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To protect and promote the interests of photographers whose work is for publication
To promote high professional standards and ethics
To cultivate friendship and mutual understanding among photographers
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FIRSTWORDS

ASMP MARKETPLACE

Cooperation with AIA and other positive changes BY STANLEY ROWIN

y last column, discussing statistics from the Bureau
of Labor, resulted in some reader responses. Half of
them told me that I shouldn’t be so pessimistic,
while the other half congratulated me for telling the
truth about the industry. For the last several

months I have been asking tough questions in these

- columns. Sometimes I've reported depressing

trends in the industry. This month I will be a little more upbeat
and report about some successes and answer some of those

rhetorical questions.

Occasionally, members bring onerous photography contest
terms to our attention. Occasionally, the contest will ask to own
all the rights to all the photo entries. Additionally, they require
model releases for all the entered images. This is a clever way for
a contest organizer to create a cheap and instant photo library.
Contestants sign away ownership of the images to the organizer
for a small prize, or even just some recognition.

ASMP members that specialize in architectural photography
contacted us recently about some unfriendly terms on a contest
run by the American Institute of Architects (AIA). Members of
our Architecture Specialty Group lobbied hard on this issue and
then brought it to the attention of ASMP staff. The specialty
group secured the signatures of 167 photographers on a letter of
concern indicating displeasure with the terms and conditions of
the contest.

In January, Gene Mopsik and Victor Perlman met with two
executives from the AIA to discuss this issue. The meeting was
conducted in the spirit of cooperation and mutual respect and all
participants exhibited an honest desire to bring their differences
to a fair and equitable solution. As a result of this meeting Victor
Perlman is working on rewording the AIA release and the release
will be resubmitted to AIA for comment. The AIA expressed a
desire to work with ASMP to produce a brochure and Web
resource of guidelines for use by the AIA member architects in
their business dealings with photographers. This will be a great
opportunity to inform architects about rights, rates, and usage
considerations. AIA is also showing a willingness to seek advice
from ASMP in relation to their new digital archive. ASMP will
work closely with ATA and will offer general and technical assis-
tance as requested. This is one where both client and photogra-
pher can wind up as winners.

POSITIVE CHANGES

Here are some other posi-

o«

tive changes I can report. In
effort to
increase member benefits
we have created the ASMP
MarketPlace, a place where

our ongoing

photo buyers can post their

real-time photo requests Stanley Rowin
) ASMP president
and ASMP members can and chairman of the board

fulfill these requests direct-

ly. It’s on our Web site. Just follow the links from our front page
[www.asmp.org]. Like all good Web sites, ours is a work continu-
ally in progress. As we use it more, we learn what items have to be
changed and the Web site will continue to evolve. The ASMP
Marketplace will also evolve as time progresses. As I've mentioned
often here, the speed of change is a function of our financial sit-
uation.

In an effort to create more working capital we have refinanced
the mortgage on our headquarters building in Philadelphia. We
have saved over one percentage point in our mortgage interest
rate over the remainder of our loan. We also have had our build-
ing informally appraised and it is worth significantly more now
than when we purchased it about four years ago.

In 1998 ASMP created the ASMP Foundation, an organization
that could obtain grants and money directed to non-profits to
“further elevate the photographic profession.” More than four
years later, the ASMP Foundation hasn’t obtained any major
sources of funding outside of ASMP. For that reason the ASMP
executive board voted to take over direct control of the founda-
tion. The ASMP Foundation will continue as a tax deductible
organization to work to educate existing and future photogra-
phers. Susan Carr, the ASMP’s second vice president will serve as
the ASMP Foundation’s president, and Gene Mopsik will be the
executive director. Part of the research for our new education pro-
gram is interviewing members who are in the midst of excep-
tionally profitable years. We will try to determine if their business
models and marketing skills can be channeled to other members.
We’ll have more information in future months.

This month's portrait, above was taken by New York City-
based Clayton Price. Clay has been an ASMP member for over 30
years, working in photojournalism, editorial, advertising, fine art
and teaching. He's a vocal critic, but strong supporter of ASMP. o
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TECHTRENDS

DIGITAL STOCK

Agencies will accept images, if...

recent report by Trend Watch Graphic Arts says 82 percent of commercial pho-

tographers who responded to the survey use digital cameras. Trend Watch

also found that the most common application among commercial photogra-

phers (50 percent) was for print

fact that almost all major stock photo agencies aggressively pro-
mote their online digital catalogues and digital delivery systems

ould seem to indicate that images created with digital cameras

would have a quick and easy route

Unfortunately,this is not necessarily the case.

A quick check of a number of stock
agencies online digital guidelines or digital
submissions policies shows that “stan-
dards” for digital images are as elusive for
the stock industry as they are in all other
aspects of photography.

