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				Preface

				I was shooting a wedding in the Bahamas where the bride and groom purchased a “package” wedding from a large resort. The package came with a minister, a videographer, and all of the other essentials except the photographer (me), which the couple arranged separately because they wanted more than what the typical hotel photographer provides. On the day of the wedding, I did my usual photojournalistic thing until just before the ceremony when the videographer arrived. This man stepped up with a loud voice and took over the reins of that whole wedding. From then on, he and the minister ran the show completely, telling the bride and groom where to stand, when to move, where to put each hand, how to hold the pen, and even when to smile at the camera — much to my dismay. They were arranging shots for me (which I didn't ask for) and then saying, “There you go, Mr. Photographer! That's how we do it here in the Bahamas!”

				When the first dance started, the videographer was occupied at the bar but he quickly came charging back with a drink in his hand and a napkin flying in the air behind him. He was waving his hands and motioning across his throat at the DJ to cut the music. The DJ was ignoring him so he finally just yelled, “Stop!” which of course everyone did. Then he walked out onto the dance floor and carefully placed the groom on one side, and the bride on the other, and then he grabbed his camera and motioned for the DJ to start the music again.

				Only a few weeks before this scene, I witnessed another bride in the Bahamas almost subjected to the same treatment. However, she stopped all of that nonsense right in the beginning. She told the minister and videographer how she wanted the events to go, and if they didn't want to do it her way, they could just pack up! At first, the minister didn't want to comply, but when she told her father to ask him to leave, he changed his mind. She then proceeded to have a very quiet ceremony that went exactly her way, with no interruptions.

				Those two very different experiences made me think about how those of us in the wedding business go about our business. Sometimes videographers, ministers, and we photographers forget to honor the sacredness of the wedding. We all see so many weddings that we forget this is the first and perhaps only time the bride and groom will ever experience it. Our familiarity makes us good at what we do, but it also wears away our perception of the sacredness of the event. Before long, each wedding is simply another day at work, and we are eventually tempted to herd our clients through the paces.

				Thankfully, a change is swirling in the air around the wedding photography industry. The move toward photojournalism brings with it a change toward relinquishing control — a change toward allowing the bride and groom to express their individuality, creating their own ceremony within the bounds of whatever religion they choose without us “professionals” trying to force them into our perception of what a wedding should be.
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					If you enjoy photography and you want to develop those skills into a marketable business, there are many options in the photography world. This book will help you decide if wedding photography is the right path for you.

				

				Is This Book for You?

				This book is not a beginning photography book. You will find very little information here on f-stops, apertures, or how to operate your camera. If you need to learn beginning photography, this book is not the place to start, and I would add that taking on a paid wedding at such a beginning stage could be considered a criminal act. If you already feel fairly comfortable with the basics of photography, and you want to learn how to apply those skills to shooting weddings, then this is the book for you.

				If you're looking for a book full of perfectly exposed inspirational images — this is not it. This is a textbook about the basics of wedding photography. Of course I'll try to squeeze in a favorite shot or two when I can, but if you want to see my own best images, check out my website where I have them on display. Many of the images in these pages were chosen from my files because they illustrate what not to do. As such, they are often pulled directly out of the trash, where they belong. I'm a big believer in the idea that your mistakes are your greatest teachers, and this book is full of them.

				Anyone interested in learning wedding photography, and particularly how to do it with digital equipment, will find this book useful. Seasoned photographers looking to branch out into shooting weddings will also find it useful, although of course they won't have as much to gain as a complete beginner to the wedding photography business.

				After reading through the chapters in this book, you should have enough information to feel comfortable signing on as a second photographer with a more established wedding photographer. If you can't find a mentor like that, the knowledge in this book provides insight about the thoughts, attitude, camera techniques, and business practices to give you a good solid starting point from which you can comfortably take on (preferably free of charge) those first few small weddings on your own.
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					Being tuned into the things in your environment is key to finding and using the beautiful elements each wedding location has to offer.

				

				What Does This Book Cover?

				In this book I take an in-depth look at the challenging and rewarding world of digital wedding photography. Whether you are an aspiring amateur or a professional looking to add weddings into your business, I provide valuable insights and information to assist you on your way to becoming a digital wedding photographer.

				Part I: Understanding Digital Wedding Photography

				This book is organized into three parts with 19 chapters. Part I is a general overview of styles, equipment, daily workflow, and some specifics about composing good images.

				In Chapter 1 I provide a general overview of the business of wedding photography.

				We must remember that the bride and groom hire us to create a beautiful record of their wedding — not to create the wedding itself. We must also remember that the purpose of a wedding is to publicly announce the couple's agreement to be bound together as a family for the rest of their lives, and contrary to what some photographers seem to believe, a wedding is not a photo shoot.

				In writing this book, my wish is that a new generation of photographers will continue the current trend of working in a more discreet fashion through the ceremony while still enjoying unhindered creativity in the more quiet moments of the wedding day.

				In Chapter 2 I provide an overview of the different styles of wedding photography and how the style is determined by your personality type and the sort of images you prefer to shoot. If you're just starting out, this chapter may give you some direction in developing your own style.

				Wedding photographers have a set of unique and very specific equipment needs, as you'll discover in Chapter 3. Many equipment choices you make are simply a matter of personal preference, while others are dictated almost completely by the specific requirements of the job at hand. No matter how serious your business aspirations are, this chapter can give you a long list of qualities to look for as you shop for that perfect camera system.

				In Chapter 4 I discuss the various ways to set up your camera and how all the settings are used in a wedding photography context.
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					Creating beautiful images requires an advanced knowledge of how to use your camera and the specific ways to set it up for wedding photography.

				

				Part II: Wedding Photography Techniques and Concepts

				In Part II I go into depth about the thought process and techniques used to shoot a wedding. Topics range from camera setup to where to stand at any particular moment during the ceremony.

				In Chapter 5 I discuss how the rules of good composition are simply guidelines that help to set you on your way toward creating great art. These guidelines are valuable to all artists, but the beginner stands to gain the most from learning and adhering to them. As you master the basics, you develop a feel for when you can bend or break the rules and still create images that work.

				In Chapter 6 I cover information on how to develop a comfortable relationship with people while shooting in the dressing rooms. Anyone getting started in wedding photography needs to know how to approach the dressing rooms so that your clients will trust you to capture great images while still respecting everyone's need for privacy. Other topics range from what sort of equipment is needed, what settings to use, dressing room etiquette, how to arrange the room, and how to create detail shots that capture the feeling of the day.

				In Chapter 7 I discuss general concepts and specific techniques that can help you deal with changing outdoor light conditions, from the bright sun of a mid-day ceremony to the complete darkness you may encounter with a late evening event.

				Shooting indoor weddings requires some specialized equipment as well as a lot of knowledge about how an indoor ceremony works. In Chapter 8 I cover everything from how to put out the candles, how to set up your lights, how to avoid reflections, and how to select a good background for family groups. Reflections are discussed in detail because they are a constant threat to your indoor images and you need to know why they happen and how to avoid them if you want to shoot indoors. The dark scenes you often encounter shooting indoors present a unique set of challenges, forcing you to make decisions about whether to set your ISO high and go for the natural light look or to use artificial light and lose the natural qualities of the scene. Your personal shooting style dictates which type of images you choose to create.

				The ceremony can easily be considered the pinnacle of every wedding day. In Chapter 9 I provide an in-depth look at this important time in the wedding day. Months of preparation lead up to this one moment and yet when it actually happens, it seems to go by so fast that I often find myself standing there thinking, “Is that it? Is that all of it?” Thankfully, most weddings follow a predictable sequence of events that seldom varies within the United States. This predictability enables an experienced wedding photographer to stand in exactly the right spot at exactly the right time to catch the most important events. In this chapter I share some insights and the thought processes that go into every movement that a professional photographer makes during those few fleeting moments of the ceremony.

				In Chapter 10 I provide information on equipment to use as well as tips on capturing candids by learning how to see them coming. A good candid image captures a spontaneous natural moment. Candids frequently tell a story, but more important, they simply capture people living their lives. The images are not contrived or posed. Candids catch rare and fleeting moments of reality — often achieving a “snapshot” look by trading perfect photographic technique for speed.

				In Chapter 11 I describe a few of the techniques and thought processes that go into creating a type of image that contains such elusive qualities that no words can fully describe what it is or how it should look. For thousands of years, artists have been trying to capture or create images that portray romance. Photographers, painters, and sculptors alike all struggle with the same question, “What does romance look like?” For that matter, what is romance? Like beauty, romance is an elusive trait that only the eyes of the beholder can judge. Every person knows it when he or she sees it, yet no two viewers see it in the same place.

				In Chapter 12 I talk about shooting at the reception. During the hours that follow the ceremony, you will have few responsibilities and only a couple of “must have” shots to capture. There are shots of the food, the first dance, the cake cutting, and the garter and bouquet toss. The last portion of this chapter introduces some advanced flash techniques that are so much fun to experiment with that you may find yourself staying at the reception far into the night.
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					After the ceremony there is often time to walk around the grounds and shoot some creative images with just the couple.

				

				Part III: The Business of Digital Wedding Photography

				The last section of the book looks at the most important and least glamorous side of wedding photography — running a business. Topics in Part III include how to create your own workspace, what types of equipment you need, and what sort of products you might offer to your clients.

				In Chapter 13 I offer a brief overview of the workplace options and office equipment you need to create a full-featured digital wedding business capable of handling all aspects of image processing and client contacts. The space needed may be as small and unassuming as a spare bedroom or as large as a full-featured studio, without having any effect on the style or the quality of the final product. In this chapter I look at the physical space where a wedding photographer works on a day-to-day basis, as well as the many different types of equipment and software needed to run a successful photography business.

				In Chapter 14 I cover the topic of digital workflow. I break down the whole process into the major parts and then analyze the various jobs you must perform in this rewarding yet tedious part of a digital photographer's day. Each photographer must develop an organized system that allows work to flow from one task to the next as each job progresses from beginning to end. Tasks include downloading and editing the previous weekend's images, backing them up on the computer, editing out the bad ones, and finally delivering the images to the client. The workflow information you gain in this chapter can help you to streamline your business so that it functions as efficiently as possible.

				In Chapter 15 you'll find an overview of the techniques used to manipulate images in Adobe Photoshop and Lightroom. These two programs dominate the wedding photography business today and mastering their use will be one of your greatest challenges as a wedding photographer.

				In Chapter 16 I look at the various ways you can deliver finished products to your clients. Current options include online print sales, albums, DVD data discs, DVD slide shows, and more. The digital age is teeming with products that you can offer to your wedding clients. The choices are so numerous that the job of narrowing down to the best offerings is a difficult and time-consuming task.

				Breaking into the wedding photography business may seem like a daunting task to the beginner. In Chapter 17 I discuss the major options for finding jobs and provide tips on who to talk to about finding jobs. In this chapter I also discuss how to conduct client interviews. After all, finding a client is not the same as getting one to sign a contract. Knowing where to meet and what to talk about in client interviews is vital to your ability to get the signature on that contract.

				In Chapter 18 I discuss the topic of web sites. Your website is the single most important part of the advertising puzzle. If you don't have one, you don't exist. And if you have one, but you don't know how to set it up for basic search engine optimization (SEO), then for all practical purposes, your website still doesn't exist. Your website has to be attractive, and your clients have to be able to find it.

				In Chapter 19 I take a look into the special requirements and rewards of destination weddings. Topics include options for marketing yourself to these clients, pricing the job, choosing the right equipment for travel, and getting there and back in one piece.
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					Dramatic couple shots are always challenging and fun to create. If you shoot destination weddings, the challenge is multiplied by the fact that every wedding takes place in a completely new location.

