kits all use 
radio frequency 

(RF) triggering, which 
provides up to 100m of 
range without needing 
a direct line of sight.

2 
A system with 
multiple channel 

options or channel 
coding will lock out 
possible interference 
from other RF devices. 

3 
A triggering 
system that 

wirelessly transmits 
TTL metering signals 
is a must if you rely 
on a TTL flashgun.

4 
Don’t want to run 
between multiple 

flashguns? Some 
triggers let you remote-
control flashguns from 
the transmitter.

5 
A trigger and 
flashgun with high 

speed sync can up the 
camera’s normal flash 
sync speed  to as much 
as 1/8,000 sec.
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FLASHGUN MODIFIER KITS
Flashguns are great, but they need a little help to really shine

VERDICT  

VERDICT  

1

w w w . r o b e r t w h i t e . c o . u k 

Honl Photo 16 Piece Master Flash Kit
£304/$340

 

T
his mega kit contains a 23cm 

conical-shaped collapsible 

softbox, large and small roll-up 

snoots, a bounce card, a flag and 

6mm and 3mm grid attachments, 

plus three packs of gels for colour 

correction, creative effects, and 

autumn tints. The relatively large 

softbox is very good at diffusing light, 

and the other modifiers work well and 

attach easily, although the grids don’t 

hold very securely. Like the Hähnel kit, 

most items are light and pack flat for 

on-the-go versatility. However, this is 

still mostly just a fabric and Velcro 

affair, and although you get plenty 

of kit, there are only seven modifiers 

plus gels, making the price high. 

VERDICT  

2
w w w . h a h n e l . i e

Hähnel Universal Flash Accessory Kit
£40/$70

D
espite being the cheapest 

option here, you get a lot to 

play with. There’s a compact 

softbox to take the edge off shadows, 

plus a honeycomb grid and a roll-up 

snoot to concentrate light into a 

tighter beam. Several gels are 

included to add a splash of colour, 

and a small panel is included that’ll 

double as a reflector or bounce card.

Each accessory fixes to your flashgun 

using a simple Velcro strap system, 

while a useful adjustable bracket 

attaches your flashgun to a tripod or 

light stand.

Although the modifiers can be 

useful, lasting appeal is limited. The 

softbox is too small to have much 

effect, and the honeycomb 

attachment is very basic. 

w w w . c a l p h o t o . c o . u k

Calumet Speedlight Modifier System
£99/$129

 

C
alumet’s kit consists of a 

diffuser for softening light, a 

snoot for focusing it, and a 

compact beauty dish for portraiture. 

The elliptical diffusion dome is a rigid 

plastic design that’s bulky compared 

to flat-pack alternatives and blocks 

around three stops of light, but its 

softness is superb.

The corrugated snoot is also bulky, 

but its metal construction enhances 

durability and heat-resistance. Two 

honeycomb end caps are included 

to create an even tighter beam.

For optimal portrait lighting, the 

150mm metal beauty dish does a 

decent job of softening light while still 

preserving some catchlight sparkle.

3



FIVE THINGS TO LOOK FOR...

1 
VERSATILITY

Kits are great for 
creative lighting, but 
you’ll get softer results 
with a diffusion device.

2 
PORTABILITY

If a modifier won’t 
fit in your kit bag, it’s 
not much use. Go for 
collapsible designs.

3 
COMPATIBILITY 
Most modifiers 

will fix to your flashgun 
with a simple strap or 
elastic band.

4 
SYSTEMS

Some kits are 
entire systems based 
around one universal, 
quick-release mount.

5 
LIGHT LOSS

Ramp up the 
flash power to 
compensate for 
the modifier.
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6

4

w w w . r o g u e f l a s h . c o m

Rogue FlashBender 2 Portable Lighting Kit
£150/$200

 

F
lashBender modifiers have a 

bendable construction that lets 

one fabric panel transform from 

a flat reflector to a curved bounce 

card, or even a snoot when rolled 

into a tube. Add a diffusion sheet and 

the panel becomes a tall, shallow 

softbox. This kit also includes a 

second mini FlashBender panel and 

diffuser; for more creative effects, fit 

the 3-in-1 honeycomb grid modifier 

to get a more focussed light beam. 

You’ll also find 20 coloured gel inserts 

to go with it, plus an additional gel set 

that’ll fit neatly over a bare flash.

Build quality is the best here, 

and the clever construction makes 

this kit the most enjoyable to use.

VERDICT  

5
w w w . s n a p p e r s t u f f . c o m

LumiQuest Location/Portrait Kit
£78/$80

 

L
umiQuest offers various kit 

configurations of its extensive 

range of flashgun modifiers, but 

this is a good all-round starting 

point. You get a reasonably large 23 x 

20cm softbox, an extendable snoot, 

and a pack of gels with a holder.

The standout feature of the kit is 

its portability. Everything folds flat 

and stows in a slim 25 x 23cm wallet, 

making this the most convenient 

option on test. 

Despite their collapsible design, 

the modifiers are easy to fit and hold 

securely via stretchy Velcro straps. 

They perform well, but none excels. 

The softbox does a fair job of 

diffusing your flash, while the snoot 

already focuses light tightly without 

with the additional extension tube.

w w w . m a n f r o t t o . c o . u k

Lastolite Strobo Kit Direct to Flash
£98/$111

 

L
astolite’s Strobo range 

contains numerous modifiers 

that can attach to two universal 

mounts: a bracket design for use 

with an off-camera flash, and a 

mount that clamps directly to your 

flashgun’s head. This kit includes 

the latter, and it attaches quickly and 

securely. Inside the mount are 

magnets which make it a cinch to 

apply individual modifiers, and 

multiple modifiers can easily be 

stacked for custom effects.

9mm and 6mm grid modifiers are 

included, as are a pair of gel mounts, 

plus a dozen gels including warming, 

cooling and colour effect filters, plus 

a 2-stop ND filter and a frosting filter.
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CLOUD STORAGE
Back up your images securely and gain access to them wherever you happen to be...
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w w w.f l i c k r.c o m

Flickr
£5.99/month £49/year  
$5.99/month $49/year  

Windows & macOS

F
lickr has built its name as the key 

online location for photographers. 

It has tools and galleries that have 

been designed to enable you to share and 

communicate with other photographers.

Flickr as a storage platform is quite 

different from the other cloud storage 

solutions on test. You get 1TB of photo 

storage for free; if you upgrade to the Pro 

Plan, you get the same 1TB of storage, 

along with ad-free pages, a Desktop 

Uploadr (sic) program and 20% off 

Adobe’s Creative Cloud Photography Plan.

Flickr doesn’t support raw files or any 

file that isn’t an image. There are desktop 

and mobile apps to quickly upload your 

files, as well as Lightroom and Aperture 

plug-ins that enable you to upload directly 

from those programs.

Flickr is really the only solution with 

a firm social network foundation rather 

than storage. But with the rise of 

Instagram, Facebook and Twitter, along 

with the cloud offerings of the other 

systems on test, Flickr as a platform is 

looking dated, both visually and in its 

support for files and workflows.

Flickr gives you 1TB free storage, but even 

the Pro version doesn’t support raw files.

Dropbox is very handy for photos but  

is really designed for all file types.

Amazon’s Prime Photos and Unlimited 

Storage plans offer all the space you need.

w w w. d r o p b o x . c o m

Dropbox
£7.99/month £79.99/year  
$9.99/month $99/year 

Windows & macOS

D
ropbox has been the go-to storage 

choice for many years. It gives you 

2GB free – after that you need to 

upgrade to the Pro version at £7.99 a 

month, which offers 1TB of storage.

The interface enables you to drag 

the files you want to store online into a 

Dropbox folder on your machine; these are 

automatically stored in the cloud as 

a reflection of what is on your machine. 

If you delete files from your computer, they 

are also removed from Dropbox.

You can set up the folder structure 

inside your Dropbox in any way that you 

want, and access everything from a web 

browser as well as your own computer or 

mobile device. Once the files are in place, 

they can easily be shared with anyone of 

your choosing.

Using the mobile app is equally easy 

and enables you to again preview, 

download and share your files easily. 