Many stock agencies say they will accept
digital camera images, but only if they are
“large enough” to meet their guidelines.
For example, MIRA requires an original
digital file that is at least 18mb when saved
as an 8bit, RGB TIFF file. This narrowly
rules out many Cameras like the Nikon
D1x/D1h, Fuji S2 or Kodak 760. Alamy
requires a 9mb file in “raw” mode. This
again rules out similar cameras. Stock
Media Market will accept images in three
different resolution categories with the
lowest resolution being 30-35mb! And per-
haps one of the most interesting is Index
Stock. They will consider digital files but
they must see them on an LVT output
(film output) to evaluate if they meet their
standards.

There is also lack of agreement on many
other facets of digital technology including
file formats, bit depth, color calibration,
use of ICC profiles, compression levels (if
JPEG files are specified) and image sharp-
ening. Several agencies like MIRA and
Stock Media Market do go into great detail
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BY JAMES CAVANAUGH

like the Nikon D1x, and a 17mb file from a
35mm transparency, scanned on a desktop

scanner, are very different in quality and

advertising. This report, coupled with the utility.

Many publications are rou-
tinely running digital camera
files as double page spreads
(I11-inch x 17-inch) with

to the stock marketplace. n
It appears excellent results. The photo-

on their Web sites about what
they expect in terms of digital-
ly prepared images.
Interestingly, one area that
all of the stock agencies seem to
be in agreement on is that they

do not want the digital camera

that many
of the
digital guidelines
established by

journalism and sports photog-
raphy markets have been
using digital cameras for
years. The irony of many stock
agencies’ resistance to digital
cameras is compounded by
the fact that the vast majority
of stock images licensed for

files interpolated in any man- |  Stock agencies | print are used quarter-page or
ner including Photoshop’s less!

bicubic  interpolation or were hﬂSﬂd As the new wave of digital
Genuine Fractals. It is interest- . :

- upun the" cameras continues to prove
ing to note that the use of these their acceptance in the mar-
software tools has contributed experience ketplace, the out-of-date digi-

to the tremendous versatility of
digital cameras!

It appears that many of the
digital guidelines established

by stock agencies were based

scanning film.”

tal standards of many of the
stock agencies will begin to
change. However, there are
additional issues that must be

considered however before

upon their experience scanning
film. No doubt they have been influenced
by problems with inconsistent results that
arose when photographers began deliver-
ing their own scanned images. The quality
of scanned images varies tremendously
based upon the technological capabilities
of the scanner used and the skill of the
operator.

Anyone that has worked with a good
digital scanner and the current crop of new
digital cameras knows that a 17mb file

from a professional level digital camera,

production of digital stock begins.

In the “old days” of the 1980s and early
’90s, stock photographers simply pho-
tographed projects on 35mm transparency
film and did a quick edit at their studios to
remove images for poor exposure, soft
focus or bad expression. The rest of the
slides, sometimes thousands, were simply
boxed up and sent to the stock agencies
editors. The process was fast and simple
and selected images went into distribution

chain quickly.



With digital cameras the cost for film
and processing has been eliminated.This
can mean a better bottom line at the end of
a year for prolific shooters and help offset
the declining revenues from stock agency
sales. There is also the advantage of no risk
of loss or damage to original film.

Unfortunately, the editing process is not
as simple. Digital camera files must be
downloaded, corrected if necessary, and
converted to low resolution files for editing
and submission. The required “computer
time” can be significant depending on the
volume of images produced. (If you are not
already using digital cameras for assign-
ment work, don’t underestimate this post-
production time.) One prominent stock
photographer, who was an early proponent
of digital cameras, remarked that he went
back to producing stock images on film
due to the easier and less time-consuming
submission process of film.

If you are contemplating using the new
generation of digital cameras for produc-

ing stock photography check your stock

agencies’ guidelines carefully. If you are not
currently with a stock agency, or are look-
ing to switch agencies, make sure you dis-
cuss and understand your prospective
agent’s submission guidelines. You don’t
want to produce what they won’t use.

Many stock agencies do accept low-res
files for review via CD-ROM. An increas-
ing number will review and edit for final
selection via Web sites or Web galleries.

If your current agency is resistant to
digital camera files due to outmoded per-
ceptions, prepare a sample set of full reso-
lution files for them to review. Like many
assignment clients, they need to “see to
believe”! Make sure you stick to the agen-
cies’ submission guidelines concerning file
formats and color issues so it will fit into
their workflow. You may help to change

their minds and the industry! o

Jim Cavanaugh, a former national director
and ASMP vice president, specializes in
architectural, interiors and aerial photogra-

phy. He is based in Tonawanda, New York.

TECHTRENDS

INVESTING IN
DIGITAL CAMERAS

Photographers have forsaken scanners and

invested in digital cameras at an equal or faster
rate than their creative and print publishing
peers, says TrendWatch Graphic Arts, in its com-
prehensive report Trends in digital photography.
In 1996, 27 percent of commercial photogra-
phers planned to invest in color scanners, com-
pared to 23 percent of creative pros and 25 per-
cent of print publishers. (At that time,
TrendWatch was not surveying Web designers
and developers.) Today, commercial photogra-
phers remain right in the midst of their peers: in
summer 2002, 21 percent planned to purchase
color scanners, compared to 20 percent of cre-
ative pros, 21 percent of print publishers and 27
percent of Web designers and developers. In
addition, in summer 2002, 49 percent of pho-
tographers said their use of color scanners has
remained the same as the result of having access
to a digital camera, but 43 percent said their use
had decreased. Photographers lead the way in
those planning to buy digital cameras, especial-
ly in the higher end. In summer 2002, 20 per-
cent indicated they planned to buy cameras in
the $1,001—$5,000 range.