				

				Contacting the Author

				You can contact Glen Johnson by e-mail at aperture1@hotmail.com or grj@aperturephotographics.com. For more information about the author and his upcoming projects, visit his website at www.aperturephotographics.com.

				Please note that some special symbols used in this eBook may not display properly on all eReader devices. If you have trouble determining any symbol, please call Wiley Product Technical Support at 800-762-2974. Outside of the United States, please call 317-572-3993.  You can also contact Wiley Product Technical Support at www.wiley.com/techsupport.
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				Chapter 1: The World of Wedding Photography
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				Wedding photography varies from other types of photography in that you must move from place to place throughout the day, constantly searching for tiny important details to record, and constantly trying to catch your clients in the act of doing something interesting. You'll be expected to create beautiful images at times when they may not appear to exist. The pressure to create art on demand (whether you're in the mood or not) can feel quite overwhelming — especially if the people or the settings don't inspire you. And the pressure mounts even higher when you have to set up and compose twenty group shots with a hundred thirsty people who have only you standing between them and the bar. However, all the external pressures are nothing compared to that internal nagging fear that you have to get it right. Unlike other types of photography, with wedding photography you don't get a second chance to do it over.

				Capturing Weddings

				Telling the story of an entire wedding day with still images is not something that can be distilled into a simple formula that you can repeat over and over. No two weddings are alike, and even if you go back to the same location over and over again, every day has different light and every wedding has different people and different customs. You can't just sit down the night before to plan your workday or make a list of the images you want to create. You have to be ready and able to handle all sorts of conditions quickly and without help from other people (see Figure 1-1). Your equipment must be reliable and self-contained, and you must have backups of the most critical pieces of equipment, such as the camera body and the flash. Further, everything you use must be fairly portable so that you can easily move it from one location to another during the day without causing much fuss.
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				Figure 1-1: This first dance took place in a very dark indoor location. You can make it look well lit if you know how to mix your flash to get the foreground, while adjusting your ISO and shutter speed to get just enough of the background.

				If you are considering diving into the world of wedding photography as a career, or even as a part time job, you will soon learn that this job is not just about creating a few artistic images on the wedding day. Much more important, wedding photography is a performance art. Those who do it well glide through the day with grace and confidence as they anticipate and capture hundreds of tiny moments of the day. Each picture becomes a fleeting glimpse of everyday events preserved in a way that brings out a hidden beauty that was simply not accessible to the average person until it was captured and then revealed through that particular photographer's vision. And each image is far from a random event captured in a haphazard manner. Each image says something important about the day (see Figure 1-2). And each image is crafted very purposefully; sometimes with the goal of including all the essential pieces of the story; sometimes eliminating all but a single detail; sometimes capturing the light in a specific way; sometimes playing with a shadow; sometimes showing motion; sometimes capturing an emotion. Later, when the best images are viewed together as a slide show or in an album, the collection captures and distills the emotion and the story of the day down to the absolute essentials.

				The art of wedding photography is in seeing beauty in everyday life.
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				Figure 1-2: These items are examples of things you might find in the bride's dressing room, but they were not arranged like this. I gathered them up and placed them here. Teaching you to see opportunities like this and then capture them with your camera is the goal of this book.

				A Challenging and Rewarding Profession

				The world of digital wedding photography can be both challenging and rewarding. You set your own hours during the week and then work on the weekend at what is probably the grandest party a couple will host in their entire lives. You get to be a “fly-on-the-wall” for one of the most important and emotional days of a new couple's life, inconspicuously following every move the bride and groom make from the time they arrive in the morning until they leave at night. If you become good at it, couples won't hesitate to pay you large sums of money and fly you around the globe for your services.

				As glamorous as the job may sometimes sound, in reality, the digital wedding photographer spends long hours sitting in front of a computer, editing images, building a website, working on album pages, answering e-mail messages, burning discs, and much more. The actual wedding shoot is only a small fraction of the job.

				A common industry adage about photography is, “You can be the greatest photographer in the world and still starve; or you can be a mediocre photographer and make millions if you're good at running a business.”

				I've had young people ask me what sort of college classes they should take to prepare them for a career in photography. My advice is to take classes in this priority:

				Business management

				Advertising

				Website development

				Computer technology

				Art

				Photography

				Yes, photography appears last on the list. This is because without a strong basis in the other skills, your photographic abilities are useless.

				Using the Tools of the Trade

				The tools of the trade are few. As businesses go, wedding photography requires a relatively small cash outlay to get the few pieces of high-quality equipment necessary for the job. Learning how to use the equipment is the real challenge, because, fortunately for photographers, having the best camera in the world won't make you a good wedding photographer, and having the fanciest computer won't get your color correction right, nor will it build beautiful albums. Many excellent wedding photographers use old, beat-up cameras with far fewer settings and capabilities than the high-end cameras many wedding guests will have slung around their necks. However, as you probably already know, cameras don't take pictures — photographers do! A good wedding photographer can take better shots with a point-and-shoot camera than the ones most people can take with a top-of-the-line digital camera.

				What camera should you use?

				The specific tools each photographer uses have nothing to do with whether or not the person can be a good photographer or run a successful wedding photography business, but they will play a major role in the styles of images you create. As shown in Figure 1-3, the important part is how skilled the photographer is at seeing a beautiful moment and capturing it in an artistic manner. For example, when you admire a painting by Picasso or Rembrandt, you don't ask what brand of brush they used. The tools they used are as irrelevant as the choice between a Nikon and a Canon. The artistic vision of the person and the technical expertise necessary to capture that vision are what make the real magic of photography. It doesn't matter if the person used an old beat-up camera body, or a funky lens, or an expensive lens; all that matters is that the equipment produces the image qualities the photographer is trying for.
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				Figure 1-3: While the tools used to capture an image like this are important — they must be of the highest quality — the vision of the person holding the tools is the most important part of the creation.

				With that said, I will add that the difference between a low-priced “consumer” camera compared to the speed and added functionality of the “pro” cameras is huge. In the right hands, the professional-level cameras and lenses will contribute a tremendous amount to the type and quality of images you can capture, as well as the ease with which you can make them.

				Personality goes a long way

				One of the most valuable tools you can have as a wedding photographer is the right kind of personality. You don't have to be the life of the party, but you should have a friendly, outgoing personality that puts people at ease almost immediately. If you don't like people, or if you are impatient or easily frustrated by people who are always late and generally can't seem to get it together, then this job isn't a good match for you. But if you function well under pressure (a lot of pressure), and if you're flexible enough that you can go with the flow when the bride is late, or it rains all day, then this job might be a good fit.

				Training your mind

				Last but not least, the most valuable tool you need as a wedding photographer is knowledge. You need to develop your skills and understanding of photography to the point that taking a picture is no more difficult than walking across the room. Eventually, you will be able to create the vision of what each picture should look like before preparing to take the shot. When you see an activity taking place — or better yet, about to take place — you'll envision the image and know which lens to grab, how to set the camera settings, and what angle to shoot from to tell the story. And you'll put it all together in the span of about 10 seconds or less.

				With practice, you will become in tune with the types of locations that make good portrait backgrounds, such as the one shown in Figure 1-4. Eventually you'll find yourself noticing places with good light or great angles, even when you're not at a wedding. You'll find yourself thinking things like, “These converging lines look so cool, I could put the bride right there and shoot it from down low with about a 20mm lens.” Or, “That long line of trees would be so nice with the bride looking around the trunk of the fourth tree. I could shoot it with my 200mm at f/2.8 to throw all the other trees into a blur.” Once you get to the point of thinking like that, things will come together quite easily on the wedding day.

				Getting experience

				A trained eye can only be gained through experience. Practice on your friends and family and anyone else who might be willing. Kids and pets make great subjects because it's so darn hard to control them that you'll soon give up and just start capturing whatever it is that they want to do — hey, that's just how a wedding works! Ask a caterer or florist to help you find couples who don't have the budget to hire a professional photographer, then approach the couple and offer to volunteer your services for free. It's actually much better for you to work for free when you start out because once there are contracts and money involved, you have a legal responsibility to perform and will be held accountable if the couple is not happy with your results.
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				Figure 1-4: Finding the right light and posing a romantic scene takes a lot of practice. When you've done it well, it looks as if it happened naturally, without any forethought. Soft focus effects like this can be added later in Adobe Photoshop to further complete the effect you envisioned when the scene was happening.

				With this book, you can read all about how to make great images, but no amount of reading can substitute for the experience you get working at a real wedding. I highly recommend that you seek out wedding professionals in your area and ask them if you can assist or shoot as a second photographer to gain experience and confidence before you take on your first paid wedding. In the beginning, you should expect little or no pay for the education you get while working with established wedding photographers. Consider it the cheapest college course you ever bought and learn everything you possibly can. In fact, I'd go so far as to tell the photographer you don't want money; you're willing to work for free just so you can pick his or her brain at every possible moment throughout the day.

				As your skills progress, you should start getting paid, but don't expect to make much money at first. The point of working as a second photographer is to gain all the experience you possibly can. When you reach the point where your first mentor has little left to offer, take your portfolio and seek another mentor. Eventually you will have to shoot a wedding on your own to understand the full impact of the job, but I don't recommend that you do this until you've shot at least ten weddings (unless you're already an accomplished photographer in some other field).

				Other valuable sources of education include seminars at big photography conventions like the annual Wedding and Portrait Photographers International (WPPI) convention in Las Vegas, or your state branch of Professional Photographers of America (PPA). Of course, there are also many photography schools where you can take classes to develop your photography and your business skills. Some classes may be as close as your nearest community college, while other classes are at schools like the Brooks Institute, which specializes in teaching just photography. Another good educational tool is, of course, the Internet. You can learn all sorts of techniques on YouTube or with a Google search. You can also check out the website, Best of Wedding Photography (www.bestofweddingphotography.com), to peruse the websites of the cream of the crop of current wedding professionals throughout the world.

				Recording Life's Milestone with Pictures

				In almost every human life, there are at least four major milestones: birth, marriage, birth of the first child, and death. A wedding photographer has the privilege of being a witness and a historian on one of those four big days.

				If you've ever looked through old albums of pictures from your childhood, you may realize that the memories you have of your childhood are actually somehow tied to the pictures. For example, you probably have many pictures where you can't remember anything else that happened during that day or even the month it was taken, but because you've looked at that picture many times over the years, the events immediately surrounding it are burned into your memory. While I can't explain how it works, I do believe that photographs help us store memories in a way that makes them last for the rest of our lives. Seeing that photo every few years reinforces that memory and embeds it in a way that causes it to remain present.

				The first time a bride looks through her wedding pictures, there is a very high likelihood she will be moved to tears. If you've done a bad job, they will be tears of deep sorrow. If you've done a good job, they will be tears of joy — the same sort of tears she may have cried when the groom said his vows and when her father made a toast to their happiness. These are memories, such as those shown in Figure 1-5, that you've frozen in time for her. Other types of photography are important to our clients too, but nothing will be as emotionally charged and profoundly important as their wedding photographs.
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				Figure 1-5: Allowing the couple to create their own pose takes very little coaching but it requires a lot of ability on your part to realize when they've got something good and press the shutter before it disappears.

				Breaking Into the Business

				What is it that attracts so many to the lure of wedding photography? Having been the paid photographer at hundreds of weddings, I still find myself amazed at the number of people who recognize the best angle, and stand up in front of me and my camera to try their hand at getting a good shot of the bride and groom. They are all interested in wedding photography on some level. Few have professional aspirations, but many will come up to me repeatedly throughout the day and ask questions because they are genuinely interested in the wedding photography business. You can see the gleam in their eyes as they think to themselves, “I could do that!” Their eyes sparkle even more when they find out how much it pays. When they hear that I've shot weddings in Mexico, Jamaica, and the Virgin Islands, and that my next few weddings are in Aruba, Greece, and Hong Kong, their eyes become wide and their jaws drop in disbelief. After all, wasn't it only just a few years ago that “real” photographers didn't shoot weddings? It simply wasn't cool.