Although Dropbox doesn’t offer a 

dedicated imaging application, the simple 

folder structure design will appeal to those 

who like to have full control over the way 

their files are stored and organised. 

w w w. a m a z o n . c o . u k /c l o u d d r i v e

Amazon Drive
£55/year / $60/year 
Windows & macOS

A
mazon’s cloud storage comes in 

two options: Prime Photos, which is 

part of the Amazon Prime service; 

or Unlimited Storage. Prime Photos offers 

unlimited storage for photos including raw 

files (a full list of compatible cameras can be 

found on the site) and up to 5GB of storage 

for all other file types, including movies. 

Unlimited Storage enables you to store 

unlimited files of any type.

Both options enable you to upload either 

directly through your web browser or 

through the Amazon Drive app, which is 

available for MacOS, Windows, iOS 

and Android. Once it’s installed on your 

desktop machine, you can set the 

application to watch and upload files from 

selected folders automatically, ensuring 

that your files are always backed up.

Once the images are in place on the 

server, you can access and download from 

any another device you log in to. The simple 

Amazon Drive interface reflects the folder 

structure of the machines or devices that 

you’ve backed up. It also has full support for 

all common image files, giving you a preview 

of the file. Selecting to download or share 

files is equally easy.



 OVERALL   OVERALL   OVERALL  

FIVE THINGS TO LOOK OUT FOR…

1 
FREE VS PAID

Most online cloud 

solutions offer a free 

initial plan, giving you 

a good idea of what 

you can expect.

2 
SUPPORT

Not every service 

offers full raw support, 

so while they will store 

the files, you won’t be 

able to browse them.

3 
UPLOADS

All services offer 

automatic uploads; you 

can highlight folders 

to be automatically 

uploaded to the cloud.

4 
DESKTOP

All services 

operate online, but 

they are all supported 

by desktop 

applications too.

5 
BACK-UP VS 

STORAGE

Most cloud services 

offer automatic 

back-up and more 

traditional file storage.
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Microsoft OneDrive
£1.99-£5.99/month 
$1.99-$6.99/month 

Windows 

M
icrosoft’s OneDrive is another 

all-encompassing system with 

plenty of additional features and 

solutions for services and apps. The 

Photo section is just one part of OneDrive; 

like Google Photos, it’s able to automatically 

recognise the content of your images and 

tag them, so finding things later is as easy 

as typing the phrase into the search box.

OneDrive also has extensive raw support 

and enables you to quickly view and 

download files through a browser 

as required. The desktop app creates a 

folder on your machine, and any file that is 

dropped into this folder is automatically 

uploaded and stored.

OneDrive offers 5GB of storage for free. 

The Basic plan offers up to 50GB for £1.99 

a month; if you subscribe to OneDrive + 

Office 365 Personal you get 1TB for £5.99; 

upgrade to the Business edition for £7.99, 

and you can use Office products on up to 

five phones and tablets. The full 

subscription to Personal gives you access 

to Microsoft’s popular office apps. This 

would be a good solution but Google offers 

its own Office apps, which are free.

OneDrive is an effective storage solution, 

but you’re also paying for Office 365.

iCloud integrates perfectly with Apple 

devices, but storage costs rise quickly.

Google Photos offers intelligent search and 

unlimited storage for JPEGs up to 16MP.

w w w. a p p l e . c o m

iCloud
£0.79-£13.99/month 
$0.99-$19.99/month 

macOS

A
pple’s iCloud service has adapted 

over the years and, as with 

Google and Amazon, it offers a 

complete back-up solution for all your 

photos and other files. Every iCloud user 

is initially allocated a small 5GB allowance 

free of charge. After that, additional 

storage is charged according to how 

much you require: Apple offers a series of 

plans from £0.79 a month for 50GB to 

£13.99 for 2TB.

Once activated, the folders you have 

selected are uploaded to the cloud 

automatically, freeing up space on your 

computer automatically. If you delete a 

file from your machine, it will also be 

deleted from the cloud. This makes it an 

intelligent back-up solution for all files,  

not just photos.

Apple uses its successful Photos 

application to view and download images; 

and this is available across different Apple 

devices as well as through a web browser. 

This enables you to quickly access, 

organise, download and share all your 

images in one of the most streamlined 

interfaces available. 

w w w. g o o g l e . c o m

Google Drive & Photos
Drive, $1.99-$99.99 
/month; Photos, free 
Windows & macOS

G
oogle offers a huge range of 

products and services that all tie 

into one huge, often bewildering, 

ecosystem. This is often bewildering: 

there are so many parts that dissecting 

what’s free from what’s paid for can prove 

quite complicated.

There are basically two parts to Google 

image storage: Google Photos and Google 

Drive. Google Photos is designed to store 

and organise your images. It’s also 

by far the cleverest of all systems 

and is free for unlimited JPEGs, 

but does not display raw files. For these 

you’ll need Google Drive, and they will 

count towards your storage limit.

Google Drive is a huge cloud storage 

solution that enables you to store any file 

type and has a sliding fee scale depending 

on the services and the size of storage 

you want.

Google search is what Photos is really 

about. When you enter a search term 

such as ‘tractor’, in seconds Google will 

filter the results using visual analysis and 

‘machine learning’, with no need for 

manual keywords.
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CAREER ADVICE

K
ick start a career in wedding and event photography with 

practical advice on how to start making cash from your 

imagery today.

Gaining relevant experience is the most important first 

step in starting a career in wedding and event photography, discover 

how shooting for friends and assisting other pros could be a great way 

to begin earning an income while gaining the experience you need to 

go it alone. 

We explore what it takes to set up on your own and go pro, 

including deciding on a style, perfecting your people skills and looking 

closer at the money you can make. Pro shooter Catherine Connor 

shares some tips for success. We’ve also looked at how to make cash 

from shooting at events and functions.

Success as a professional can be hampered by bad communication 

and an under-performing website, discover what you should be doing 

differently and take control of your online self.



Start a career in weddings 174

Setting up as a wedding pro 178

Photographing events and functions 182

Is this the reason you’re not
getting more business? 186
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GET SOME 

EXPERIENCE
No-one is going to hire you 

without any experience, so 

it’s worth shooting as many 

weddings as possible before 

you take the leap into the 

world of professional wedding 

photography. You can start by 

shooting candids and other 

less formal images as a guest 

for friends and family. When 

doing this it’s important that 

such as Aspire (www.aspire 

photographytraining.co.uk). 

They will give you an insight 

into how to shoot important 

occasions without the pressure 

of shooting at a real event. 

SECOND SHOOTER
Once you have shot some 

weddings for friends and 

family, you could also 

consider assisting a wedding 

photographer to get experience 

of professional wedding 

photography. To begin 

with, contacting some local 

photographers to see if they 

need an assistant is a good idea. 

Wedding photographers tend 

to be extremely busy during the 

spring and summer, though, 

so it’s better to approach them 

during the quieter months of 

late autumn or spring. 

Don’t expect to get rich 

from this, as it’s rare for an 

assistant to get paid any more 

you shouldn’t try to ‘compete’ 

with the main photographer, so 

don’t try to take over the posed 

or formal shots – but pay close 

attention to how they work and 

how you might approach  

similar shots. 

Another way to hone your 

skills before you go all-out as a 

wedding photographer is to get 

some training. There are many 

specialist wedding photography 

workshops and courses run 

by reputable companies 

START A CAREER 
IN WEDDINGS 

Shooting for friends, and assisting other pros, is a great way 
to earn extra income while gaining experience

174

W
edding  photography has long been 

established as a great way to make 

money from your photography, but 

it can also be stressful, time-consuming and 

expensive to get started. Because of that, 

it’s a good idea to start off slowly, perhaps 

shooting weddings for family members or 

friends, before deciding if it’s for you. In this 

feature we’ll be looking at the things you can 

start doing right now to gain some valuable 

experience as a weddung photographer, 

while also making a bit of extra income on 

the side. Only when you’ve photographed a 

few weddings will you know if it really is 

for you. 

Along with the necessary photographic 

talent – because the photos you take will 

be a couple’s greatest reminder of their 

day – you will need to be authoritative, to 

take charge of proceedings when it’s time 

to get your images, but also be friendly, 

approachable and great with people. 