ADVERTISEMENT
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MARKETINGMATTERS

DOWN TO BUSINESS

Crafting a creative marketing

hotographers traditionally search
for ways to let the world know we
are creative folks, and then we
market ourselves using the same
old ways. We buy 1,000 post cards,
buy a list and ship them out and
wait for the phone to ring. I think
those days are long gone—now is the time
to develop a new-thinking, creative and
effective marketing strategy for your pho-
tography business. Marketing has to be
positive thinking, serendipitous really. It is
about presenting yourself in a simple to
understand, positive manner, and easy to
deal with on the part of the art director.
And you can’t stop marketing. It must be a
part of your weekly routine.

The first step in designing a plan is to
identify who you are. This is your market-
ing message, slogan or tag line. It should be
a brief description about what you do: We
Photograph People; Digital Food for Menus;

Auto Racing the World Over. Whatever you
decide upon, it should be straightforward
and describe what you do. Some photogra-
phy businesses may have two or three mar-
keting messages and each message has a
brief strategy behind it, because they are
different.

Now that you have identified who you
are (this is best done on paper—a success-
ful marketing strategy need only be one
page) you need to determine to whom you
are selling. I am not against buying lists,
but make sure you clearly and specifically
determine who you want to work for, and
convey this information to the list broker.
They can screen or qualify the list and give
you exactly what you want. This list of
names, whether self-generated or pur-
chased, is your target market.

Examine your contact materials. Are
they professionally designed, or did you
design a spifty logo in your $18 “Design-O-

ADVERTISEMENT
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strategy BY IRA GOSTIN

Rama” software? Until photographers as a
whole start treating themselves as business-
es, we won't be treated as such. We are mar-
keting to professional designers and art
directors, which means our contact materi-
als need to be professionally designed and
creative. Having a logo designed and print-
ed on nice paper by a quality printer really
does make a huge difference in the way that
your business is regarded.

Business cards and letterhead packages
are scrutinized by prospective clients.
Therefore, when you present perforated
cards from your desktop inkjet printer, it
gives an impression of cheapness, and a
lack of stability, both of which contradict
the image you are trying to present. Spend
the money and do it right.

Understand who you are first, who you
want to sell to second, and then develop the
implementation. This is your marketing
strategy.

The unique selling proposition (USP) is
a time-tested and effective strategy that all
kinds of businesses use. Look at other
industries, what do their tag lines suggest?
Look at ads in magazines, see how busi-
nesses present themselves, and determine
your own uniqueness to your prospective
clients. The USP is your first step to devel-

oping effective marketing.

PERSONAL WORK IN
YOUR PORTFOLIO

When you are choosing images, find
images which are unique and that separate
you from the crowd. This is a difficult
process so ask for help from friends, a port-
folio coach or anyone that might be able to

assist you. It is difficult to be objective



about our own work, but show your
prospects images that talk about you, not
what you think they want to see. The cur-
rent trend is to show personal work, and
share your own personal vision. Accept
that and embrace it and be as creative as
you can be.

After you have pieced this all together,
develop a calendar for the implementation
of this strategy. Every quarter? Every
month? Who knows the right time or tim-
ing? You will have to gauge for yourself. I
saw a marketing campaign by one photog-
rapher who mailed to 50 art directors every
Friday for two months—and she was the
talk of the town. Decide what you are try-
ing to say, and say it as effectively as you
can.

Be committed to the image you are pre-
senting. Be committed to your marketing

message and be committed to your strate-

gy-

HERE’S A BRIEF CHECKLIST

* How am I unique?

* Who am I? (Marketing message)

* Who do I want to do work for?

*How am I going to show them my
work?

+ Can my contact materials be better?

+ Are these the most creative images 1
can show?

*Who can I get some unbiased help
from?

+ How often am I going to mail out?

+ What other marketing tactics am I
going to use?

* Write your calendar.

* Be positive thinking and relaxed.

* Double check everything.

* Look up the word serendipity in the
dictionary.

* Start!

+ Drop off your first mailing at the post
office and treat yourself to some cre-
ative activity!

All of this work can be accomplished by

working a few Saturdays in one month. It

isn’t overly complicated—it just requires
your commitment to change. “That’s the
way we have always done it,” could be the
most counter productive phrase in the

English language. «

Ira Gostin is a commercial photographer,
educator and entrepreneur based in Reno,

Nev. Down To Business will be a regular col-

MARKETINGMATTERS

umn tackling current business issues. Other
business and marketing articles by the
author  can  be read at  www.
shootsmarter.com. E-mail any ideas for
future columns to ira@gostinphoto.com.
ASMP members are offered a discount for
the location workshops he regularly offers.
Contact [www.gostinworkshops.com] or e-

mail him at the address above.