				Even today, remnants of those feelings persist among older photographers, but the younger crowd is embracing the new world of wedding photography like never before. With the likes of photographers Joe Buissink, Mike Colon, and Denis Reggie not only shooting celebrity weddings, but also showing up on TV shows as celebrities themselves, the world of wedding photography has taken a decided turn in popularity. It's becoming downright stylish!

				Of course, reading this book won't make you a celebrity wedding photographer, or get you a bunch of calls for destination weddings, but it will give you the information you need to start down the path in that direction. Who knows where that path may take you? Even if you don't want to shoot celebrities or jet off to exotic locales, shooting weddings right in your own neighborhood is a great way to make a comfortable living while doing something that is fun, creative, and extremely enjoyable. And never underestimate the power of determination. After all, every established wedding photographer out there today — no matter how famous — started off at the beginning, right where you are standing today.

				Summary

				The world of wedding photography is an exciting and challenging place to be. If you are an aspiring professional photographer or simply an amateur who wants to learn more about digital wedding photography, you'll find the business surprisingly easy to enter. After you've built a small portfolio, either by working with an established photographer or shooting a few weddings for free, I'm sure you'll find no shortage of eager clients who are more than willing to try you out. It may take several years to work your way up the ladder into the higher price bracket, but if and when you do, you may find clients willing to pay extraordinary fees to reserve your services.

				The job definitely has its challenges. You have to learn to control your equipment in any sort of lighting conditions imaginable, with a lot of hectic activity going on around you, and with a lot of people watching and waiting on you. And, unfortunately, you'll end up spending far more time running the business than shooting pictures.

				Not only can you make a comfortable living, but also you get to work at something you can truly enjoy, while performing a service that is extremely important to your clients. Many of them will tell you that your pictures are one of the most important things happening on the wedding day, second only to the act of getting married. This is a day they will remember for the rest of their lives and they want those memories to be formed by an artist. When clients hire you, they are entrusting you to create images that will shape their memories and become part of their family history.

			

			
		

	
		
			

				Chapter 2: Developing Your Own Style
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				Your “style” of photography is a combination of the way you act while shooting the pictures and the type of pictures you create. Wedding photographers generally fall into one of three styles; however, it is possible for one photographer to shoot in more than one style and even to switch styles throughout the wedding day. In this chapter I take an in-depth look at the three main stylistic approaches to wedding photography: Traditional, Photojournalistic, and Portrait Journalism. I discuss the different photographic techniques used in each style, how the images differ, and what the clients want; and I include a few tips to help you decide which style is right for you. But first, I begin the chapter with a discussion about various methods for pricing wedding photography. Although the topic may appear to be misplaced, it is vital to understanding the different styles of wedding photography.

				Two Business Models

				Key to developing your own wedding photography style is understanding the various methods of pricing wedding photography. The price structure you choose is what motivates you to shoot certain types of images and to work in different styles throughout the day. For example, are you shooting to generate print sales, or are you shooting to provide a personal service for the bride and groom? Your answer may be determined by your personality, or by a conscious effort to adopt a certain business model.

				Essentially there are two financial models for a wedding photography business. I call them the “Aftermarket Sales” business model and the “Creative Fee” business model. The one you choose determines your motivation for taking pictures, which in turn determines the type of images you create for your clients.

				The Aftermarket Sales business model

				A longstanding tradition in the wedding photography business, the Aftermarket Sales business model relies on a low initial fee to attract customers, with a heavy push on aftermarket sales of items such as prints, albums, frames, video slide shows, and digital image files, which serve to bring in the real profit. The typical wedding package includes the service of taking the pictures only. Afterward, clients must purchase any prints, albums, or other items for an additional fee. In general, photographers using this business model keep the negatives or digital files; otherwise, the client could make her own prints. Occasionally, these photographers sell the digital files, but they often charge a hefty price for them to compensate for the loss in print sales.

				Clients know they're purchasing the wedding photography service, but many neglect to consider the fact that after the wedding is over, they will have nothing physical to show for the money they've spent, unless they spend a substantial additional amount. These clients are initially happy because they've gotten such a bargain on their photographer, and their thought is that they'll just buy a few prints after the wedding. But when they go to place an order and discover that the few prints they want will cost another $1,000, they start to grumble. With this model, it is not unusual for clients to be surprised at the high cost of the additional prints and then end up spending more on these aftermarket items than what they originally spent on the photography fee.

				Photographers who use this model are not out to cheat anyone; they just know that human nature makes us all suckers for a low price; and with all the competition photographers face, any little thing one can do to lower the price or give the appearance of having a low price, helps to draw in more business. This method can be highly effective if there are many other photographers in your area in the same price bracket and you don't have anything in particular that differentiates you from the crowd.

				When shooting in a traditional style with the Aftermarket Sales business model in mind, photographers are looking for images that the couple may want to purchase to frame or put into albums (see Figure 2-1). Such traditional-style prints include and are often limited to shots of the bride and groom, their families, and group shots of the wedding party. Of course, the couple may also purchase many loose prints in smaller sizes to give as gifts to family and friends, but with this limited number of purchases in mind, it doesn't take much experience for a photographer to get a feel for the types of images clients want to buy and then shoot only those — thus limiting the types of images a couple receives to the types of images a photographer believes they may actually want to pay for.

				In combination with these factors is the fact that you, the photographer, will quickly develop a feel for how much you think each client can afford to spend. If you know the client has an unlimited budget, then the quantity and variety of the images may be unlimited. However, many clients are attracted to the Aftermarket Sales business model because they are working with a limited budget. If you know this, then there is little motivation for you to create anything that you know they can't afford to buy.
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				Figure 2-1: Traditional-style images are not found; the photographer creates them.

				The Creative Fee business model

				With the Creative Fee business model, photographers charge the full amount of the entire sale up front. The client pays for the photographer's service, and the photographer typically delivers images on a set of DVDs or a small USB drive that the clients can keep and print in any quantity they like as long as it is for personal, noncommercial use. The “creative fee” pays for the photographer's talent, overhead, business expenses, and everything else that the photographer needs to make in order to stay in business and make the desired profit. Because the finished product is frequently a full-resolution set of images, when the photographer delivers the image set to the client, it may be accompanied by a good-bye handshake or hug. After that day, the photographer and client may never speak again unless the client orders an album or custom prints, and these items may also be purchased from other photographers or graphic designers if the client chooses to do so.

				The Creative Fee price structure influences what sort of images each photographer creates. For example, if you are paid a low price up front and the only remaining income is generated from print sales, then there is no motivation to take a shot unless you think it might generate print sales (see Figure 2-2). You may take a few extra shots just to be nice, but you are not required or motivated to put any effort into anything unless you think it will sell.
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					Figure 2-2: Cute moments like this are of little value to a photographer who is concerned with print sales.

				

				On the other hand, if the photographer is paid up front to provide a photographic service for the day, then he does not think about print sales. Instead, he thinks about shooting anything the bride and groom might find even slightly interesting and want to preserve in their memories of the day. You become the bride and groom's personal photographer — shooting anything they ask for, and anything that you find interesting, in an effort to create a complete story of the day. Instead of wondering what the bride and groom will buy, your driving motivation is to capture what you think the bride and groom will want to remember. This motivation factor is the essence of what separates the Traditional style from the Journalistic and Portrait Journalism styles. I would not have shot the image in Figure 2-2 if I had been concerned with print sales, but it makes an excellent contribution to the story of the wedding day.

				Follow the money

				The vast majority of photographers who follow the Creative Fee business model operate a one-man-show sort of business, with no studio and no staff. If they have to do everything themselves, it doesn't take them long to realize that they can make much more money taking pictures than they can from printing a bunch of 4×6s for Grandma. The Creative Fee model allows these solo photographers to concentrate on shooting weddings, which is what they do best, and what makes them the most money.

				Photographers who follow the Aftermarket Sales business model tend to have a much bigger operation. Having a large studio space and a staff between 1 and 20 people is not unusual, because these types of businesses rarely specialize in weddings. These photographers are usually shooting something every day of the week. They might do weddings on the weekend and then portraits, school photos, and commercial work throughout the week. The staff handles all the non-photographic work, leaving the photographer to concentrate on the photography.

				With total sales often reaching a third higher (per wedding), the Aftermarket Sales business model may appear to gross a lot more money than the Creative Fee business model. However, even though the gross income potential is high for the Aftermarket Sales model, many more costs are involved, such as studio rent, staff salaries, an accountant to track staff and tax information, and large invoices from suppliers of prints and frames and other supplies. The studio photographer may be supporting a whole community of staff, so when all costs are averaged, the net income from a single wedding is probably very close, if not equal, between an Aftermarket Sales, studio photographer and a Creative Fee, individual photographer (comparing photographers of similar skill levels and geographic area).

				Three Styles of Wedding Photography

				There are three main stylistic approaches to wedding photography: Traditional, Photojournalistic, and Portrait Journalism. Each style has benefits and drawbacks that mesh with different personality styles, resulting in an almost automatic attraction for one style or another by each photographer.

				Traditional style

				As the term implies, the Traditional style of wedding photography is the oldest (and perhaps still the most common) style of wedding photography practiced today, especially if you look at the entire world market. The images created by photographers using this style can be summed up into one word — posed. They are carefully arranged to bring out the absolute best in the client. Often there is little effort made at creating images that capture reality. In fact, it could be said that these photographers don't capture images — they create them.

				Like the example shown in Figure 2-3, Traditional-style images usually consist of exquisite portraits of the wedding participants and a few of the major events of the wedding day (which are often staged either before or after the actual event so that they can be captured perfectly without the inconvenience of interference from the actual wedding). In many countries, due to a combination of low budget and tradition, the studio portrait is the only photographic record of the wedding. If there is any storytelling to be done at all, the job is left to the videographer.
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				Figure 2-3: These two Traditional-style images were shot with a square format Hasselblad film camera, which is far larger and slower than today's digital cameras.

				Equipment

				The Traditional style is so deeply ingrained in most cultures that (worldwide) it remains by far the most popular style of wedding photography. This style evolved in the early days of photography when professional cameras were large and bulky; the 4×5 Speed Graphic was the camera of choice for many years. As black-and-white film eventually gave way to color, smaller, lighter cameras such as the Hasselblad with its 6×6-centimeter negative, and the Mamiya with its 6×7-centimeter negative, gained popularity. Although not small or light by today's standards, these cameras reigned supreme throughout the film era, and many film camera users still produce wonderful work with them. The size and weight of these cameras doesn't exactly encourage fast shooting. In fact, they encourage a slow, methodical approach best suited to the photo studio and the meticulously posed group shots that are still associated with the Traditional style of wedding photography. Many of these photographers still use film, although by now, even the most diehard film fanatics are slowly converting to digital.

				Personality

				Another aspect typical of the Traditional style is that the photographer is often very active and vocal about guiding the event. This can be an advantage if the couple didn't hire a wedding coordinator. The photographer can organize and move people involved in the formal shots, as well as frequently ask the couple and guests to stop what they are doing and smile at the camera for a shot. This interaction is most noticeable during the reception, as the cake cutting and first dance are often interrupted by the photographer asking the couple to “look this way and smile.”

				Although intrusive, this process of stopping people for a smile or to pose a certain way is so embedded in the tradition of the style that it is seen as completely acceptable. The tradition is so strong that sometimes the wedding officiant or the DJ may stop the couple from what they are doing and tell them to smile at the photographer without even checking to see if the photographer wants this. If you don't want this sort of “help” you may want to catch these people in a quiet moment and let them know that you prefer to catch real smiles.