You will also need to be as good at 

promoting your business and yourself, as 

it’s a very competitive market out there, and 

business skills are almost as important as 

taking great images.



Consider where your strengths lie, 
and understand your own style, as 
couples will choose a photographer 
whose approach suits their vision

I DID IT! LAURENCE SWEENEY
“Start by shooting 
candids and other 
less formal 
images as a guest 
for friends and 
family, but it’s 
important that 
you shouldn’t try 
to ‘compete’ with 
the main 
photographer”

than basic expenses for the day, 

but it’s a great way to get some 

experience of the business.

If you already have some 

experience shooting weddings 

but don’t have the confidence 

to start out on your own, you 

could also try contacting local 

wedding photographers offering 

to work as a second shooter. 

This involves working alongside 

the main photographer, 

capturing images that 

complement their shots. Even 

though you won’t be the main 

photographer, you still need to 

be able to prove that you are 

able to take good images before 

any photographer will employ 

you, as your shots will be part 

of the package supplied to the 

couple. This type of opportunity 

doesn’t come along very often, 

so along with contacting them, 

it’s also worth following plenty 

of local wedding photographers 

on social media to keep an eye 

out for any opportunities to get 

work as a second shooter. 

At this stage it’s tempting 

to shoot weddings as the main 

photographer for free, but if 

you are serious about making 

money from your wedding 

photography this isn’t the 

best approach, as it’s often 

hard to make the transition to 

charging a market rate for your 

photography after shooting 

for free. It’s better to get as 

much experience as possible by 

 Laurence decided to start shooting weddings 
professionally last summer. Like all successful  
wedding pros, he considered his skills before  
starting, and developed some further before going  
it alone.

“My initial considerations included my skill level,  
pricing and clientele. My strengths included 
composition, business acumen and people skills. 
However I had shortcomings in posing and lighting,  
so I decided to start with second shooting and  
training. I found a Yorkshire-based professional  
wedding photographer looking for a second  
shooter (via a Facebook group). This meant that my 
round trips were about 200 miles, so I had lots of  
late nights, but they were worth it. 

I undertook training for posing techniques 
at Aspire Photography Training and I also had 
one-to-one mentoring. Interestingly, the advice I 
received was sometimes contradictory, with strong 
opinions on both sides. Nevertheless, I collated all the 
information and identi ed that which complimented 
my approach, which helped me to develop my own 
style. 

“I would also recommend the supportive Guild of 
Photographers and its members. Pinterest is a source 
of both inspiration and also trepidation. Above all 
it’s important to practise, including practising detail 
shots, and learn from your mistakes – believe me, 
there will  
be plenty.”

These days will never be repeated – and that’s why it’s important to be 
sure you can do the job properly before you start taking on solo jobs
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Colin Jones, Company 
Director for the SWPP (Society 
of Wedding and Portrait 
Photographers), the fastest-
growing worldwide association 
for serious photographers, 
shares his tips for people starting 
out in wedding photography. 
“As in many industries, training 

and mentoring is the cornerstone for building 
a successful business. Whether it is on the craft 
or the business itself, training and personal 
development should be the rst consideration 
when entering the industry. 

“Training can come in many forms, from 
one-to-one sessions and seminars to lessons in 
magazines and on online forums. Social meet-ups 
with like-minded photographers can also be 
bene cial to building your knowledge and skills. 

The top ve skills you really need are

1 Camera craft skills – knowing how to get 
accurate e posures in di cult lighting, use depth 
of eld creatively, and focus accurately on the 
subject.

2 Composition – recognising that you should 
avoid simply placing the subject in the centre of 
the frame, and also using the surroundings for 

shooting as a second shooter 

or guest, then take the leap to 

charging for your time and work 

when you are ready to take 

the responsibility as the main 

photographer, even if it’s for 

friends or family members. 

GET SOME HELP
Once you’re sure that wedding 

photography really is the career 

for you, it’s worth considering 

joining a professional body 

such as the Society of Wedding 

and Portrait Photographers 

(www.swpp.co.uk – see below). 

These can help you with many 

aspects of starting out, from 

recommending courses and 

tuition, to enabling you to build 

contacts and even get suitable 

insurance. Don’t overlook 

that last point: when you are 

shooting weddings you will 

need insurance cover for both 

your gear and public liability. 

Normal household insurance 

won’t cover you when shooting 

professionally, and won’t offer 

public liability or professional 

indemnity if the worst happens. 

This type of cover costs around 

£200 per year in the UK, 

although the amount will vary 

according to the value of your 

kit, the amount of liability/

indemnity cover, and where you 

are working. 

KNOW YOUR GEAR
Even working as a second 

shooter or assistant, shooting 

a couple’s big day can be 

stressful enough without 

having to find your way around 

a new camera or flash, so make 

sure that you are completely 

familiar with how all your gear 

works, and be very wary of 

using a new piece of kit for the 

first time on a shoot. This is 

another area where shooting 

some weddings without the 

pressure of getting paid can 

help, as it will give you time 

to experiment with different 

settings and gear. 

While you need to know your 

equipment inside-out, buying 

everything before you start 

can be expensive, so it’s worth 

considering hiring some items 

for individual weddings, such as 

a 70-200mm f2.8, or an 85mm 

f1.4 lens to shoot portraits in 

low light. When hiring kit, make 

sure you give yourself time 

to familiarise yourself with 

how it works, so try to have it 

delivered a few days before 

the wedding. 

AFTER THE SHOOT
Your work as a wedding 
photographer isn’t finished 
at the end of the wedding 

day. When you start shooting 
professionally you’ll also need 
to set aside time to go through 
your images, process the best 
ones and then present them to 
the couple. 

Even if you have only shot a 

wedding as a guest, try to 

approach processing your 

images as though you had shot 

the wedding for the couple. 

This means that you will have 

to sort through your images 

to pick out the best ones, and 

then process them. Even at 

this stage of your wedding 

photography it’s worth trying 

to find a processing style that 

suits your images, as it will 

give them a more consistent 

appearance and also allow you 

to batch-process many images, 

making only minor adjustments 

to individual shots. 

HOW MUCH TIME  

WILL IT TAKE?
Even if you are an experienced 

photographer, gaining the 

expertise to shoot weddings 

professionally won’t happen 

overnight. It could take six 

months, or even a year, before 

you have built up the skills and 

experience that you will  

need to shoot a wedding as  

the main photographer. Once 

you feel confident that you 

have the basic skills it will take 

time to build up to getting a 

regular income from shooting 

weddings. Working as a second 

Shooting the 
weddings of family 
members and friends 
can be an advantage 
when it comes to 
capturing more 
intimate images

IN THE KNOW FIVE ESSENTIAL SKILLS

3  Attention to detail – remembering to look around the 
frame for distractions, and to make sure that details 
such as the bride’s dress look their best.

4  Lighting skills – you need to understand how to 
make the most of both available light and ash to get 
professional-looking images.

5  Being able to give input – your subjects will need 
guiding and help with posing if you’re to get the best 
possible results.

We highly recommend that newcomers to the industry 
seek professional training before taking on the 
challenge of their rst wedding. You can nd out more 
about what the society can o er at www.swpp.co.uk
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shooter for a few months will 

help you gain experience (and 

potentially some income). 

HOW MUCH MONEY 

CAN YOU MAKE?
If you are starting from scratch 

it’s likely that you won’t make 

much money for the first six 

months to a year. Working for 

another photographer as a 

paid second shooter you will be 

able to make around £100 to 

£200 per day. But this first year 

or so is only the beginning for 

anyone serious about shooting 

weddings. The bigger rewards 

will come when you have the 

experience to shoot weddings 

as the main photographer. 

Treat these first steps like an 

apprenticeship, and look to be 

able to make enough money to 

cover your basic expenses. 

DOS AND DON’TS OF 
STARTING WEDDING 
PHOTOGRAPHY

DO
 Get as much experience and 

training as possible before you 
start shooting paid weddings, 
either through family, friends or 
local pros who are looking for an 
extra pair of hands – even as as 
assistant you’ll learn loads.

 Use social media to link up with 
existing wedding photographers 
and groups.

 Consider joining a society or 
group to help you expand your 
skills, and network with other 
wedding photographers.