ADVERTISEMENT
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THE BUSINESS

he following are excerpts from the transcript of

The Business of Digital Photography program pre-
sented by ASMP at PhotoPlus Expo. The seminar
was moderated by ASMP past president Dave
Harp, of Baltimore, Maryland and comprised
ASMP Judy
Herrmann+Starke, Maryland; Mikkel Aaland, a

director Herrmann, of
San Francisco-based photographer/writer; and past APA
president, Jeff Schewe, Chicago, an authority on digital tech-
nology. Information gathered from this seminar will be
incorporated in a proposed ASMP white paper and an
ASMP committee is working on this topic. Future issues of
the Bulletin will include excerpts from this panel discussion.
Members are encouraged to read articles related to this topic
in the October and November 2002 Bulletins.

The seminar covered a wide range of topics and in his
opening remarks, Dave Harp made these comments: “We

are here actually to continue a discussion that will be ongo-

OF DIGITAL

ing for a long time because we are in the middle of a revolu-
tion. The accent is going to be on the business. We will talk
about some technology, and technological issues where they
pertain to the business side. Indeed, technology and busi-
ness are more intertwined now than ever before. There will
be three main areas that we are going to deal with today.
“The first is the cost of digital photography and the
detailed pricing structure that many use to recoup that sub-
stantial cost. We’ve got to remember we’re in the business to
profit from our labors and believe it or not some of us need
to be reminded of that fact. The digital workflow is the sec-
ond area and this includes establishment of standards for
the delivery of digital photography—from naming conven-
tions for files to color space to archiving issues. And the
third area is new opportunities, replacing old dying revenue
streams with new ones. What can digital do that film can’t?
How can we employ digital photography in new creative

ways and profit from these innovations?

Harp opened by asking: “Why not shoot
film? It’s proven. It’s reliable, high quality.
Is digital faster, better, cheaper?”

Judy Herrmann: One good reason to
stick with film is that you won’t have the
problem I am having right now where my
laptop and the digital projector don’t want
to talk to each other, so I don’t actually
have screens to show. The big thing about
digital photography is that in a lot of ways
it’s a hassle. You are spending a lot more
money, you are spending a lot more time
but it also allows you to do a lot of things
that you simply cannot achieve with film.

As an example, we recently did a shoot
where we had to do 27 antique oyster
plates. The art director that we were work-
ing with had about two hours during
which she was able to be at the antique

10 ASMP Bulletin MARCH 2003

store while we did this. To try and capture
these porcelain antique plates decently on
film in two hours would have been a pretty
insurmountable challenge, for me at least.
By capturing this project digitally, we were
able to simply do a capture with light com-
ing from one direction, do a capture with
light coming from the other direction, go
to the next plate, do a capture, go to the
next plate, do a capture. And then in post
production we were able to blend those
captures together and pull highlights and
shadows from wherever we needed them,
and pull that detail back in.

So, digital allows you to do a lot of
things that are simply impossible to do
with film. In my opinion, it has the poten-
tial—depending on the kind of system that
you are working with—to provide techni-
cally superior files. You don’t have any

grain, you don’t have any dust, you don’t
have any scratches, you don’t have any
problems with film getting lost or
destroyed at the lab, and you don’t have any
problems with x-rays. You have the ability
to create multiple originals. Once you've
got that digital file, an original can be in ten
different locations at the same time and it’s
not a problem. The decision to shoot digi-
It doesn’t
make sense to just do it for the heck of it.

tally has to be client driven.

In a lot a ways digital capture offers your
client more benefits than it offers you. But
if your clients really want it you've got to
deal with it. And if you think it’s best for
your clients, you can educate them.

Jeff Schewe: Everything that Judy said is
absolutely true. There is an enormous
amount of allure to going and shooting



digital. You need to accomplish a certain
level of proficiency with digital capture.
Once you do you will see that there are a
whole bunch of things that you can do dig-
itally, that would be either impossible, very
difficult, or time consuming shooting on
traditional film. On the other hand, I will
also say that a little 35mm transparency
contains just a whole poop-load of infor-
mation and there are times when it is bet-
ter to do film then scan.

I would say that we are in a transition
period in which the technology of digital
capture is pulling ahead slightly from the
technology of film capture. I have not gone
completely digital, mainly because there
are still a lot of assignments where digital is
less convenient. I would also say I choose
the format and the medium. I don’t allow
my clients to dictate. If they want me to
shoot digital, the first thing I do is ask
exactly why they think they want me to
shoot digital. Oftentimes, it’s this mis-
nomer that digital is cheaper. If that’s the
case, I put a kibosh on that right off the
bat. And oftentimes, it’s because they do
not know any better. And if they are edu-
cated and knowledgeable about the bene-
fits of digital, then it’s definitely worth-
while shooting digital. But oftentimes
with clients it is a real educational process.
Whether or not to shoot digital or film
should be based upon your criteria of what
you need to accomplish, not some pro-
posed or ill-informed concept that the
client might have about the technology.