				Services and items offered

				Traditional-style photographers typically offer a package that consists of a few hours of coverage, which includes all of the ceremony and the first hour or two of the reception. The initial payment for the photography is generally on the low side compared with other styles because the photographer makes much of his income from the aftermarket sale of prints and albums after the wedding is over.

				At some time after the wedding day, the newlyweds meet with the photographer to view a set of the proofs. (For more on proof prints, see Chapter 16.) At that time, the couple can place orders for wall portraits, prints for the album, and prints to give as gifts. A professional salesperson on the photographer's staff often conducts the proof-viewing session. This person is well trained at guiding the presentation for the ultimate emotional impact and then capitalizing on that emotion for high sales. The work of keeping track of these sales, filling print orders, framing prints, and constructing albums practically demands that the Traditional photographer have a staff of at least one other person. If the studio does very much volume at all, these jobs are far too demanding for a single photographer to keep up with and still hope to have any time left for taking pictures or having a life outside the office.

				The wedding day

				On the wedding day, the photography session often starts with a half-hour of setup time, during which the photographer and assistant set up two or more studio lights with umbrellas. This is in preparation for the “formals” or formal family group shots. If the altar area is acceptable, it is used as the background; if not, a large studio backdrop may be set up or an alternate location may be chosen if it provides a superior backdrop. At large weddings, two or more of these sets (each with a photographer and assistant) may be set up to work at the same time. Eventually the family and wedding party file in for group pictures. For big weddings, this portion of the shoot often requires two hours or more to get the many different combinations of the bride and groom with the wedding party and all the relatives and attendants. Each shot is meticulously arranged to very exacting standards. Frequently by the end, the bride and groom complain of sore facial muscles from so much sustained smiling, and it is common for guests to complain about how long the photographer took (even though it may have been the bride who insisted on the large shot list).

				Typically during this session, the photographer does not allow any guests to shoot images with their own cameras. This is because the photographer makes money from print sales; if a guest takes a picture of the same groups, that guest obviously won't need to purchase a print. In fact, that one camera-happy guest may later pass out his own prints to all the guests for free, further eroding the photographer's potential income. This is occasionally a point of serious contention with guests trying to sneak in a shot and the photographer or assistant acting as police officer to stop them from doing so. The only way to deal with this situation without causing a lot of stress is to limit the number of guests who are present in the photo sessions and make a general announcement when the photo session begins, requesting that no pictures be taken by the family or guests. If someone refuses to comply, it is debatable whether you will lose more in print sales by letting him take his shots or by causing an angry scene in the middle of the wedding. If you manage to anger the bride and her family, you stand to lose a lot more than the price of a few prints.

				After the formals session, the photographer typically captures images of all the big moments, such as the ceremony, the kiss, the couple leaving the altar, the couple entering the reception, the first dance, the father/daughter dance, the cake cutting, the garter toss, and the bouquet toss.

				After the wedding

				After the couple returns from the honeymoon, the studio schedules a viewing and ordering session as mentioned earlier. The final proof set the couple views may only include a few shots from each of the main wedding events because the photographer may have “weeded out” those prints she feels the clients won't purchase. The typical Traditional-style shooter may only take a few hundred images. These images are printed in 4×5 or 4×6 and the bride is allowed to borrow this proof set (often with a large deposit as insurance that it will be returned) for viewing purposes only and only for a limited time. From this selection, the couple and their families may purchase single prints and select images to include in albums.

				Photojournalistic style

				The completely unobtrusive presence of the photographer is the key feature that distinguishes the Photojournalistic style of wedding photography. Other elements common to this style include the use of the Creative Fee business model, large numbers of mostly black-and-white images, and a strong storytelling quality that truly captures the feeling of the day. The true photojournalist does not rearrange anything or ask anyone to do anything, such as smile, pose, or move to a better location for pictures. Images are captured without any disturbance from the photographer and they do not undergo any major changes in Adobe Photoshop aside from minimal sharpening and conversion to black and white. Some photojournalistic purists flat-out refuse to do any sort of posed photo shoot at all. Being that strict may seem like a certain recipe for disaster, but a growing number of brides prefer this approach. It allows the couple and guests to enjoy the wedding day with very little intrusion from the photographer.

				History and current trends

				The Photojournalistic style of wedding photography evolved as a lucrative weekend opportunity for working photojournalists who were hired by newspapers during the week. By shooting with the same cameras, in the same basic style they were trained to shoot for the newspapers, and with the same ethic of unobtrusiveness, they soon won a place all their own in the wedding photography world. The images photojournalists capture are often described as “real” and “honest” representations of the day. They simply shoot what is actually happening — nothing is made up for the pictures. But the word “simple” should not lead you to believe that this style is photographically simple. In fact, I would say that this is easily the most difficult style to do well at a wedding because you can't control anything. You have to actually capture it in action, which is extremely challenging.

				Many of the best Photojournalistic-style photographers are in such high demand that they eventually leave their newspaper jobs to focus on wedding photography full time. New photographers are adopting the Photojournalistic style at a fast pace. Some simply have a quiet, observant personality that fits well with the style; others appreciate the hands-off approach to wedding photography.

				Brides are seeking out Photojournalistic-style photographers in record numbers. It is no accident that the sudden growth of this style coincides with the equally sudden growth of digital photography. Digital cameras perfectly match the speed, quality, and low expense per shot the Photojournalistic style thrives on, and this combination of style and camera is very quickly changing the face of wedding photography.

				Personality

				The subtle mannerisms of photographers using the Photojournalistic style contrast sharply with the intrusive mannerisms of the Traditional-style photographer. Rather than stopping the first dance and asking the couple for a smile, the photojournalist is faced with the far more difficult task of catching the couple in the act of really smiling. Pulling this off takes a lot more patience and a certain amount of luck. Without the ability to control and arrange matters, Photojournalistic-style wedding photographers must be tuned in to the people and events so that they can predict when the elements of a good photograph are about to come together. This sense of intuition and timing is far more difficult to achieve than simply asking someone to stand still and smile for the camera.

				Informal formals

				Little time, if any, is spent on group photos with the Photojournalistic style. However, a small number of group shots are usually still included because they are so ingrained in wedding tradition that it is almost impossible to bypass them. The difference lies in the level of formality. Photojournalistic group photos are generally taken quickly, as loose gatherings of friends and family with a scenic background (see Figure 2-4). The number of groupings may be limited to 15 to 20, and all of these shots are frequently taken in less than half an hour.
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				Figure 2-4: In the Photojournalistic style, group shots are generally low key and quite a bit less formal than in the Traditional style.

				During the group photo session, the Photojournalistic-style photographer can ignore the amateurs when they snap away right over her shoulder. There is no motivation to clash with these folks because with the Creative Fee business model, the photographer has already been paid in full. However, if there are more than one or two amateur photographers, it is in the wedding photographer's best interest to tell them that they need to stay close behind so that the people in the shot are all looking in the same direction. The photographer should also make it clear that she won't wait for each amateur photographer to snap a shot; the amateurs need to take their shots at the same time so that the whole process moves quickly from one grouping to the next.

				The wedding day

				The Photojournalistic photographer typically starts shooting in the dressing rooms and continues late into the evening, capturing images of all the big moments as well as the smaller details. Anything that catches the photographer's interest is captured along with anything that the photographer feels may be even mildly important to the bride and groom. As you can see in Figure 2-5, catching every event is important: every smile, every tear, nothing is too small and everything is fair game because the photographer is being paid to tell the whole story of the day. Of course, the goal is to tell the story in a way that is quite a lot more than simple docu-mentary. Beautiful, unstaged images are the trademark of this style. How many images does it take to tell the whole story? The actual number of images depends largely on the wedding, but typically, the range is from 1,000 to 2,500 images per photographer, per day.
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					Figure 2-5: Instead of simply asking people to smile for the camera, Photojournalistic photographers must catch them in the act.

				

				After the wedding

				Within a few weeks after the wedding, the typical Photojournalistic-style photographer presents the bride and groom with a set of DVDs or a USB drive that contains high-resolution digital images. If the couple is interested in getting an album or custom prints, they may purchase those items at additional cost. Because the couple has the disc with all digital images, they typically choose to produce small prints for family and friends on their own but then come back to the photographer for high-quality albums and larger prints to frame. Figures 2-6, 2-7, 2-8, and 2-9 are representative of the types of images a Photojournalist might capture.
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				Figure 2-6: Fun images such as this contribute to the story, but they won't sell many prints.
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				Figure 2-7: A shot like this helps tell the story of what was going on in the dressing room.
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				Figure 2-8: The most important shot in the dressing room is when the bridesmaids or family members help the bride into her dress.
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				Figure 2-9: Little details like these women helping the bride with her hair and veil are very typical of the Photojournalistic style.

				Portrait Journalism style

				The term portrait journalism seems to imply a blend of Traditional and Photojournalistic styles. However, as you can see from Figure 2-10, photographers using this style tend to produce results that look more like a collision between fine art and high fashion — in a wedding dress. In reality, the Portrait Journalism style produces portrait images that range from traditional to ultramodern to fine art and anything in between. With Portrait Journalism, you are not bound by the constraints of being totally non-intrusive like a true Photojournalist-style photographer. You can shoot in a Photojournalistic style when things are happening, but then when there's a break in the action, you can pose the bride in a beautiful location for a portrait. This lack of constraint on posing combined with the Creative Fee business model, which pays you to shoot whatever you want, releases your creative potential in a way that never existed before.
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					Figure 2-10: In the Portrait Journalism style, portrait images often lean toward fine art and fashion styles. Images are frequently manipulated in Photoshop to create artistic effects.

				

				Distinguishing any difference between images shot by a Traditional-style or a Portrait Journalism-style photographer can be difficult. Both styles allow the photographer to organize, pose, and manipulate the scene to any degree desired, and both styles create beautiful portraits. The portrait journalist may be a bit more likely to use digital manipulation to enhance the image, but otherwise the techniques used are the same.

				The differences between the two styles are found in things that you won't see in pictures. The Portrait Journalism-style photographer only poses live subjects when it can be done without interfering with the natural progression of the wedding day. Any time there are events happening, such as the ceremony, reception, dancing, and cake cutting, the photographer shoots in an unobtrusive, photojournalistic style. Moreover, like the Photojournalist-style photographer, the Portrait Journalism-style photographer shoots with the goal of telling the whole story of the day. The portrait journalist will be there to capture events in the dressing rooms and throughout the entire day, whereas the Traditional-style photographer typically works on a more limited portion of the entire event. For example, a beautiful window-lit portrait of a bridesmaid shot in the dressing room would not exist if a Traditional style of photography was requested, as the photographer simply would not have been present during that portion of the day.

				Current trends

				Many of the most highly sought-after and highly paid photographers in the business today use the Portrait Journalism blend of styles to create exciting images for the biggest stars and celebrities around the globe. Although they often command prices in excess of $10,000 per wedding, they seem to have no shortage of clients who think their services are well worth the rates they charge.

				The celebrity excitement is boosting the popularity of the Portrait Journalism style among average “real world” clients, and this growing client base boosts the attraction to new photographers. Most young photographers coming into the field today are adopting the Portrait Journalism style, and if that trend continues, it will soon outpace the Traditional style as the most common in the industry.