DON’T
 Expect to shoot weddings  

as the main photographer 
straight away, even if you’re an 
experienced photographer.

 Shoot any paid wedding 
without the necessary insurance 
and liability cover.

 Underestimate how much 
time each shoot will take, both 
before and after the wedding 
day. For every day you spend 
shooting, you need to factor in at 
least a day, and probably two, for 
processing the images, printing 
and presenting to the client. 

Word-of-mouth is extremely 

valuable for a wedding 

photographer – excellent work 

will build up your reputation

“It could take a few weeks, or even six months, before you have 
built up the skills and experience that you will need to shoot a 
wedding as the main photographer“
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SETTING UP AS A 
WEDDING PRO

Want to take your wedding photography to the next level?
We explore what it takes to set up on your own

WHO ARE YOU?
It doesn’t matter how good 

your photography is if no-one 

knows about you, so you’ll need 

to get to grips with marketing 

and selling your photography 

services before you even think 

about making any money. You 

can start by spreading the word 

among family and friends, and 

by setting up a website and 

getting active on social media. 

All of these need to be backed 

up with examples of your work. 

Also, getting some testimonials 

N
ow we’ve looked at shooting 

weddings as a guest or second 

shooter, but what about when you 

want to set out on your own? 

We don’t recommend you rush into 

shooting alone: the photography is crucial 

to many couples and they’ll be very vocal 

if they’re not happy with your work. If you 

go into it without being ready, you could 

kill your reputation before you’ve really got 

started. Once you have built up a portfolio 

of images and got a good idea of what is 

involved in shooting weddings, you’ll be 

ready and keen to go it alone and set up 

a wedding photography business. Many 

photographers start out thinking that it will 

take a short time to get started, and that it 

will only involve working for a few weekends, 

but just like any professional photography 

business, making a success of it will take 

longer and much more effort. 

“Deciding on a style, and promoting your 
work in that style, will help to sell your 
services, as potential clients will have a good 
idea of the images that you will produce”

images that you shoot and try to 

find a cohesive ‘look’. Deciding 

on your style, and promoting 

your work in that style, will 

help to sell your services, as 

potential clients will have a good 

idea of the type of images that 

you will produce. A clear style 

will also make your business 

stand out from the many other 

wedding photographers in 

your area. This style will be a 

combination of how you shoot 

your wedding images plus 

a consistent type of image 

processing.

PEOPLE SKILLS
In addition to possessing 

solid photographic skills, in 

order to make your wedding 

photography business a 

success you’ll need to be able to 

and recommendations from 

previous clients will help give 

potential customers more 

confidence in your services. 

When you are thinking 

about setting up a wedding 

photography business, you 

should look at the type of 

178



It’s important to have some great, 
up-to-date images in your portfolio 
before you start out on your own, as 
you need appealing photos to 
attract new clients

I DID IT! DAVID PULLUM
deal successfully with all sorts 

of people. First you’ll need to 

sell your photographic services 

successfully, so you may need 

to brush up on your sales and 

marketing skills. Then you’ll 

need to deal with the demands 

of clients both before and 

after the wedding. This is often 

simply a case of making sure 

that you communicate clearly 

what they should expect of 

you as their photographer, and 

when to expect the final images 

or prints to be supplied. Finally, 

you will often have to take 

control of the wedding when it’s 

time to get your photos. This 

last skill can take some time to 

master, as it involves being able 

to corral the guests when you 

need them for group shots, but 

also knowing when to take a 

back seat, as you don’t want to 

take over the day.

ON THE JOB
While an experienced wedding 

photographer may be able to 

get the most from a location on 

the day, it’s worth considering 

going along to the wedding 

venue before the event to give 

yourself some ideas of where 

you might be able to shoot the 

more formal groups and posed 

shots of the couple. It’s a good 

idea to check the position that 

the sun will be in on the day, and 

to prepare a back-up plan for 

places that might offer some 

covered shooting opportunities 

if the weather closes in. 

Even experienced wedding 

photographers often find it 

useful to have a shot list with 

them on the day. This will help to 

ensure that you have captured 

 Wedding photography can be one of the most 
ful lling types of photography to do, but it’s far 
from the easiest. One of the UK’s leading wedding 
photographers, David Pullum, shares his secrets to 
making a success of it.

“My top tip for any wedding photographer would 
always be “get to know your client”. Ultimately 
wedding photographers are photographing people, 
and it’s impossible to photograph people and re ect 
their personalities if you don’t know them. I see far 
too many soulless wedding photographs, when what  

I want to see is that the photographer has gone out  
of their way to photograph the spirit of the couple, 
their family and friends. 

It should be every wedding photographer’s aim 
to achieve images that make the viewer feel like 
they were at the wedding and not just observing it 
afterwards. Try to be part of the wedding – after all 
you have been invited.”

David Pullum o ers both one-to-one and group 
photography training. For more information visit 
www.dpphotography.co.uk

Good wedding pictures should have a personal touch – they should 
re ect the couple’s personalities as well as your own, unique 
photographic style

179

CAREER ADVICE



 Creating a successful 
wedding photography 
business will require 
your time, hard work 
and perhaps a shower 
of creative spirit too. 
Catherine Connor, 
founder of Aspire 
Photography Training 

(www.aspirephotographytraining.co.uk), 
has some hints and tips to help guide 
you if you want to set up a successful 
wedding photography business.

 1  Ensure you understand the wedding 
industry; invest time in researching, 
and visiting trade events, thereby 
gaining as much information and 
knowledge as possible before you  
get even started.

  2  Gain experience by second shooting, 
attending workshops, watching 
online tutorials, reading books and 
magazines and following blogs.

  3  Build a relevant portfolio, as it will 
play a signi cant role in attracting the 
right clients for your business.

  4  Design a beautiful brand. Today’s 
marketplace is full of beautiful and 

attractive businesses; your wedding 
brand needs to be in a position to 
compete equally.

  5  Create your social platforms such 
as Instagram, Twitter, Facebook, 
Pinterest, Google+ and LinkedIn –  
they need to operate in harmony.

  6  Implement and follow a sales process 
to ensure you are able to earn the 
living you deserve.

  7  Create your sales tools, such as 
albums and multi-aperture frames, 
and use professional suppliers.

  8  Ensure you are insured – it’s always 
better to be safe than sorry

  9  Create a blog. Think of it as a 
magazine-style platform where your 
business and photography can shine.

10  Develop a network of people working 
in related areas, from make-up 
artists and orists to cake designers, 
calligraphers, bridal retailers and 
more.

11  Create a client journey from rst 
point of contact through to the 
delivery of their album – this will 
ensure you remain sane!

all of the most important 

events and images on the day, 

along with any specific shots 

that the clients have asked 

you to capture. Try to keep the 

list short and concise by only 

including the most important 

images that you need to shoot. 

Then on the day you should only 

need to refer to it occasionally, 

as it won’t inspire confidence in 

your abilities if you spend more 

time checking the shot list than 

capturing the couple’s 

magical moments. 

POST-SHOOT
On top of the time spent 
marketing and getting clients, 
then actually shooting the 
wedding and liaising with them, 

you’ll need to spend plenty of 
time processing your images 
and then arranging for them 
to be printed or made into a 
wedding album. This part of the 
process can take longer than 
the actual shoot, so remember 
to factor this in when you decide 
on pricing. 
 

 

HOW MUCH TIME  
WILL IT TAKE?
With a little effort you could 
have your website, business 
cards and some initial 
marketing sorted out in a 
couple of weeks. But it will take 
a lot more time to start getting 
regular bookings and gain the 
experience you’ll need to make 
your business a success. 

DOS AND DON’TS OF SOLO WEDDING PHOTOGRAPHY

DO
 Look at prices charged by 

photographers around your local 

area when considering how much 

to charge per wedding. 

 Use social media such as 

Facebook and Twitter to help 

market your photography, and also 

website.

 Consider taking courses in both 

business and photography to 

improve your skills in every area of 

your business.

DON’T
 Expect to shoot a huge number 

many people plan their wedding at 

least six months in advance.

 Start by shooting weddings for 

from free to charging a fee that will 

allow you to make money.