Mikkel Aaland: Maybe to sum up a lit-
tle bit from what everybody has said is that
it is a little messy right now. That’s just the
way it is. My worst nightmare was a cou-
ple weeks ago when my client wanted me
to shoot both digital and film. They really
had it in their mind that they wanted
instant access to the digital file that next
day or that evening. But they also wanted
film. It just reminded me of the days when
the client would ask me to do color and
black and white too. It’s just a process.

Eventually that client is going to under-
stand that the digital files are going to be
good enough or fine, and then the film will
go away. Or maybe they’ll decide that dig-
ital didn’t work and they didn’t need it. It’s
definitely a very messy time right now; it
means we have to do a lot of educating of
the clients as well as educating ourselves.

Jeff Schewe: However, I would also say
that there is an enormous amount of
opportunity within chaos. As things are
changing, the trade organizations and
companies like Adobe and other large
technology companies are trying to devel-
op technological solutions to the prob-
lems. There is an enormous amount of
opportunity right now and we have to seize
the moment. We as photographers need to
take control over the technology and the
way it evolves. Because if we don’t it will be
some other major corporation (that will
take control). I feel very strongly that you
have to have enough confidence in the
knowledge of the technology. I would have
told that client (referred to by Aaland) that
I would have shot it either in film or in dig-
ital and “if you want both it will be three
times the amount.” Because the amount of
hassle is geometrically increased.
Otherwise, I wouldn’t have done it. That’s

just one of those recipes for disaster.

Dave Harp: What are the true costs of
digital photography? We have cameras,
software, dedicated work stations, learning
curves, and workflow changes. What are
the true costs?

Judy Herrmann: Well the camera is
usually the least of it, unfortunately. A lot
depends on your client base and on what
their expectations are and what your
expectations are. You start out with a cam-
era that can cost anywhere from a couple
thousand dollars to close to thirty thou-
sand dollars. You'll need more than one
workstation because there is just no way to
function with one computer per person. In

INDUSTRYTRENDS

my studio we normally have four people.
We have at this point eight or nine systems
and we are constantly kicking each other
off computers. There are not enough com-
puters to go around. And there is a huge
learning curve. Shooting digitally, in my
opinion, completely changes how you have
to think as a photographer—it’s a com-
pletely different medium. Your problem-
solving skills come in to play but the prob-
lems you're solving are different problems.
With digital capture, very often things
don’t all have to be perfect in a single
moment. You can do a lot of post capture
manipulation of files or blending together
of files which allows you to work faster and
often gives your client a better end result.
But all of that takes time; and it takes a lot
of time to become proficient enough with
Photoshop to be able to do that quickly
and easily.

And you have to be able to look at the
environment in which you're shooting and
know what’s easier to fix in capture and
what’s easier to fix after the fact. I also
think that digital costs an enormous
amount of time in terms of workflows. I
honestly don’t know how sole proprietor
I dont
know how they do it. My answer was to get

digital photographers survive.

employees. Because there was just no way
that I could handle marketing and shoot-
ing and invoicing and other administra-
tion and deal with processing files, rotat-
ing, renaming files, getting information
embedded into the information palettes of
the files, getting the images archived, get-
ting those databases under control, key-
wording those databases. The work just
goes on and on. The bottom line is that
there is so much more work involved in a
digital shoot than there ever was in a film
shoot. There is so much more post pro-
duction work that you have to find ways to
be billing for it and you have to find ways
of getting it done. You have to be charging
enough for that post production work that
if you get a call for an assignment, you

cont.on p. 12
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INDUSTRYTRENDS

THE BUSINESS OF DIGITAL con. from p. 11

don’t have to turn down a great assignment
because you've got 200 files that need to be
rotated and sharpened and named. You
need to be able to charge enough so that
you can pay someone else to do that work
for you. And you’ve got to have someone
else that you can pay.

Jeff Schewe: I have been doing this for a
long time and I have seen photographers
get digital cameras, get Photoshop, get
computers, and then when they come right
up to trying to charge for it they get weak-
kneed—they are not confident in their
skills, so they tend to give it away. They
kind of include it into the overall price. I
think somebody asked the question about
how to charge for all the different services
and time spent digitally. I have an answer;
I just charge a quarter per mouse click.

Judy Herrmann: How do you track the
mouse clicks?

Jeff Schewe: Actually there is a little
shareware thing that counts mouse clicks.

Judy Herrmann: I would not even want
to know how many mouse clicks I put into
some of those files.

Dave Harp: Well, I am going in for
carpal tunnel surgery in a couple weeks.
(Editor’s note: He has since had the surgery
and is still recovering from it.)