				The wedding day

				What does the Portrait Journalism style look like in action on the wedding day? A portrait journalist approaches the wedding day very much as a photojournalist would. The first photos are typically shot in the dressing rooms where the coverage is mostly in a journalistic style, with some arranging of details and compositions, and a few posed portraits. A group photo session that uses the same quick, low-key approach used in the Photojournalistic style takes place before (and sometimes after) the ceremony. The ceremony is covered in a purely Photojournalistic style with no interference from the photographer. The reception is mostly Photojournalistic as well, but any small group shots that the couple wants are accommodated.

				At some point in the evening, the photographer and the couple may sneak off for a portrait shoot that gives this style its name. The photographer scouts out the best locations in advance so that the session flows quickly from one prime spot to the next and the couple is back to the reception before anyone even notices they were gone. In some cases it may be possible to do this photo session before or after the wedding day — thus avoiding the need to disrupt the wedding day while gaining much more time and freedom for the photo shoot.

				Equipment

				A portrait journalist uses a combination of Traditional-style and Photojournalistic-style equipment. Typically, the portrait journalist uses digital cameras, but art lenses and elaborate flash setups are not out of the question. Most photographers of this style tend to prefer natural light as a first choice, but they don't hesitate to use flash and other light sources when it adds to the image. Figures 2-11, 2-12, and 2-13 are examples of natural light images taken in the Portrait Journalism style.
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				Figure 2-11: I pre-visualized and directed this infrared image to get the couple into a dramatic pose that flows with the direction of the tree in the background.
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				Figure 2-12: This pair of images from Finikia, Greece, was created while the couple and I wandered around the town for several hours on the day after the wedding.
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				Figure 2-13: The Portrait Journalism style sets no limitations on your ability to use Photoshop to transform and enhance images that might otherwise seem plain.

				Finding a Style That Works for You

				If you're a newcomer to the wedding photography world, you may wonder where you fit in and what style you should use. You may be lucky or determined enough to be employed by an experienced photographer who acts as your mentor. If so, the style you learn from this person will certainly influence your own direction, even if only to teach you what you don't want to do. I highly recommend working with other photographers because this is by far the fastest way to learn the business and get some hands-on experience.

				What is the best style? There is no best style! But on the other hand, there is a best style for you.

				Does it matter which style you choose? Absolutely! In fact, I would say that for every photographer, there is only one best style — the right one for you depends on your personality. Are you the shy, introspective type who likes to hang on the sidelines and take it all in? If so, the Photojournalistic style is for you. Portrait Journalism requires a similar, yet a bit more outgoing, personality along with the desire for more creative control. The Traditional style calls to the photographer who has a slow, methodical approach to life — one who likes to be in complete control of the situation. As you work your way through the first few weddings, you can't help but find a style that fits you.

				The only mistake you can make is to try to do it all. Never tell your clients you can shoot in any style they want. This is a certain recipe for mediocrity. Instead, pick a style and stick with it. It won't take long before you become known for what you do. Not all clients will like that style and some of them will pass you by. Don't worry. You don't have to catch every single fish in the sea. Just do what you love. As you get more experience, clients will find you because they love what you love to do. Figure 2-14 shows a type of image that I personally love to create. After shooting images like this one for a couple of years, I now have brides who come in asking if I can do something like this for them.
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					Figure 2-14: Do what you love, and clients who love what you do will find you.

				

				Giving Clients What They Want

				One thing I learned in my transition from the Traditional to Portrait Journalism style (which didn't exist when I first started) is that clients have a predictable priority list. First, if they are forced to purchase prints by the photographer, they will almost invariably purchase the family group shots first. Then, depending on their budget, they may also purchase a simple portrait of the two of them together, then small groupings of friends, then overall shots of the event, and finally artsy shots. Even clients with the most limited of budgets invariably come back around the holidays to purchase a couple of 8×10s of the big family group. This says a lot about what clients need to fill their gift-giving obligations during the holidays, but does it say anything about what they want for themselves? As the photographer, it is your obligation to decide how you want to record the memories for your couples. What will they want to look at 30 years from now when they show their grandchildren what happened on their wedding day?

				As I began incorporating more and more artsy images into my work, I realized that these images are what draw the clients in and attract them to my work in the first place, but oddly enough, these are the last ones they purchase if they have a tight budget. It's clear that the family rules! If a young couple's house were to catch on fire, it's the family photos they grab as they run out the door, not the artsy shot of the bouquet or the bride's shoes laying on the floor. If I were to attempt to apply any logic to the situation, it would seem clear that all of my couples should have hired a photographer who specialized in the Traditional style because these folks can certainly make better family group shots than I can.

				Lucky for me, this logic isn't the leading factor when a couple decides who they will hire to shoot the wedding. Of course, the family portraits are important — even critical — but even in the Traditional style, they are not what gets you the job. In fact, all the standard shots, such as the family groups, the cake cutting, the first kiss, the first dance, and the bouquet toss, may make up the very core of wedding photography, but they are not what the couple looks at when choosing a photographer. I would go so far as to say that you could easily get clients to hire you without showing them a single shot from that core list.

				Couples make hiring decisions based on a million little personality factors that make them unique individuals, such as their personal taste, budget, level of interest in art, how well they like you as a person, how professional they believe you are, and so on. None of these factors is based on logic. What couples really seem to be looking for most is uniqueness in you as a photographer because, like the image shown in Figure 2-15 and others throughout this chapter, they want you to create something unique and unusual at their own wedding.
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					Figure 2-15: A beautiful and emotional portrait such as this is something that all brides hope for in their package.

				

				Couples know they are only one wedding out of the millions that take place every year, and perhaps this is why each couple wants to stand out. They don't want their pictures to look like everyone else's. Right now, as you read this, there are thousands of brides sitting at their computers studying websites in search of something different. The shooting style you choose is irrelevant because there will always be someone out there who likes your style. What matters most is that you grab them emotionally. They want to see a story on your website that brings tears to their eyes.

				Summary

				Whether you are new to the wedding photography business or have been in it for many years, you must consider how your price structure influences the way you shoot. You have to decide if you want to shoot for print sales, or if you want to shoot for the bride. Once you decide, your personality will eventually determine the style of work you do. Outgoing people who like to be in control may prefer the Traditional style, while quieter, more introverted types may gravitate toward the Portrait Journalism or pure Photojournalistic styles. The style you choose won't affect your success because there will always be plenty of brides who like each style. The important thing is that you pick the style that is right for you.

				
			

			
		

	
		
			

				Chapter 3: The Right Equipment for the Job
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				Wedding photographers have unique and specific equipment needs. Many equipment choices are simply a matter of personal preference, while others are dictated almost completely by the specific requirements of the job at hand. Your shooting style greatly affects what goes in your own gearbox. For example, Traditional-style wedding photographers typically carry a lot more lighting gear than Photojournalistic-style shooters, and destination wedding photographers may carry only the absolute essentials.

				No matter how serious your business aspirations may be, in this chapter I prepare you for making major equipment choices and handling challenges all wedding photographers face. Included is information about the demands of the job, because it is these demands that dictate the best choices in equipment. I purposefully avoid listing specific equipment makes and models because the technology changes so rapidly. Instead, I provide a list of qualities to look for that will meet the demands of the job. So whether you're just starting out, or you're more experienced but not yet completely satisfied with the tools in your gearbox, this chapter provides the information you need as you shop for that perfect camera system.

				Choosing a Camera of Your Own

				Several companies are constantly jockeying for the lead position in the wedding camera market. Nikon and Canon are the main players that target professional wedding photographers but many very fine cameras from other companies are also available. In the beginning of the digital revolution, camera technology changed so fast that the smaller companies couldn't hope to keep up. Now that the evolution of digital cameras is slowing a bit, the smaller companies are entering the market with some really competitive camera systems.

				Choosing a digital wedding camera is somewhat a personal decision. As such, it isn't possible for anyone to say whether this or that brand is best for you. Digital camera technology is still fairly new, so even if I were to point out which camera I think is the perfect wedding camera, there would certainly be something better on the market by the time you read this book. Instead, I can provide a list of qualities that, when combined, create the perfect digital wedding camera. These qualities will remain the same for years to come and they have no bearing on which brand of camera you choose. If you find yourself in the market for a new camera, using these qualities as a checklist might help you quickly narrow your selection to one or two camera models per company.

				Lightweight

				On the average wedding day, you may find yourself holding the camera up to your face anywhere from four to twelve hours. That's a lot of strain on the muscles in your wrists, back, shoulders, and neck — all of which work together to hold the camera up. If you happen to be small, the camera's weight will be a greater consideration for you, and it might even disqualify some of the top cameras as these tend to be built to withstand heavy abuse, which makes them the heaviest of all.

				Interchangeable lenses

				Fixed-lens cameras have only one advantage: They don't get dust on the imaging chip because the lens and body are built into a single unit that can't be exposed to the air. This isn't a huge issue when you compare it to the quality advantages of using interchangeable lenses. There's an old saying: You can do many things poorly or one thing really well. Lenses are definitely subject to this rule. If you hope to get one zoom lens that covers everything from 10mm to 300mm, you're going to be sadly disappointed. Fixed-lens cameras run into this problem. For serious wedding work, you should only consider cameras that have interchangeable lenses.

				Fast focus

				Focus speed is critical to the wedding photographer. Your camera needs to have options for either a single spot or a wide pattern of focus points. The focus should also have the option of changing from a single focus action with each touch of the shutter button, to continual focusing with the shutter button held down halfway. Each of these features is useful at different times during an average wedding day. Most professional-level cameras have multiple ways that you can activate the autofocus mechanism, including buttons on the lens as well as on the back of the camera body. Many sports and wedding photographers prefer to activate the focus with the thumb button on the back of the camera body. This completely separates the act of focusing from the act of releasing the shutter because a separate button is used for each.

				Fast motor drive

				In wedding photography, you may not need to shoot quick bursts of images very often, but when you do, you'll want a motor drive speed of at least three frames per second. Most modern digital cameras function at least this fast. Some models on the low end of the price scale suffer considerably in this category. Some cameras may shoot images so fast that you'll find yourself spending far too much time editing out the duplicates until you learn to use the motor drive sparingly.

				Good color

				A good wedding camera should produce rich, true colors under most lighting conditions, and for the vast majority of locations, you should get very acceptable color using only the auto white balance setting. The white balance controls should be easy to understand and easy to access; you should not have to scroll through different options in the menu. The camera absolutely must provide the capability to shoot in RAW file format, and some sort of software to manipulate the RAW files for better color management should be included with the camera.

				High ISO range

				Wedding photography is full of moments that challenge cameras. At times you will be shooting a white dress next to a black tuxedo in full sunlight; at other times you will be shooting a gathering of friends making a toast at night with only the light of a few candles. Shooting at night requires fast lenses with wide apertures, but even more important, it requires a camera that is capable of making acceptable images at ISO (International Standardization Organization) settings of 1600 and higher. This is perhaps one of the most demanding criteria on this entire list. If you read reviews and make test shots of your own as you shop for a camera (both of which you should do), you'll find only a handful of cameras that are capable of accomplishing this feat.

				No perceptible shutter lag

				When you press the shutter button on your camera, it should go off! Any delay can cause you to miss the magic moment and that simply won't do if you are to call yourself a professional photographer. This is perhaps the single most important reason to buy high-end cameras. The more expensive models will consistently outperform cheaper models in this area.


				Pay Attention to Focus Speed

				You are partially responsible for focusing speed and if you don't do your part, you can make things more difficult than necessary for your camera. For example, if you try to focus on a smooth white wall or the center of a piece of smooth fabric, the camera simply can't do anything. The focus point needs some texture to lock onto before the camera can work. You must place the focus point on an area with some detail that the camera's automatic focusing system can recognize. Using multiple focus points instead of just one can help solve this problem in many situations, but if you're dealing with a lens that produces very shallow depth of field, you'll have to be extremely specific about where you allow your camera to focus.