 Expect to turn up on the day 

and shoot the wedding; you will 

need to spend time before the day 

planning the shoot, and afterwards 

processing the images. 

Scout the venue in advance to nd 
locations that will work, especially if 
the weather suddenly changes

IN THE KNOW TOP TIPS FOR SUCCESS

“Don’t expect to get a huge number of 
bookings in your first year of business… 
even if you take bookings, they will often 
be for weddings six to 12 months away”
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A shot list will ensure 
you don’t forget to 
photograph anyone 
important on the day

You should look at around 

six months or so as a realistic 

period to get the basics of your 

wedding photography business 

set up, and it can take around 

a year to get a real sense of 

whether you can make a go of it. 

Remember that even though 

people get married throughout 

the year, it’s still quite seasonal. 

Most weddings take place in 

the spring and summer, and 

they are often planned well in 

advance. Because of that, don’t 

expect to get a huge number 

of bookings in your first year 

of business, particularly if you 

start in the spring or summer. 

You will find that even if you do 

take bookings, they will often be 

for weddings six to 12

months away.

HOW MUCH MONEY  

CAN YOU MAKE?
When it comes to pricing your 

wedding photography there 

are many factors to take into 

account. As a new wedding 

photographer you’ll need to 

investigate both the market in 

your local area and the types of 

clients that you are aiming for. 

You need to match the prices 

that you charge to the level 

that clients are willing to pay 

for the experience and type of 

photography that you are able 

to offer. 

An experienced and 

well-established wedding 

photographer will charge 

around £1000 to £1500 for their 

basic photography package. 

As a new business it will be 

difficult for you to charge the 

top rates of a more established 

photographer, but don’t price 

your services too low as you’ll 

need to make a profit to make 

it worthwhile, and it can also 

be difficult to raise your prices 

significantly once you have 

become known for shooting at a 

particularly low cost. 

Aim to start out by charging 

around £750 for a basic 

photography package, although 

once you have taken all of your 

expenses and time into account, 

this won’t leave much in the way 

of profit. When considering your 

pricing, think about offering 

several different packages to 

appeal to different clients and 

budgets. Your basic package 

would cover photographing 

the main parts of the wedding, 

supplying an agreed number of 

edited digital images and some 

prints or album. 

Along with the basic coverage, 

many wedding photographers 

offer a range of different prices 

for different levels of coverage 

and albums or prints. This is 

a great way to be able to offer 

a cheaper option to help gain 

clients, but also allow you to 

make more money from each 

wedding by selling these more 

comprehensive packages. For 

example, in addition to the basic 

package you could offer ones 

that include a pre-wedding 

shoot, covering the morning 

before the wedding, and also 

having an additional second 

shooter to get more informal 

and candid shots of the day. 

You can offer additional extras 

too, such as a personalised, 

higher-quality albums and more 

comprehensive or larger prints 

of the wedding as an add-on to 

the basic package – find ways to 

enhance what you can offer.

Wedding photography can be 

lucrative, but don’t expect it to 

be easy money. If you genuinely 

enjoy shooting portraits and 

events, and have the people skills 

to match your ability with the 

camera, though, it can be a great 

way to make a living doing what 

you love. 
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EXPERIENCE PAYS
Before you start charging for 

your event photography, it pays 

to get some experience of the 

type of events you plan to cover. 

You can often find small, local 

events to shoot for free that 

will enable you to gain some 

experience, although even these 

will often require you to be able 

to demonstrate that you can 

provide images suitable for their 

needs. You may also have to 

pass a criminal records (CRB) 

check if the event involves 

children. Many charities hold 

S
hooting events is a good way to earn  

money with your camera, and it 

can offer more diverse subjects 

than specialising purely as, say, a wedding 

photographer. Events work involves a 

number of different photographic and 

business skills, because you need to be able 

to shoot many different types of subject, 

and to deal with the needs and demands of 

both the organisers and participants. 

The skills and style of photography 

needed for shooting portraits for a 

corporate function, say, are very different 

to those needed for shooting sports 

events, so you need to decide which types 

of events you want to shoot. Once you’ve 

decided on a type of event that suits your 

skills or interests, then seek out as many 

opportunities as possible to practise 

before you go fully professional – there’s 

absolutely no substitute for experience!

fund-raising events such as 

fun runs or activity days that 

need photographers, which 

are perfect for learning the 

basics, so try approaching 

these organisations, or look 

out for adverts for volunteer 

photographers on job websites 

such as www.indeed.com to 

find events close to your home.

Once you have the experience 

you need, and you’ve developed 

your skills, you can begin to 

look for paid work. Start by 

approaching local businesses 

and events, although don’t 

Local sports events, such as motor races, are a great way to cut your teeth, 
whether you’re shooting for the organiser, or o ering prints to participants 
after the event

Events photography can be extremely lucrative, as long as you’re prepared 
to put in the time

PHOTOGRAPHING  
EVENTS & FUNCTIONS
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be surprised if it takes some 

time before you get your first 

booking, because it can be 

a difficult area to break into 

without a track record. You’ll 

have a better chance of getting 

bookings if you can show 

organisers that you’re capable 

of shooting images that capture 

the spirit of the event and 

its participants.

Remember that while it’s 

great to shoot creative images 

using techniques such as 

motion blur, shallow depth of 

field or panning to show some 

action, most event organisers 

are more interested in seeing 

pin-sharp images that clearly 

show what’s happening, 

and who’s there, than in arty 

techniques. Make sure that you 

get your straight shots before 

you try to get too arty with 

your images – although there’s 

nothing wrong with getting 

I DID IT! PAUL CARROLL
 Paul Carroll is a full-time professional photographer with extensive 

events photography experience, shooting corporate and sports events 
for high-pro le clients  ere he shares his top tips

Be prepared
Arrive early to scope out the venue, 
talk through the brief with the 
client, and get on good terms with 
sta , especially the security team

Take all your gear  That new 
monopod or fast prime is no good 
at home  ven if you think you don t 
need it, stick it in the boot just in 
case  especially if you don t know 
the venue or what you re going to 
face there

Don’t miss key shots
Things like the C s keynote 
speech, the presentation of the 
main award, and the group shot  

of the senior management team 
are the important shots the client 
will want to use straight away, so if 
nothing else, don t mess these up

Be discreet
on t be afraid of doing your job 

and getting the shots you need, 
but be self-aware  f you upset 
guests by blocking their view, 
ordering people around or ashing 
the hell out of everything, your 
client won t be happy, regardless 
of how good your pictures are

Capture some emotion
Shoot lots so you can pick 
out the images with the nicest 

smiles, expressions and human 
interactions  This will build a 
positive narrative of the event 
with some feeling and emotion

Work the angles
Shoot from a range of vantage 
points and vary your focal lengths 
with wide and telephoto lenses for 
some variety in your shots

Record the details
Time and money has been spent 
dressing the event, so make sure 
you capture plenty of set-up shots 
and all the little incidentals

Deliver images quickly
Clients want to promote their 
events as soon as possible, not 
weeks afterwards  f it s going to 
take you a couple of days to sort 
out a full set of shots, send through 
some key images straight away

Charities and 
clubs often 
hold fund-
raising events 
such as fun 
runs or activity 
days. These are 
perfect for 
learning the 
basics of 
events 
photography
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IN THE KNOW MOTORSPORTS
 Lee Marshall and his company, photoREVERIE, have 

been managing the event photography for MotorSport 
Vision (the owner of ve of the UK’s race circuits) 
for over 11 years. This includes up to 500 track days, 
driving experiences and corporate events every year. 
He probably spends more time at race circuits than any 
other photographer in the UK.

“Unlike a traditional motorsports photographer, 
who will be concentrating on only a few clients per 
weekend, our business is very much a numbers game. 
With the exception of corporate events, most of 
our sales are completed during the event itself, with 
anywhere from 50 to 200 potential clients purchasing 
digital and printed products.

“All three types of event we attend are quite di erent 
and have very diverse customers, but they 
all require the same types of skills. At the forefront 

some more creative pictures 

once you have your ‘banker’ 

images in the bag.

GEAR UP
You can start shooting small 

events with fairly basic 

kit, but there are many 

functions that will require 

more specialised equipment. 