Jeff Schewe:
actually a real problem. I say that flippant-

The mouse clicking is

ly because at this point and time, that’s as
good a way that anybody is doing it right
now. Most people don’t have a clue how to
bill; most clients don’t have a clue how to
accept. When Dave did this survey within
ASMP, to try to find if there was a trend or
a theme for methods of billing, you can say
basically, it’s total chaos. There is no
method or theme or approved way of
billing for digital. It is all over the place. I
think you have to admit that it’s just a

$

Name:

HOW TO SUPPORT THE LEGAL ACTION FUND

YES, I would like to contribute to the ASMP Legal Action Fund and help
my Society’s legal advocacy efforts. Please find enclosed my contribution of

Address:

Phone:

Fax:

E-mail:

1-215-451-ASMP ext 1200.

To phone in a credit card contribution, please call:

Please mail your check or money order to:
ASMP, Legal Action Fund, 150 N. Second Street, Philadelphia, PA 19106.

Please note: Contributions are not tax deductible as a charitable contribution
but might be deductible as a business expense. Please consult your tax adviser.

Thank you for your support. 3/03
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greater exacerbated problem of an age-old
problem. The fact that photographers by
and large, have this duality of isolation and
yet they want the organizations and the
industry to solve their problems.

Dave Harp: But, I see this as an oppor-
tunity to correct some of the mistakes I've
made in the past. One of the things I want
to start talking about today— and Jeff and
I were talking about—is continuing to get
APA, and ASMP, and EP and whoever else
to come up with standardized names for
Get that
word out and get photographers charging

things that we can charge for.
for all the same things. I also want to
address Judy’s comments about sole pro-
prietorship. I couldn’t agree more. In my
case, my wife to my great horror quit her
day job and all our eggs are in one basket
now and we’re working together. It was
just an absolute necessity—I couldn’t do it
alone. (Editor’s note: An ASMP committee
has been established to address standards in
digital photography. Peter Krogh is chairing
this committee.)

Judy Herrmann: There are aspects of
digital capture that give you much greater
versatility than film and there are aspects
that give you much less versatility than
film. It’s very expensive to own multiple
digital capture systems. You run into issues
with what happens when your equipment
breaks down, and it does. If you are out
there looking at cameras and backs the best
piece of advice that I can give you is to look
at the manufacturers’ warranty and see
what kind of service plans they offer. Some
of these places just leave you high and dry
if your equipment fails. That’s another cost
of digital capture. If I have a 35mm style
SLR digital camera and someone wants me
to shoot something for a poster, how is my
reproduction really going to work on that?
Do I need to go get a digital back for a
medium format camera? How am I going
to pay for that? If I rent it, how am I going
to figure out how to use it fast enough to

use it capably for the shoot? cont. on p. 13



THE BUSINESS OF DIGITAL cont. from p. 12

Dave Harp: That’s one thing, I think, a
lot of people learned. I went in at the
Nikon D1X level. There were a lot of peo-
ple even a year ago that said “I don’t need
to buy one right now, 'm just going to rent
it” And they could rent one when the
needed it. Well, what they didn’t know is
that it took about a year to learn how to
use it and to be familiar and comfortable

with it.

Mikkel Aaland: This is something
that’s often forgotten when people start
adding up the cost of digital photography.
There are the other costs associated with
transmission. I spend $100 a month for
DSL and then there’s Web hosting. When
you start adding up all the extras, it really
becomes a lot of money. Also there is the
idea that with digital there is no film cost,
but there is the media itself, not to men-
tion your time. The media, the compact
flash, and the storage devices, they go bad.
You have to replace those, so there is cost.
I think the most important thing that ’'m
beginning to understand is that while
there are a lot of benefits, I really didn’t
look at it straight on for what it costs. I
am beginning to realize that very clearly
now. The next step is to make sure that the
client understands that too. Because I
think they have this attitude when they
say “e-mail me an image file” there is no
thought that you have set up an entire
transmission system to send them this e-
mail. Of course you should charge them
something. They may not even think that
because they are still in that kind of excit-
ed moment too—where they just think,
“oh, isn’t this great, it all works.” Well,
we’ve got to get beyond that and say, “well
it works, and it costs.”

Judy Herrmann: I don’t know if many
of you are working with remote clients
where you are posting images on the Web
for your client to review and then, after
getting feedback, posting another capture.

If you don’t charge them for the time that
you are sitting around waiting for them to
call you back, you are going to get so
burned; they go to lunch, they leave for the
day.

Dave Harp: Prior to this seminar we
conducted a survey and the results proved
there is no convention and there is chaos.
Charges are all over the place and a lot of
it depends on whether you're an advertis-
ing photographer working on one major
image that you have spent a week working
on, or an editorial photographer where
you might upload 100 images to a client
for an assignment. The point is, were at a
stage right now where there are just no
standards and we are exploring the situa-
tion to see what can be developed.