				Long battery life

				How do batteries always seem to know when you are about as far away from your camera bag as you could possibly get before they die? Ideally, your camera should not require battery changes during an entire wedding, and this is entirely possible with current technology. If your camera comes with a small battery, consider purchasing a battery pack that attaches to the bottom of the camera and doubles as a grip. These grips often include an additional shutter release button that enables you to shoot vertical images without having to raise your elbow up in the air. To the beginner, this may seem like a small detail, but when you start shooting ten hour days, keeping your elbow down conserves a lot of energy.

				Availability of a powerful TTL flash system

				A good camera is designed to take advantage of one or more flash units that are specifically designed to work with that camera. The flash unit should have easy +/– exposure compensation controls that allow you to adjust the ratio of flash to ambient light. A good flash also has a little white reflector card that pulls up to deflect a small amount of light directly forward when you're bouncing the flash off the ceiling. An added bonus is to have a slave transmitter and receiver built into the flash unit that still allows Through-the-Lens (TTL) metering while the flash is away from the camera. (For more detail about slaves and specific techniques for using multiple flashes refer to the chapters in Part 2.)

				LCD screen

				The liquid crystal display (LCD) preview screen should be large and bright, with vivid colors that nearly match what you see on a color-calibrated monitor. Image scrolling speed must allow you to do a speedy review of the images on your memory card. There should be a zoom feature that enables you to zoom in on a portion of the LCD image to check for sharpness at 100 percent. While zoomed in, you should also be able to scroll around to see any part of the image you want.

				When viewing the LCD screen, you should always be aware of the fact that it is not a 100 percent accurate preview of the image, especially when viewed under bright outdoor conditions. Get to know the limitations of your screen, and as discussed later in this book, learn how to read the histogram when shooting outdoors. And don't make the mistake of running up the screen brightness to view your images when you're out in the sun because you'll forget you did that and for the rest of the day you'll be shooting images that are really too dark because your screen is set so bright.

				Vertical shutter-release button

				The vertical shutter-release button enables you to maintain the same relaxed hand/arm position when shooting either vertical or horizontal pictures. If your camera doesn't have this feature, check to see if the manufacturer offers an add-on battery pack. This addition often incorporates a vertical grip and a second shutter-release button.

				Short power-on time

				When you flip on the power button, how long does it take before you can shoot the first shot? More than one second is too long, especially if you shoot in a Photojournalistic style. A good wedding camera also has an automatic power-off feature, which shuts down the camera after a few minutes of inactivity. This same feature should wake the camera when you touch the shutter button, enabling you to leave the camera on throughout the whole wedding without worrying about draining the batteries.

				Choosing Your Lenses

				The lenses you choose are an extremely important part of your photographic arsenal. The glass they contain is the only thing that modifies the light as it travels through the camera to eventually strike the sensor and become an image. This is one area where you do not want to conserve money. Instead, purchase lenses that are the absolute best you can afford and then some. In fact, I would go so far as to say that having a collection of at least three really high-quality lenses is the absolute top purchasing priority when you first start out. You may be forced to settle for less in the beginning, but if you're serious about making wedding photography into a business, you absolutely must own three good lenses: one wide, one medium range, and one telephoto.

				Lenses obviously determine the critical quality of sharpness, but as you'll soon discover through the examples and text in this book, your lenses also determine many other qualities about the way an image appears. Each lens has a set of unique qualities and characteristics that it imparts to an image. All lenses control aspects such as sharpness, color, and contrast, as well as the amount and type of Bokeh. Bokeh (pronounced Boke-uh) is the blur, or the quality of the blur, that is created in the out-of-focus portions of an image.

				The f/2.8 lenses that many pros think of as standard equipment often have huge glass elements that result in added weight and add an extra $1,000 to the price tag. Is it worth it? Absolutely! Do you have to have f/2.8 lenses in order to shoot weddings? No. Most amateurs and new professionals cannot afford the expense of purchasing a full set of top-quality lenses all at once, so they may opt to start out with variable aperture lenses to cut down on start-up costs.

				As your business grows, you should quickly upgrade to the better and more expensive lenses because there are many circumstances where wide aperture lenses and cameras capable of shooting at ISO 3200 are going to be the only way to get the shot. Cheap cameras and lenses are simply not capable of performing in low light situations.

				Because it's not vital to own wide aperture lenses, I've left out any references to the aperture size in the following discussion about which lenses are best for wedding photography. It should be noted, however, that the wide aperture professional lenses are definitely the best choice. Of course, they won't make you a good photographer, but they can add a lot to the quality and the “look” of your images, as well as enable you to capture images in low-light situations that would otherwise be impossible with a cheaper lens (unless you turn on the flash and forego the beautiful effects you can get with just natural light). Figure 3-1 is an example of the natural low-light effect you can achieve with a wide aperture lens and no flash.
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				Figure 3-1: Wide aperture lenses may be expensive, but there are some things you just can't do without them — like this shot taken in the light of a single street lamp with an aperture of f/1.4 at 3200 ISO.

				The list of lenses that are absolutely essential for wedding photography is surprisingly short. There are really only three or four must-have lenses. The short list of workhorse lenses that every wedding photographer absolutely must have includes:

				• A wide (17-35mm) zoom

				• A medium (24-105mm) zoom

				• A telephoto (70-200mm) zoom

				Much of the unique flavor that each wedding photographer imparts to an image is derived from that photographer's choice of lenses. Some photographers seem particularly comfortable getting in close for a wide-angle view, while others like to stay on the sidelines with a long telephoto. An experienced professional photographer can form a mental image of what he wants a picture to look like and then grab the right lens to make it actually come out that way.


				General Lens Information

				Fixed and variable apertures

				Many of the more expensive lenses are capable of holding the same aperture settings while you zoom the lens in and out. Most of the cheaper zoom lenses change the aperture setting as you zoom. This means that as the lens is zoomed to its wide-angle setting, the aperture will be something like f/3.5, and then as you zoom out to the telephoto setting, the aperture changes to something like f/4.5 or f/5.6. Being able to hold the aperture at a fixed position as you zoom in or out usually adds an extra $1,000 to the price of a lens, but the benefits far outweigh the price.

				Image stabilization

				Image stabilization describes the effect achieved by placing a set of small motors inside the lens and attaching it to a moveable glass element in the middle of the lens. The motor is connected to sensors that detect small vibrations from normal camera shake. The motor is then engaged to shift the internal lens element in the opposite direction of the vibration so that it cancels out the motion. The result is that the image stays in the same position in the back of the camera even though the outside of the camera is shaking slightly. Image stabilization enables wedding photographers to catch low-light images that would be practically impossible without this feature.

				Extra-low dispersion glass

				In recent years many lenses have come out using a new type of glass called extra-low dispersion glass. This glass is called extra-low dispersion because it corrects chromatic aberrations, or optical color defects, that are caused when different light wavelengths do not converge at the same point after passing through optical glass. This new type of glass corrects this problem so that all wavelengths converge at the same point, creating large improvements in color and sharpness when compared to the older lenses. Nikon's “ED” line of lenses use this glass as do the “II” line by Canon.

				Rubber gasket seals

				One of the most valuable differences between the “pro” lenses and the consumer versions is the addition of rubber seals that keep out moisture, dust, and other contaminants. These gasket seals enable you to continue shooting right through a rainstorm, in a dust storm, and so on. As long as the camera is also a pro model (with its own seals) you should have little to worry about. For a wedding photographer, this comes in extremely handy on days when the bride and groom decide to continue on despite the presence of a little rain shower. You can't exactly say, “Sorry, but I have to go in now.” If you have a professional-level camera and professional-level lenses, you'll be fine. If not, you might enlist someone to protect you and your kit by holding an umbrella for you, or try draping a towel or cotton napkin over your camera and lens to absorb some of the water.



				One of the biggest mistakes most beginners make is using the wrong lens for the moment. While a professional may intentionally grab a wide-angle lens for a portrait and get stunning results, amateurs may grab the same lens without any clue as to why they did or for what purpose the lens is normally used. In the preceding sidebar, “General Lens Information,” I explain the basic uses for each type of lens and provide some examples of the various visual effects each lens creates. Bear in mind that when I refer to a specific lens for specific types of photos, these suggestions are only meant as general guidelines for beginners.

				Wide-angle zoom lens

				Wide-angle zoom lenses are primarily used for documentary work, or “telling stories” as it is frequently called in the wedding world. As you can see in Figure 3-2, these lenses have a wide angle of view that captures a large amount of the scene. Wide-angle lenses can occasionally be useful for environmental portraits when you want to include a lot of the background (see Figure 3-3).

				[image: 9780470651759-fg0302.eps]

				Figure 3-2: Wide-angle lenses capture large portions of the scene.

				With a wide-angle lens, you must be particularly careful of the distance to your subject because this lens is perhaps most famous for its capability to make closer things look large while diminishing the size of things that are a little farther away. This effect can be particularly noticeable in a close-up of a person's face, where it makes the nose seem far larger than it should be. If you stand at normal height and shoot toward another person, you often find yourself tilting the lens downward to get the feet of your subject and to cut down on wasted space above the head. When you do this with a very wide-angle lens, it tends to make people have large heads and tiny feet. This distortion of size is most noticeable when the lens is set to the most wide angle part of the zoom range. The effect is also more pronounced at the edges of the lens than in the middle. The wide-angle lens is a great lens for wedding photography but it must be used with caution to avoid these distortion effects.

				Portraits

				In general, wide-angle lenses get a much larger depth of field than telephoto lenses. This feature makes them great for environmental portraits where you want the subjects in the foreground and the background to be sharply focused at the same time. This lens also includes a huge amount of the background, so if you have a sweeping landscape and you want to make that landscape a prominent aspect of your portrait, grab your wide-angle lens.
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				Figure 3-3: Environmental portraits can work great with this lens in places where you want to include a lot of the background.

				Dressing room shots

				The wide-angle zoom lens is the first thing I grab when heading into the dressing rooms. These places are often extremely cramped quarters and I frequently find myself standing in the shower stall or on top of a toilet just to keep from being trampled by bridesmaids jockeying for the mirror. The wide-angle zoom lens has the wonderful capability to capture practically everything in the room except the photographer. This lens is a wonderful storyteller, as shown in Figure 3-4.

				Dancing shots

				Another use for the wide-angle lens is to capture dancing shots at the end of the reception. This is quite possibly my favorite part of the entire wedding day. I love the challenge of getting in close enough to the dancers to fill the frame, while trying to anticipate what they will do next. The action is fast paced, and there is no second chance to catch something. The music is usually too loud to communicate with your subjects so you are on your own to anticipate where the action will be. Figure 3-5 shows an example of the close nature of dance floor action. Watch for the wildest dancers as these people will consistently provide your best bet for dramatic images.
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					Figure 3-4: The wide-angle zoom lens is great for shooting in tight places such as dressing rooms.
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				Figure 3-5: Getting in close with a wide-angle lens is your best bet for catching action on the dance floor.

				Group shots

				Group shots work well with the wide-angle zoom lens for a number of reasons. First, you can cover a very wide angle of view, which gets many people in the shot. Second, a wide angle puts you closer to the people in your groups. This is especially useful if you're using on-camera flash to add some fill light. This may not seem important on a cloudy day when there isn't much light out and your flash won't have to work very hard to match the low level of light. However, on a bright sunny day it's a completely different story.