For many sports events, 

for example, you’ll need 

wide-aperture, long telephoto 

lenses and a camera capable 

of shooting at high ISO settings 

to get acceptable results in low 

light. A 70-200mm f2.8 lens 

would be perfect if you could 

get reasonably close to the 

action, but a lens with a focal 

length of 300mm or longer 

will be necessary for many 

motorsports or equestrian 

events where you’ll need to 

shoot from a distance.

Many corporate events require 

you to shoot formal portraits 

on location, so you’ll need a 

portable studio with at least 

two lights and a backdrop, 

while other events will call for 

specialised equipment such as 

on-site printing with immediate 

access for customers, which 

you wouldn’t have as part of 

your normal photography 

equipment. You’ll need to take 

this into account when you’re 

looking at the costs involved 

when setting up your business.

THE LONG HAUL
Shooting events can involve 

some long hours, starting with 

arriving early to set up your gear, 

then shooting images during 

the day, and finally processing 

and maybe even printing your 

shots. You need to be prepared 

to put in long hours if you’re 

going to make a success of your 

business. Most event organisers 

will want the images quickly, so you may need to work into 

the evening after the event, or 

the next day at the latest, to 

process all your images and 

get them either online or ready 

to send out to the client. If 

you’re providing prints at the 

event, then you’ll need to have a 

colleague handling this service 

while you’re shooting.

GET SOME COVER
Like any photographic business, 

you need insurance cover 

for your gear, and also public 

liability cover, before you shoot 

events. It’s worth checking the 

value of the coverage for any 

public liability, because large 

events often require you to have 

cover for several million pounds, 

which may not be covered by 

some policies.

SELLING AS WELL  

AS SHOOTING
For some jobs you’ll be paid 

a day rate, but this isn’t always 

the case. For some events you’ll 

need to sell images or prints to 

the people taking part, either 

on the day or later on via your 

website. Many sports event 

is the ability to be able to shoot reliably and creatively 
without having to edit your photos. All our photos 
are sold ‘as is’ because we don’t have the time to edit 
photos (usually 3,000-plus every day after removing 
out-of-focus or blurred shots) prior to selling.

“When we’re shooting a track day, most of 
our potential customers have done it before and 
purchased photos previously. We’re therefore always 
trying to shoot something new or edgy, but we also 
have to mix it up with traditional shots and locations 
too. If we haven’t got 20 to 30 decent shots of them 
over a day (multiplied by up to 120 cars or bikes) 
it can sometimes be quite di cult to make sales.

Most of our days are long. During the summer it isn’t 
unusual to work a 13- or 14-hour day with a two-hour 
commute at either end – and then to do it all again the 
next day in a di erent part of the country.”

A long lens with a wide 
maximum aperture is 
essential for sporting events 
where you can’t get close  
to the actionGetting shots of key speakers  

is an essential part of 
photographing events
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You’ll need to sta  up to cover large events

photography companies will 

offer a range of digital images, 

print sizes and even photo 

gifts, such as mugs or key 

rings, which they can sell to 

participants – although many 

of these will need to be sent 

out after the event. If you’re 

thinking of offering this type 

of service, you’ll need a way of 

taking orders and payments 

both on the day and through 

your website. The simplest way 

is to use PayPal, although you 

need to remember that these 

services take a percentage of 

the payment when deciding on  

the amount you want to charge 

for these products.

LOOK FOR COMPANY
It’s possible to shoot small 

events on your own and with 

basic kit, but larger ones will 

require specialised equipment 

and several photographers 

and support staff working 

together to cover everything 

be the perfect opportunity to 

make some extra cash because 

the big firms often advertise for 

extra photographers to cover 

certain large events. You’ll 

need to prove that you’re able 

to shoot the type of images 

that they need, and you may 

need to use your own kit. Some 

companies will provide the 

equipment, however, making 

it much more affordable than 

setting up your own business. 

The down side is that instead 

of potentially charging several 

hundred pounds per event, 

you’re more likely to be paid a 

day rate of around £80 to £100, 

although some offer bonuses 

based on print sales 

at the event.

HOW MUCH MONEY  

CAN YOU MAKE?
There are many ways to  

make money from events 

photography, from charging a 

single fee to cover the event, to 

charging for individual prints or 

digital images. Charging a single 

fee or day rate means that you’ll 

know how much money you’ll 

make per event. 

The amount you can charge 

will depend on the size of the 

event, the type and number 

of images you’ll be expected 

to provide, and even the size 

of the company or organiser 

you’re dealing with. Most 

events photography companies 

charge £150 to £300 per day 

for a single photographer, with 

additional charges for additional 

staff. Charging for prints or  

digital images can make it 

difficult to estimate how much 

money you can make from  

each event, but most companies 

charge between £5 and £10 for 

an individual print. This means 

that you’ll need to be confident 

of selling at least 50 prints to 

even start to make the same 

money per event as you could if 

you were charging a day rate.

HOW MUCH TIME  

WILL IT TAKE?
Once you have the basic  

skills and equipment to 

shoot events, and you have 

appropriate insurance, you can 

get started almost immediately, 

but even if you get several 

bookings, it will still take around 

six months to a year to start 

recouping the start-up costs for 

basic equipment and insurance. 

Just like any photographic 

business, it will usually take 

around a year to get enough 

events under your belt to help 

bring in new business. 

DOS AND DON’TS OF 
SHOOTING EVENTS

DO
 Make sure you make time after 

the event to process and deliver 
your images to the client uickly

 Be realistic about the type and 
si e of events that you re able 
to cover  t s impossible for a 
single photographer to get all the 
necessary shots at large events

 Get plenty of practice shooting 
the type of images that are 
required at the event before you 
start charging for your services

DON’T
 Rely on a single camera body 

for an important event – make 
sure you have a back-up body 
and a back-up standard zoom 
lens, just in case

 xpect simply to turn up when 
the event starts and leave when 
it nishes, particularly if you re 
providing images at the event

 Skimp on either public liability 
or other insurance, because 
it s likely that you ll need plenty 
of cover to shoot events for 
businesses or sports companies

“There are many ways to make money 
from events photography, from charging a 
single fee to cover the event to charging 
for individual prints or digital images”

satisfactorily. Unless you’re 

in a position to offer this level 

of service, these jobs are best 

left to one of the many larger 

events photography companies. 

On the plus side, even if you 

have your own small events 

photography business, this can 
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An underperforming website can really drag your business down.  

Here’s what you should be doing differently

IS THIS THE  
REASON 

YOU’RE NOT 
GETTING 

MORE
BUSINESS?
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B
e reassured – this is not one of 

those self-help features for your 

website that restates a lot of 

obvious stuff you’ve known for 

years. It’s more than likely you’ve got a 

functioning website, but you’ll need to go 

further than that to stand out from the 

competition. In 2016, a humdrum site could 

be holding you back. 

According to US digital marketeers 

Chartbeat, which looked at “deep user 

behaviour” across two billion web visits 

over the course of a month, 55 per cent 

of visitors to a page spent fewer than 15 

seconds actively engaged with it. 

That’s right, folks, you’ve got less than 

half a minute to persuade visitors to your 

site to stick with it. So we’ll share some 

straightforward but effective advice for 

sharpening up your online shop window 

and making it as sticky as possible.

There’s no ‘off the peg’ solution for every 

photographer and the first core principle 

to reiterate here is that your website needs 

to reflect your style of photography, your 

unique selling points and target market. 

A site that is designed to appeal to highly 

visually sophisticated art editors or fashion 

agencies will by necessity have a very 

different look and feel than one aimed at 

budget brides. 

But there are certain ground rules that 

transcend genres. “Keep it simple,” advises 

travel photographer Timothy Bird, a Brit 

now based in Helsinki. “This is not a lesson 

I have necessarily followed as best as I 

could myself. But do try to convey your own 

personality and the character of your own 

photography. Don’t try to fit someone else’s 

model. Convey your own style, confidence 

and the kind of photography that you want 

to sell as clearly as possible.” 

Tim raises a very important point here. 