Jeff Schewe:
cynical but there is chaos, and there is

I don’t mean to sound

opportunity (for photographers). There is
also a great deal of opportunity for clients.
I like most of my clients, I don’t like all of
them but I like most of them. Right now
there is a lot of opportunity for clients
(magazines, agencies) to be taking advan-
tage of all this chaos. I would be very cau-
tious about accepting any advice or dic-
tates on the part of publishers or agencies.
If you think we’re disjointed and chaotic,
it’s even worse in the publishing and the
agency world. They don’t have a clue at all,
they’re totally clueless. For them to be
telling you how to bill or how to organize
or how to deliver, that’s not their job—it’s
your responsibility. So, yes there’s an
enormous amount of chaos but be very
careful about who you allow to influence
the method in the way you are working.
The people that have been doing it for a
long time know that a lot of clients are
very nice but with agency art buyers and
magazine editors it is often their jobs to
get the most for the least amount of
money. Some people will go to nefarious
levels to convince you to that, “well ABC
photographer doesn’t charge for capture,
doesn’t charge for transmission,” and then
put the pressure on you to cave in. ©

Cover

27 years as a Hartford,

Connecticut-based corporate industrial

n his

and advertising photographer, Lanny
Nagler has had the opportunity to visit
some exotic and not so exotic locations
throughout the world. While on assign-
ment he always allows himself the oppor-
tunity to pursue his passion, which is to
wander and explore the details of a place. “I
am fascinated by man’s handprint on an
environment. Color and texture are applied
sometimes without rhyme or reason yet
what is created is a three dimensional work
of art. Added to that is the interplay of light
and age.”

“In the case of this photograph, which
was taken within a few miles of my studio,
I love the softening quality of the diffusion
that was added to protect the new spring
plants from the harsh sun. Time and peo-
ple’s desire to scribble their names have left
a texture, which adds to the painterly qual-
ity of the photo,” he said.

This photograph is one of a series,
which was used on a 2003 promotional cal-
endar for Magnaprint, a Connecticut com-
mercial printer. “When they approached
me to do the calendar I chose images which
were not typical of many of those I have
seen in New England calendars. All the
images show my fascination with texture
and light. Quite by accident they are all of
windows and doors,” he said.

This photo, which is the March image
on the calendar, was made with a Nikon F4
with a 35-70mm f2.8 lens on Fuji Provia
100 film.

Nagler is the current president of the
ASMP Connecticut chapter. More of his
work and contact information can
be found on his Web site www.lannyna-

gler.com. o
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BUSINESSIDEAS

LOCAL PHOTO SAFARIS

A lucrative sideline business for the enterprising BY E. DAVID LURIA

hotographers with good teaching skills can develop a
lucrative sideline in their own communities: photo
safaris. Four years ago I developed a sideline to my
architectural and landmark photography business,
establishing a program called the Washington Photo
Safari, through which I train people in the techniques of
travel and landmark photography by taking them
around the monuments of the nation’s capital and showing them
how—and where—to take beautiful pictures. I offer these local
photo safaris every Wednesday and Saturday, all year long.

What began in 1999 with 73 people has now ballooned into a
very successful training program. In 2002 I had 1,020 clients on
these safaris. To date I have trained over 2,000 people in the basic
techniques of travel photography. What was a sideline activity
representing four percent of my income the first year has now
grown to over 33 percent of my business income. My students
have come from all over the US, Canada, Europe, Australia and
New Zealand.

Most of my students are not the serious amateurs who are able
to take the time and have the equipment and financial resources
to go on the many excellent photo safaris offered through the
photography magazines to tourist destinations in the US, Africa,
Europe, and the Far East. Participants in the Washington Photo
Safari come from that 90 percent of the camera market popula-
tion who are point and shoot photographers, people who love to
take pictures but never learned how to do it.

However, my safaris have also been attended by many serious
amateurs and professionals, who like the fact that I have thor-
oughly “cased the town” and know all the best places to lie, sit,
and kneel to get the best pictures in Washington. I was even hired
by the BBC-TV network to help them find the best shooting loca-
tions in the DC area.

With a few basic tips given by a pro at their side for three to
four hours hours, participants learn how to use flowers, trees and
bushes to enhance their pictures, how to get close to their subject,
how to get down low where the good pictures are, how to take
good pictures of their traveling companions, how to shoot indoor
scenes without flash, and how to use the many doodads on their
cameras they have been afraid to try. (I find that most people

with $400 cameras only use about $100 worth of its features.)

16 ASMP Bulletin MARCH 2003

More information is available on my Web site at
www.WashingtonPhotoSafari.com
I advertise primarily through the local camera stores and the
local convention and visitor bureaus, and I receive a lot of repeat
business, with one-third of my clients coming back for two or
three more safaris. My prices are very reasonable—$39 for a
three-hour walking safari in one specific area (e.g. Capitol Hill, or
the Lincoln Memorial area), $59 for a half-day safari around the
major monuments with transportation, and $99 for a full-day
safari. I have developed over 40 different itineraries that I can
offer to participants, with some special themed ones, such as the
Tidal Basin At Night, Churches of Washington, or Full Moonrise
Over The Nation’s Capital, etc., and I offer gift certificates. The
average size of my safari groups is seven persons, and several of
my students have become clients of my architectural photography
business.