				Most single-lens reflex (SLR) cameras can only work with a flash if the shutter speed is 1/250 second or slower. On a bright sunny day, you may have to set your ISO to 100 and your aperture to f/11 just to get your shutter speed down this slow. This set of circumstances creates a big challenge for a small flash unit. Most of these units can put out enough light for f/11 or even f/16, but if the group is 15 to 20 feet away, you'll get a dramatic drain on your batteries. Using a wide-angle lens as was done to create the image shown in Figure 3-6 puts you close enough to minimize the battery drain. If you don't have quite so much sun to deal with, you should try to back up as much as possible so that you can use the least wide angle setting you can manage for any particular group size. This will keep the distortion effects down to the bare minimum.

				[image: 9780470651759-fg0306.tif]

				Figure 3-6: Use a wide-angle lens when you need to get in close for your group shots.

				Medium zoom lens

				If you're just starting out and want to know which lens to purchase first, go with a medium zoom lens in the 24-105mm range. Later you can upgrade to the higher quality 28-70mm f/2.8 lens. When I purchased my first digital camera system, a 24-105mm lens was the only decent lens I owned and I shot quite a few weddings without ever taking it off. You can easily use this one lens to shoot entire weddings. However, it excels only in its capability to produce generic images. This lens won't impart much flair or artistic feeling to your images, but it will provide a zoom range that covers a little bit of everything. It works okay in the dressing rooms, although it won't be ideal in a small dressing room. Even today, I keep this lens around because I think it is perhaps the absolute best lens for small- to medium-sized family group pictures. As shown in Figure 3-7, the medium telephoto lens also works well for portraits if you zoom out to the 100-135mm end of the zoom range. This lens is a real workhorse that consistently delivers good quality images in the widest possible variety of circumstances.

				[image: 9780470651759-fg0307.tif]

				Figure 3-7: The medium zoom lens has the most useful zoom range for wedding photograph3y.

				The drawback to using this lens for everything you encounter throughout the wedding day is that, although it does a lot, it doesn't do anything very well. You can get much better results with a lens that specializes in the effect you desire. For example, the medium zoom lens can do a decent wide-angle effect, but a true wide-angle lens gets a much more dramatic effect. A medium zoom lens can do a decent telephoto shot, but a real telephoto lens will do far better.

				Telephoto zoom lens

				By far the heaviest lens in my camera box is the 70-200mm f/2.8 zoom lens with an image stabilizer. This lens is so valuable to me that I absolutely have to carry it despite the weight and added expense. I use it during the ceremony, the romantic portraits, and even in the dressing rooms when I want to zoom in close to catch some small detail of what the bride is doing.

				Many telephoto lenses on the market don't have the wide f/2.8 aperture or the image stabilizer, so you can save a lot of weight and money if you choose to do without these features, but such a compromise is definitely not worth it over the long term. If you must buy a cheaper telephoto lens to start out, immediately start saving your pennies until you can manage to scrape together enough cash for the f/2.8 image stabilizer lens — you will almost immediately fall in love with it. After the first wedding, you'll wonder how you ever worked without it.

				Low-light shooting

				The large f/2.8 aperture and the image stabilizer combine to make the 70-200mm telephoto zoom great for shooting in the low-light conditions of late evening. When I schedule an evening portrait session with the bride and groom, I rely heavily on this lens to allow me to shoot right through sunset and on practically into the dark. Photographers refer to this time as the “magic hour.” With a 70-200mm f/2.8 telephoto zoom, you can leave the tripod and shoot handheld at speeds as slow as 1/40 second. As you can see in Figure 3-8, this combination of wide aperture and stabilizer enables me to continue shooting much farther into the evening than I could before. What a dream come true for wedding photographers!
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				Figure 3-8: Thanks to the image stabilizer and the wide f/2.8 aperture, the 70-200mm telephoto zoom works great even in low light.

				Shallow depth-of-field

				Another use for the 70-200mm telephoto zoom lens is to create shallow depth-of-field effects. At wide apertures, the zone of sharpness is so small that it draws the viewer's attention to the subject by isolating it as the only sharply focused point in the image. This effect is often used for portraits. Figure 3-9 illustrates how the 70-200mm telephoto zoom lens can isolate your subject and separate it from the background by imparting a beautiful blur (Bokeh) to everything that falls outside the narrow zone of focus. The blurriness of the foreground and background accentuate the sharpness of the subject, making it appear as if it were somehow raised out of the blurry surroundings.
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					Figure 3-9: The telephoto lens is great at removing distracting elements in the background and creating a beautiful Bokeh.

				

				Figure 3-10 demonstrates another interesting and useful characteristic of the telephoto lens, which has to do with the way a telephoto lens captures a very small portion of the background behind your subject. This can be a great advantage when you realize that you only have to find a very small beautiful section of your location to use as the background behind your portraits. Many of my favorite portrait backgrounds had trash cans and other distracting elements only a few feet away from the couple. I easily avoided them because this lens captures such a narrow angle behind the subjects.

				Candid shots

				You can't beat the 70-200mm telephoto zoom lens for catching long-range candid shots of people interacting with each other, as shown in Figure 3-11. You can stand 30 to 40 feet away and still catch views that look as if you were right there in the conversation. The magic here comes from the fact that you're so far away that people don't even know you're watching them. They often comment afterwards that they didn't even know the photographer was around. That's the point! If they knew the photographer was around, they probably wouldn't have acted so naturally. Even with portraits where your subjects are fully aware of your presence, the telephoto lens still gets you so far away from your subjects that they feel more comfortable than if you were standing right next to them with your camera pointed in their faces.
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				Figure 3-10: A telephoto lens has a very narrow angle of view, which enables you to capture only a very small portion of the background in your image.
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					Figure 3-11: The 70-200mm telephoto lens is perfect for capturing candid shoots of people because you can stay far enough away that your subjects are unaware of your presence.

				

				Compression of subject and background

				As you can see in Figure 3-12, telephoto lenses make distant and nearby objects appear much closer together than they really are. This effect is not commonly used at weddings, but it actually comes in handy quite often. For example, a bride may request to be photographed in front of an outdoor location that is sentimental to the couple. Accomplishing this is easy if the object is close by, but what if it's far away? Try putting the bride and groom about 40 yards away from your position but between you and the object you want for the background. Shoot at a small aperture of f/8 (or smaller) to get some depth of field and you will be amazed at how close together your foreground and background appear to be.
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					Figure 3-12: The telephoto lens has the ability to compress the distance between foreground and background, making objects look closer together than they really are. This image was shot with a 70-200mm zoom lens using ISO 200 and f/13 at 1/750 second. To maximize this effect, I moved myself back as far as necessary to frame the shot using the 200mm zoom setting.

				

				Using Art Cameras and Lenses

				The use of lenses in this category is definitely not a requirement. These are additions to your arsenal that will add flair and a much more artistic feeling than the standard lenses. I usually carry two secret weapons in the pockets of my vest. One is a 50mm f/1.4, and the other is a Lensbaby lens (www.lensbaby.com). Both fall into a category that I call art lenses.

				Super-wide aperture lenses: 50mm f/1.4

				The super-wide aperture lens excels at creating the extreme shallow depth-of-field effects and has the added benefit of being by far the cheapest of all the super-wide aperture lenses. For example, the 50mm f/1.4 costs roughly $350 while the 50mm f/1.2 costs $1,500. With either of these lenses, the extremely soft background it produces serves to emphasize the subject. The effect works great for portraits. However, such a shallow depth of field can be difficult to use. If you want your subject's eyes to be in focus, you have to be extremely careful to focus on the eye and then shoot quickly before your body sways forward or backward enough to ruin the shot. On a reasonably close portrait like the one shown in Figure 3-13, you may have less than an inch of depth of field, which makes it almost impossible to get both eyes in focus at the same time. Many shots are ruined with this lens because of missed focus. However, when you do get it right, the results are well worth the effort.
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				Figure 3-13: The extreme shallow depth of field created by the 50mm f/1.4 lens is difficult to use for portraits but well worth the effort.

				The 50mm lens has another use as well. During the reception, I often use it to take natural light shots even though the available light may be nothing more than a couple of candles, as shown in Figure 3-14. Of course, you must set your ISO to 1600 or 3200 but the grain is still quite acceptable if you give your subjects enough exposure (assuming you've purchased a professional-level camera). Shutter speeds are still slow so you must catch people who are not moving around too much in order for this to work. When it does work, surprisingly beautiful candid shots can be created at a time when your clients were expecting only flash images.

				The image shown in Figure 3-15, captured at a reception in the Bahamas, was one of ten images I shot while this brother and sister were singing to the reception music. Had I flashed them in the face ten times in a row, you can bet I would not have continued getting such natural expressions all the way through that series of shots. The 50mm f/1.4 enabled me to capture this action with only a hint of natural light.
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					Figure 3-14: The 50mm f/1.4 is the perfect lens for shooting in very low-light situations.
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					Figure 3-15: Few lenses can pull off a low-light action shot like this. The 50mm f/1.4 is one of the best, and it is also the most reasonably priced.

				

				There are many other lenses in the same category as this lens. Several sport even wider apertures, and all of them produce even more pronounced versions of the effects mentioned for the 50mm f/1.4.

				Lensbaby

				Lensbaby lenses by Lensbaby, Inc., create an adjustable blurry/dreamy sort of look around the edges with a clear center. The aperture rings that fit inside the Lensbaby are interchangeable so you can adjust the size of the clear area in the middle of the image and the amount of blurriness around the edges. For example, the wider apertures create a very small “sweet spot” of clear image in the center and then a dramatic blur grading out from that central area. The smaller apertures create a much larger sweet spot and much less blur toward the edges. The effect is very similar to the blurry, vignette edges seen in images shot with the old Holga or Diana film cameras, but without all the hassle and unpredictability of shooting film. The newest Lensbaby lens, the Composer, is much easier to adjust and focus than previous versions. The Lensbaby really shines when you want to add a little bit of dreaminess to an image.


				Protective Filters for Your Lenses

				I don't recommend using a digital camera with any sort of special effects filters simply because you can almost always achieve the same effects in either Adobe Photoshop or Lightroom. However, I would never dream of using a lens without a filter attached. I'm referring to the ultraviolet (UV) type that filters out UV light, but more important, it protects the large glass element on the front of your lens from scratches and chemical contact that could easily ruin the glass or the fragile coatings on the surface.

				Think of these filters as a disposable protective bumper for your lens. The only reason for having one on a lens is to protect it when you drop it or bump it on the corner of a table as you're walking by. However, you don't want to get the cheapest filter on the market because the lens and that little filter are the only two things in the path of the light as it travels from the outside world into your camera. You have to ask yourself, what is the point of purchasing an expensive lens if you put a cheap filter on the front of it?

				Choose filters that are constructed from a grade of glass that is at least as good as the lens itself. If you have pro-level lenses, seek out the absolute highest quality glass filters from B+W or Heliopan, which can be purchased at www.amazon.com or www.bhphotovideo.com. They may cost more than $100 apiece, but I consider this a bargain compared to the thought of throwing away a $1,600 lens because I bumped it into something and scratched the front lens element. I have personally replaced several of these filters after smashing them into one thing or another. In every case, the lens survived without a scratch.



				Infrared camera conversions

				One of the coolest things you can do with an old camera body is send it in to have it converted to record infrared light only. This process removes the normal glass filter that covers the imaging chip and replaces it with a black filter that only transmits light in the infrared wavelength portion of the light spectrum. When you use the camera, everything works as usual but the images come out looking quite different. You can't actually see the effect of infrared light until you shoot an image and check it on the LCD screen, but after a few minutes of playing around, you'll find that it works at its peak in bright sunlight. Yes, that's right. You now have pretty much the only type of camera that prefers to work in bright sun. Figures 3-16 and 3-17 (as well as Figure 2-11 from Chapter 2) are examples of infrared images shot with a converted Canon 20D. You can find many individuals and companies that will convert your own camera by typing “infrared conversion” into the Google search engine. Look for the companies that offer many filter options because each filter transmits a different wavelength of light and the resulting images will all look quite different.
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					Figure 3-16: I shot this image while walking behind the bride and groom with the camera held low to the ground.
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				Figure 3-17: When you shoot in bright sun, most plants will take on a white glow because they reflect infrared light. The sky also turns very dark, which creates a dramatic backdrop for clouds and trees.