There are now lots of website services 

based on templates, such as SmugMug 

or Clikpik, which save you having to build 

a site from scratch using code or use the 

expensive services of a designer. If you are 

going to go down this road, however, you 

need to make sure you’re able to tweak the 

template enough to convey your unique 

selling points. It’s also wise to consider 

a template service aimed specifically at 

photographers, rather than a generic one. 

“I use PhotoShelter because it’s set up 

for photographers,” adds Bird. “I’m a writer 

too, but I want to promote my photography 

separately. It’s also a handy extra back-

up for galleries of my best shots, since it 

offers unlimited storage (at the top level), 

presents a choice of images effectively 

for any particular assignment, and it’s an 

effective way to distribute individual images 

or selections, with a variety of image size 

and quality, to prospective or 

agreed clients.” 

Whether you put together your own site 

by grappling with WordPress or opt for a 

template service, you need to think about 

how well it conveys your brand values. 

“One of our leading clients is the wedding 

photographer and Nikon ambassador 

Kate Hopewell-Smith,” notes Tom Hardy 

of website designers Amazing Internet. 

“WordPress is a minefield so a lot people 

use themed templates, but they all tend to 

have a certain look. Kate went for a bespoke 

site we created for her and it’s really 

distinctive. Art retailer Athena picked up on 

Kate a few years ago, and they commented 

that hers was the only website they could 

remember from the many they looked at.”

QUALITY NOT QUANTITY
Talk to anyone with a successful website, 

and one message comes through loud 

and clear. Yes, it’s important to get lots 

of images up there – you are an image 

maker, right? – but you need be a ruthless 

and unsentimental curator of what the 

world sees. “Get a portfolio of 24 of your 

best images on your website,” counsels 

Photoshop guru and sports and travel 

photographer Scott Kelby. “Add better 

shots as you get them, but keep it down to 

24. Go for quality, not quantity, so other 

people can see what you’re capable of.” 

This point is picked by up Timothy Bird. 

“I now pay much more attention to the 

portfolio that opens my site – the front page. 

I realised that it’s vital to give an immediate 

impression of my work by giving a selection 

of my best work. If there is one single tweak 

that has helped to sell my work through the 

website, this is it. I have edited the opening 

portfolio down to a tighter selection.” 

KEEP IT SIMPLE
Elegant simplicity and consistency are the 

key here. “The goal of my site, michaelkenna.

com, is to be simple and clear,” notes 

landscape and travel photographer Michael 

Kenna. “It contains a few thousand images 

and needs to be accessible by collectors, 

gallery representatives and occasional 

browsers. So it’s efficient and welcoming 

without the necessity of extra bells 

and whistles.” 

Kenna also observes that when it comes 

to imagery, a lot of photographers seem 

to be afraid of the web. “They post extra 

lengthy disclaimers about copyright 

use and warn visitors, often using some 

extreme language that chases people away. 

Unfortunately, people steal imagery all the 

time, but I don’t think that should be our 

main concern. In this day and age, it’s more 

important to share images and get yourself 

out there.”

Related to the above points, you might 

also want to include some more ordinary 

and everyday shots in your online gallery, 

again depending on your market. “People 

have to imagine themselves in your 

photographs,” observes Julie Oswin, a 

veteran wedding and event photographer, 

teacher and competition judge. “If you only 

include stunning models in amazing lighting, 

an average looking person who’s booked the 

local village hall won’t relate to your work 

and will go somewhere else. You need to 

balance it all.”

 Although it’s been noted that quality 

trumps quantity, it’s still important to vary 

the range of content on your site. The shop 

window metaphor is an old chestnut, but 

a valid one. Think of your favourite high 

street shops, restaurants and bars, and how 

often they change and update their window 

display or promo boards to keep the punters 

coming back and attract new ones. So if you 

haven’t updated your pictures or blog for a 

while, get to work. 

“I’ve run ImprovePhotography.com for 

the last six years and I’ve tried just about 

every SEO trick imaginable to get more 

traffic,” says US photographer and online 

55%

of visitors to a page spent 
fewer than 15 seconds 
actively engaged with it.

CAREER ADVICE

188



 CASE STUDY

How template sites can 
help new pros

Hampshire photographer Rachel Riley 

has moved from shooting school 

portraits to setting up her own family 

photography business. She explains 

how popular template site Zenfolio has 

helped her build a compelling online 

presence in this highly competitive 

eld.  was on a website package with 

Photobox, and expanding to a Zenfolio 

template really came at the right time 

for me,  she explains. t was very easy 

to set up and copy the domain name 

across. m on a mid-range tari , which 

is a bit limiting in the sense that you can t 

change everything to suit your brand, 

but  will come to that in time. Another 

marketing specialist Jim Harmer. “Never 

once have I seen anything that provided 

any significant boost. When it comes right 

down to it, the only reliable way to get more 

traffic to a photography blog is to write lots 

of useful content. So that’s all I’ve focused 

on for the last six years – writing lots of 

helpful content. I’ve seen Google change its 

algorithm dozens of times and the traffic on 

Improve Photography continues to 

grow steadily.”

The dangers of trying to second-

guess Google all the time are echoed by 

Amazing Internet’s Tom Hardy. “Don’t get 

so obsessed with image metadata and 

SEO and Facebook that you neglect your 

traditional networks. Thousands of hits 

don’t necessarily convert into sales. Rather 

than obsessing about SEO, get out there 

and meet the bride, for example. Think 

about how you can do a good job for clients, 

and then use social media to show you have 

done a good job.” This is not to say that 

effective SEO and online marketing aren’t 

important. If you’re not very confident in 

this area, consider using a company like 

Online Picture Proof, which provides the 

services of a dedicated SEO team as part of 

its monthly website package. 

“We’ve also launched a mobile app 

service that enables you to put your best 

pictures in an app, which you can then 

send to clients,” says the company’s 

Maryam Azher. “They can customise it 

and distribute to friends and family, but all 

your contact details remain in there and it’s 

linked to your shopping cart.”

BLOGS FOR
BLOGGING’S SAKE
Okay, so we aren’t going to win any prizes 

for originality by reminding you that it’s 

important to have a regularly updated blog 

of some kind on your site (if your blog is 

separate, integrate it now!) Even if you’re 

not a natural writer, it’s really helpful for 

SEO. But you also need to think about what 

you are actually blogging about. 

Rachel Riley explains why building a compelling website  

has been central to setting up her photography business

great thing about Zenfolio is that you 

pretty much get instant technical 

support.” Rachel has also learned the 

importance of evolving and developing 

her site rachelrileyphotography.co.uk 

rather than just uploading it and then 

forgetting about it. 

 used to upload loads of images 

but now  think about presenting only 

my best ones, without them becoming 

too repetitive,” he says. So ll keep my 

hero  shots while regularly refreshing 

the others. ou also need to make it 

clear what kind of photographer you 

are, as a very varied portfolio might 

confuse people. 
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 still watermark my images, as some 

of my work has ended up on social 

media without any credit to me. So  

want something there to identify it.  do 

think watermarking is necessary but m 

not sure ve found the happy 

medium yet.” 

Rachel hasn t yet built a blog into 

her site.  struggle with the concept of 

blogging to be honest, as m not sure 

people are that interested in what  have 

to say. 

That said, m in a partnership with 

uji lm and writing about my rst steps 

in professional photography in a series 

of six blogs.”



Content is king, but that doesn’t mean 

providing content for the sake of it. “Most 

photographers treat their websites as 

blogs to provides ‘sneak peeks’ at photos 

for their clients,” says Jim Harmer. “When 

a new visitor goes to the website of the 

photographer, they aren’t finding the 

information they want. Instead they see 

countless blog posts that basically say, 

‘Today I got to shoot Jane and Bob’s 

engagement photos. They are the sweetest 

couple... blah blah blah.’ Then a bunch of 

photos. That type of content isn’t massively 

helpful to a potential wedding client, so they 

stay there for 10 seconds and bounce to 

another web page.  

“That quick 10 second bounce is a clear 

signal to Google that the web page wasn’t 

helpful, so it stops showing that page of your 

site in search results. Imagine instead that 

you focus your attention on providing helpful 

information for potential clients.  What if 

you wrote posts titled ‘The Top 25 Locations 

to Get Married in London’? As a wedding 

photographer, you’ve probably visited many 

wedding venues, so you could provide some 

very helpful information to potential clients. 

When they see you as an expert, they may 

want to hire your services for photography.” 

Harmer goes on to list other possible 

blog content to increase Google traffic 

and to interest potential clients, from ‘15 

Ways to Look Better In Your Wedding 

Photos’ to ‘How to Save Money on Your 

Wedding Photographer’. “My point is this,” 

he continues. “Most photographers turn 

the blog section of their websites into mere 

repositories for client photos. That is what 

your gallery is for. Your blog should be laser-

focused on helping potential clients find 

helpful information that they are searching 

in Google. “If you provide that information, 

clients will find your site and see you as an 

expert. Hopefully, they’ll also hire you.” 

Wise words, and while you will need to think 

creatively to come up with catchy blog 

ideas, don’t forget you have a ready source 

of inspiration in the shape of your email 

database. Try asking former clients what 

kind of questions they’d have liked to have 

seen answered via a blog (obviously this will 

work better with ex-wedding clients than 

pestering some deadline-stressed 

art director). 

Avoid talking too much about yourself 

on your site. “Just saying you are a brilliant 

photographer who’s had this passion for 

ages isn’t enough. So what?” says Julie 

Oswin. “Visitors to your site are looking for 

somebody who can fulfil their needs. So 

publish pictures that people can read and 

understand. Don’t try to get clever and 

include music, either. If a potential bride is 

looking at your site at work, she’ll panic and 

instantly close you down.”

THE PRICE 
IS WRITE?
Benefit-led blogs 

designed to solve 

potential client 

headaches are all 

well and good, but 

what about the 

nitty gritty: how 

explicit should you 

be about the actual 

cost of booking your 

services on your 

website? Again, this 

very much depends 

on your genre – 

wildlife and travel photographers will be 

subject to the budget of the commissioning 

client, for example – but it’s very much 

a pressing issue for wedding, event and 

portrait photographers. Set the pricing too 

high and you could turn off more potential 

customers than you attract. Set them too 

low and you could get mired at the bottom 

end of your market, working all hours for 

minimal return. “There is a big discussion 

about whether to include prices or not,” 

notes Julie Oswin. “My advice is not to put 

prices on your website, but you do need 

somewhere that indicates what your prices 

start at. When most people contact you and 

ask you how much they charge, they are 

not actually asking that; they are wanting to 

ring you and talk to you, but they don’t know 

what to say.” Once you have come up with 

a price structure, don’t feel embarrassed 

about it. Present your ‘prices from...’ details 

clearly and make sure you explain fully 

what you are offering for the money. If you 

are intimidated by the thought of including 

ecommerce services on your site, more and 

more companies will take care of this for 

you, without your customers even noticing. 

The Image File, for example, uses mirror 

tools to add sales functionality to your site 

via a monthly subscription. “Print orders 

are automatically fulfilled through our 

partner labs,” notes the company’s James 

Duncan. “The mirror rescans your site 

every 24 hours, so any change you make 

to the logo, for example, is automatically 

reflected. It’s a good way for people to add 

sales features to their site without having to 

back-engineer it.”

CONTACTS AND CREDITS
Don’t forget the essentials. However arty 

your site, it will be frustrating for visitors 

if they can’t get in touch easily. “Nobody 

wants to deal with contact forms in 2016,” 

adds Julie Oswin. “Your email and phone 

number should be on every page of your 

site, plus on your social media accounts.” 

Set up a proper spam filter if you are 

worried about junk email, or invest in a 

second phone line (or pay-as-you-go SIM if 

money’s tight) for general enquiries from 

your site. Another essential tip is to use a 

dedicated personalised email address – 

john@johnsmithphotography.co.uk, rather 

than johnsmithphotos@googlemail.co.uk. 

It looks much more professional. 

Make sure you include testimonials or 

tear-sheets too, particularly if a prestigious 

title or blog has featured you. 

Just think how movie posters use positive 

bits from reviews to attract attention. 

“Include testimonials from clients, but 

make sure they are genuine,” adds Oswin. 

“Don’t make them up: they will all look 

the same, as we all have a distinct way of 

speaking and writing.” 

The last bit of advice comes from Rob 

Sanderson, a professional photographer 

from Liverpool. “As pros we are quick 

to point out the benefits of hiring 

professionals, yet often fail to take our own 

advice and try to do things ourselves on our 

websites when we don’t have the skill set. 

Just like not hiring a pro for a wedding, it’s 

a false economy. You either spend hours 

and days tearing your hair out or settle for a 

sub-standard result. If I can’t do something, 

I pay a professional, and go out and take 

some photos instead.”

That quick                    second 
bounce is a clear signal to 
Google that the web page 
wasn’t helpful.
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 CASE STUDY

Tale of two sites

Gloucestershire wedding photographer Noel Hibbert on how he created his two sites, 

cotswoldpictures.co.uk and cotswold-wedding-photographer.co.uk

What are the pros and cons of 

using WordPress?

t s very easy to set up a ordPress 

template and self-host it  indeed, lots of 

hosting companies have a quick install 

button to allow you to use ordPress 

really easily. There s also a high degree of 

customisation, while templates can 

be restrictive. 

d say the biggest downside is that a 

 ordPress site can be vulnerable. 

ou have to keep updating ordPress 

on your site and be quite hands-on. ou 

need to be careful you update all the 

plug-ins too, or it can crash your site. 

Security can be another headache if you 

are doing everything yourself. My main 

ordPress site got infected 

with malware.

My host froze the site, and then 

Google blacklisted me  People visiting 

the site were presented with a big 

warning screen. 

 had to strip the whole site down, clear 

out the malware and start from scratch 

before Google would index the site again. 

This was at the time  had started out being 

self-employed, so it was a real nightmare. 

So what about a service that is 

more templated? 

My other site, www.cotswold-wedding-

photographer.co.uk, is based on a 

SmugMug template, and ve tried to make 

it look as much like my main ordPress 

site as possible. hile the drag and drop 

functionality is a godsend, it is more 

restricted, but  like the way SmugHosts 

optimises and hosts the images for you, so 

it s not taking up your server space. 

Another bene t is that you can easily sell 

prints and other items via the SmugMug 

site, at a pro t rate you choose, or enable 

bulk downloads. So  use my main 

ordPress site as a landing spot from 

Google searches, and the SmugMug site 

for clients – as a second selling point, if 

you like. 

t s nice to have everything backed up 

on my SmugMug site too. They re a big 

company, so that gives you peace 

of mind. 

How have you changed your website 

design over to attract more clients? 

n the past, my site was simpler and  

have possibly complicated things a bit 

more to make it feel more magaziney . 

t s also important to make your site 

mobile- and tablet-friendly. Google wants 

your site to be as e cient as possible, 

and will penalise you if it s not.  don t 

worry so much about watermarking my 

images these days. m mainly a wedding 

photographer, so it s possibly more 

of an issue with ne art or landscape 

photographers. Nobody is really going to 

steal the images of a particular bride 

and groom. 
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HOW TO USE
EVERYTHING YOU NEED TO KNOW ABOUT 
ACCESSING YOUR NEW DIGITAL REPOSITORY

To access FileSilo, please visit  www.filesilo.co.uk/bks-2005

01 Follow the on-screen 
instructions to create 

an account with our secure 
FileSilo system, log in and 
unlock the bookazine by 
answering a simple question 

about it. You can 
then access the 
content for free 
at any time, and 
download it to 
your desktop.

02 Once you have 
logged in, you are 

free to explore the wealth of 
content available on FileSilo, 
from great video tutorials 
and exclusive online guides 
to superb downloadable 
resources. And the more 
bookazines you purchase, 
the more your instantly 
accessible collection of 
digital content will grow.

03 You can access 
FileSilo on any 

desktop, tablet or 
smartphone device using 
any popular browser (such 
as Safari, Firefox or Google 
Chrome). However, we 
recommend that you use a 
desktop to download 
content, as you may not be 
able to download files to 
your phone or tablet.  

04 If you have any 
problems with 

accessing content on 
FileSilo, or with the 
registration process, take a 
look at the FAQs online or 
email filesilohelp@
futurenet.com.
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