				Deciding What Flash to Use

				No matter what style of photography you choose, you will undoubtedly find yourself shooting wedding images in places that require additional light. The type of lighting gear you carry is determined to a certain extent by the style of images you shoot. Traditional-style wedding photographers typically shoot more posed, indoor images that require elaborate flash setups. Many of these photographers are also commercial or portrait photographers and they simply carry a small set of studio gear to use at the wedding. Photojournalistic-style photographers tend to shoot fewer posed groups and most of them carry nothing more than a set of small on-camera type flashes.

				While it is possible to use larger studio flashes that sit on top of a stand and require a large power source, for the purposes of this book, I stick to a discussion of on-camera type flashes. Not only are these little flashes plenty powerful for the vast majority of wedding uses, but also they are relatively cheap and extremely portable. Also, I would go so far as to say that with a little creativity, you can do anything with a couple of little flashes that you could do with a bigger flash — and more. In fact, there is a whole new generation of studio photographers and commercial photographers who use these little flashes for everything they do. With all that in mind, there seems to be absolutely no reason why we wedding photographers should ever carry anything else.

				All major camera manufacturers produce excellent flash units that are plenty powerful for wedding photography. You'll need at least two units to start with (one for backup) and then if you get more elaborate in your lighting setups, you may need several more. Many photographers use multiple light setups to light big spaces at the reception, and this is the most common use for multiple flash units. (How to use flash is covered in much more depth in Chapters 7, 8, and 12.)

				Selecting the Right Bag to Carry Your Gear

				One of the things I've learned from traveling to shoot destination weddings is how to lighten my load. I've got my camera case whittled down to the bare minimum. Every item in that case is selected based on a balance between weight, quality, and usefulness. However, even before I began traveling on airplanes with my camera gear, I was always traveling somewhere with it. By their very nature, weddings always take place away from your office/studio; they rarely happen in the same place, and always require that you move your gear around several times during the day. For example, you generally start the day in the dressing rooms, then move everything to the ceremony, and then move again to the reception location. Frequently, these places are miles apart from each other. You also occasionally find yourself being sent to the wrong location, and suddenly you have to grab everything up and jog with it. Because of this, I developed my own personal philosophy that I wasn't going to carry any more than what I could pick up and move in one load. If I need more gear, I hire an assistant and then we only bring what the two of us can carry in one load. To this day I still operate on that same principle and I highly recommend it to newcomers.

				If you're wondering how I manage to carry backup gear in that load, the answer is — I don't. I bring a complete set of backup gear but it stays in the car unless some part of my primary set fails.

				No matter how light or heavy your load may be, you will definitely need some sort of bag, box, or case to carry your camera gear. A good camera bag makes it possible for you to move your gear around comfortably and quickly. The type of carry method you choose should be dictated, to some degree, by the type of work you do. For example, a backpack is the ultimate choice if you frequently travel over rough ground. However, if you are mostly in cities with decent paved streets and sidewalks, a rolling bag is a far better choice.

				I discourage you from purchasing bags that hang from one shoulder by a single strap. If you do end up spending much time in this business, your bag will be heavy and you'll carry that bag around a lot. If you put all that weight on one shoulder, you may end up with frequent backaches.

				The photo backpack

				My favorite bag to hold my camera gear is a Tamrac backpack (www.tamrac.com). With your gear in a backpack, you can get everything on your back and still manage to shoot with your camera as you walk. You also have your hands free to carry lighter items, such as a tripod or a lighting kit. The backpack is easily the fastest and most comfortable way to carry your gear if you do a lot of moving over rough terrain. However, a full pack can weigh in at 40 pounds if you pack two camera bodies and many lenses, so this should not be the first choice for smaller people or those with back problems.

				The rolling box

				No matter how large or small you may be, if you know you'll be moving long distances on paved ground, a rolling box is by far the most comfortable means of transporting your gear. You can find many excellent rolling cases at Porter Case (www.portercase.com). If you need waterproof and bombproof protection, Pelican cases (www.pelican.com) are a good option. You can get these cases in all shapes and sizes to fit your needs. If you travel rarely or just around your hometown, then one of the lighter weight cases like the Porter cases will do.

				My personal favorite, shown in Figure 3-18, is the Pelican 1510. The 1510 is designed around the exact dimensions allowed by the airlines for carry-on luggage. Several companies sell cases such as this but the Pelican offers extreme durability, a waterproof seal around the lid, and a Gore-Tex valve to equalize the pressure when going up and down in airplanes. These boxes are designed to take a real beating while protecting your gear.
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					Figure 3-18: Rolling camera boxes, such as this Pelican case, can provide protection in even the harshest of conditions. Mine has sat out in the sand through many, many beach weddings like this one in Tahiti.

				


				The Bomb!

				The combination of tough and waterproof was very comforting when I tossed my Pelican case full of gear out over the water and into the hands of the captain of a little water taxi (small boat) near Cabo San Lucas, Mexico. The bridal couple and I took a short ride out to Lovers Beach where we were to do a two-hour portrait session. As we approached the beach, the captain refused to go all the way in because the waves were pounding on the sand. We had to jump out of the boat into waist-deep surf and wade ashore through the pounding waves, while carrying all our gear and clothing for the shoot. Then we went on to spend the next couple of hours photographing in the sand, which is only slightly less deadly than salt water if you get it on your camera. This type of shoot is something I would never have even considered without my Pelican case.

				Another time, while boarding a very small jet on my way to a wedding, I placed my camera box on the gate check cart along with all the other carry-on bags and then boarded the plane and took a seat. Almost immediately it started to rain and quickly turned into a total deluge, coming down so hard you could barely see from the plane to the cart where all our belongings sat getting soaked. Several passengers jumped up and began complaining loudly about laptops and important papers and leather satchels that were getting ruined. The captain called for bag handlers while the stewardess refused to let any of us get out and fix the problem ourselves. My seatmate leaned over with a very distraught expression and said, “That's my laptop getting soaked there in the blue bag.” I said, “That's my black box over there with about $15,000 of camera gear inside.” He looked at me and said, “You're not worried?” I said, “Nope! Not at all.”

				I recently read an article where the author claimed the weight of a Pelican case makes it inappropriate for traveling photographers and he went on to promote different soft cases as being highly preferable. My Pelican case has logged more than 300 airplane flights while traveling to over 50 destination weddings outside the continental United States, it's bounced around in the trunk of countless third-world taxis, rolled over miles of cobblestone streets, been dragged through miles of sand on various beaches, sat out in the rain, endured hours of bone-jarring rides in small boats, and been used as a stool, a chair, and a pillow. Yes, it weighs 12 pounds empty, but don't let anyone tell you that any soft bag can protect your gear through all that abuse.



				The photo vest

				Whether you decide to carry your gear to the wedding in a backpack or box, once you get there, you still need a way to carry all your stuff around while you're there. The photo vest is absolutely perfect for this. A vest is a bit like a wearable camera bag. It fits comfortably over your shoulders and holds lenses, filters, a flash, memory cards, extra batteries, snacks, water, a hat, and any other small items you may need. A vest keeps all the important stuff right there in easy reach. I like the black Domke vest because it has more than enough pockets, the construction is top quality, and the dark color feels a bit more discreet than lighter colors — it doesn't seem to call attention to the fact that there's a photographer wandering around.

				Using a Tripod

				While it is true that you can shoot weddings without a tripod, I believe very firmly that every wedding photographer must have a decent tripod. It doesn't have to be the newest, lightest, $1,000 carbon fiber job on the market, but you do need something, and you do need to know when to bring it out and when to put it away.

				In a typical wedding, there may be only a couple of times when you really need a tripod, and many weddings won't need one at all. So what exactly is it that makes a “tripod moment”? There are two very different times when you should bring the tripod out. One is the obvious setting where you want to use a very slow shutter speed, either because it's dark or because you also want to use an extremely small aperture to maximize the depth of field. Once you get down into the slower shutter speeds, your images will undoubtedly benefit from the stability a good tripod provides. Often this benefit won't even be noticeable on the LCD screen, but when you get back to the computer and zoom in on the details, you will always be able to see a difference between handheld images and those shot from a tripod. This is also true for lenses with an internal image stabilizer, except the shutter speeds can be about two stops slower than otherwise before you start to need the tripod.

				The other time when a tripod will be invaluable is for family groups — especially big groups. Not only will you see small benefits in sharpness, but also even more important, a tripod enables you to carefully frame your shots and freeze the camera in that position. Once you get the framing set, you can leave the camera there and walk around to adjust clothing, remove junk on the ground, rearrange people, and so on. When you get back behind the camera, you can hold your face up just above the camera and your finger on the shutter release as you engage with your group by talking or telling a joke to get a smile. This type of interaction is much more comfortable for your clients than looking at a faceless photographer who has her head hidden behind the camera. Also, having your head up enables you to see all the little imperfections in the picture before you press the shutter. I frequently find myself walking around the camera three or four times to get the group just right. This same use of the tripod holds true for romantic portrait images with the bride and groom — especially in the very late evening when the light is low and you might need to have your camera supported during a long exposure.

				The Importance of Backup Gear

				The very first time you shoot a wedding for pay, you absolutely must have at the very least a bare minimum of backup gear to use in case something breaks. In the beginning, this set may consist of a few items that you borrow or rent just for the day. But as your business grows, you will certainly need to double up on a few items of gear. One of the best ways to do this is to create a completely separate set of gear for the primary and secondary photographers. Eventually, each of these sets will have at least two camera bodies and two flash units.

				I saw the image shown in Figure 3-19 on my LCD screen one evening while shooting in Jamaica. When I took the lens off to see what was going on in there, the mirror fell out on the table. I just grabbed my other camera body and kept on shooting. To give Canon cameras the credit they deserve, this 5D shot 50 destination weddings and countless others in the United States before finally falling apart. Now it's got a new shutter assembly and I expect to get that much more work out of it in the future.
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				Figure 3-19: Having a set of backup gear is essential because almost all of your equipment will eventually fail, and when it does, you have to be able to grab a replacement and keep right on shooting without missing a beat.


				Tripod Etiquette

				No discussion about tripods should go without some mention of the fact that it is plain bad manners to leave your tripod standing alone during the wedding while you wander off and do other things for long periods of time. When you're not using it, fold the legs and lay it down so the other photographers and videographers, and of course the wedding guests, don't have to look at it and trip over it all day.



				Summary

				As businesses go, wedding photography actually has a very small list of required equipment. Knowing what to look for and why each piece is important can be very helpful as you search for the perfect gear. If you're just starting out, you may have to make some compromises by purchasing a few items that are functional although not the best quality. Then as your business grows, you can sell off the cheaper items and purchase top-of-the-line gear one item at a time. When you're ready to go shopping, I've included a comprehensive list of my favorite gear, along with links to purchase the items, on my website at www.aperturephotographics.com.
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Table 14-1 Media Management Software

Software URL Platform Cost*

ACDSee Pro www.acdsystems.com PC $130

Adobe Bridge www.adobe.com Mac and PC N/A (You can’t buy this prod-
uct because it comes bundled
with some Adobe products)

Adobe Photoshop www.adobe.com Mac and PC $300

Lightroom

Aperture www.apple.com Mac $300

Breeze Browser www.breezesys.com PC $70

Photo Mechanic www.camerabits.com Mac and PC $150

* Prices are approximate as of the time this book was written.
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