My service includes pre-safari guidance and post-safari cri-
tique of photos. I even post the best pictures taken by my students
on my Web site’s Photo Gallery.

Expenses are minimal: instructional and promotional materi-
als, Web site work, communications, and gasoline, but virtually
none of the usual photography overhead expense, such as equip-
ment depreciation or studio rentals. Virtually all my safari com-
munications are handled by e-mail.

The safaris are open to people with any kind of equipment,
from disposables to digitals, and I make a point of stressing that
great images are created by photographers, not by cameras. I also
offer safaris now through local museums, such as the
Smithsonian Institution and the Corcoran Gallery of Art, teach-
ing people how to take memorable photos inside museums and
galleries without flash, where permitted.

My point is this—any enterprising photographer who is also
a good teacher could establish photo safaris like this in his/ her
local community. I have the advantage of hundreds of historical
landmarks and monuments in the DC area, but any community
in the US has notable landmarks, memorials, statues, waterfalls,
old barns, parks, or gardens, points of interest that could make
good training areas for the basics in travel photography.

The sites do not have to be famous—they just have to be pho-

togenic. The participants do not have be cont. o p. 19
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PAI Lifetime Achievement
award for Ben Ross

eteran ASMP member Ben

Ross, New York, who in

November 2000 was
awarded ASMP’s Lifetime
Achievement honor by then
president Gene Mopsik, has
recently been presented with
the Lifetime Achievement
award by Photographic
Administrators Incorporated,
PAIL The PAI honor was given
to Ross late last year and he
joins a distinguished group of
recipients including such
luminaries as Berenice Abbott,
Cornell Capa, Alfred
Fisenstaedt, Ernst Haas,
Philippe Halsman, Yousuf
Karsh, Jay Maisel, Arnold

Newman, Gordon Parks,
George Silk, David Turnley
and Mary Ellen Marks. Now
almost 86, Ross began his
career in the early 1940s at
Floyd Bennett Field in
Brooklyn. He later served with
the 8t Air Force Combat Unit
in Europe. At war’s end he
specialized in aviation photog-
raphy and then moved on to
celebrity photography. He was
also a leading photojournalist,
covering stories on medical
advances for the blind, women
prisoners, heart operations on
babies and gangs in Redhook,
Brooklyn. Ross’s photographs
are in the permanent collec-
tions of numerous art muse-
ums and prestigious galleries

and private collections. And he

is still photographing and
printing his own black and
white work. (At the same PAI
awards presentation, well-
known writer and educator,
David Vestal, a former Dean
of the New York Institute of
Photography, was given the
Excellence in Education award
for his influential teaching and
writing. Adobe Systems
received the Technical
Achievement award for
Photoshop—“which has for-
ever changed the way that
photography is produced.”)

NATJA conference

May 12-15, Rhode Island
ournalists and travel public
relations professionals are
invited to attend the North

egendary dance photographer Jack Mitchell

has garnered yet another honor. The St.

Johns River Community College, Fla., has
approved naming one of two galleries in the
Thrasher-Horne Center of the Arts as The Jack
Mitchell Gallery. Mitchell, who returned to his
native state after many years in New York—he
was the photographer for American Ballet
Theater for a decade and for The Alvin Ailey
American Dance Theater for over three
decades—also has a long association with the
community college and the Florida School of
the Arts. He taught at the school of arts during
two artist residencies and has also presented

several gallery exhibits. During his career,

Gallery named in honor of ASMP’s Jack Mitchell

Mitchell covered many special assignments for
The New York Times and for Dance Magazine, for
which he created 166 cover photographs.

© JACK MITCHELL
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American Travel Journalists
Association (NATJA)
Conference and Marketplace
in Newport, Rhode Island,
May 12-15.

Journalists, editors, associ-
ates and companions are wel-
come to attend. Registration
is now open. Information:
[www.natja.org/conference].

Registration fees include
luxury accommodations at
several leading hotels, and
pre/post press trips to
Martha’s Vineyard, Cape Cod,
and the Providence culinary
and culture experience. Shuttle
transportation, meals, tours,
professional development
meetings, a 75 percent Amtrak
discount, and car rental option
(from Providence) are all
included with registration.
Marketplace tables are includ-
ed in Associate fees. For infor-
mation: Elizabeth Barnes,
executive director at (310)
836-8712; e-mail
elizabeth@natja.org or

[www.natja.org].

Travel and guidebook writing
program, May 30-June 1

he 8th annual Institute for

Travel and Guidebook

Writing takes place May
30-June 1, in Orlando, Fla.,
sponsored by the Society of
American Travel Writers and
the Orlando Downtown
Development Board. The
institute covers 15 hours of
instruction for writers, pho-
tographers, experienced travel-
ers and others interested in



0ld technology finds a niche in a digital world

by Dave Harp
igital photographers, by their nature, look to the future for the next piece of
software, the bigger or better CCD or CMOS chip and for any way to
improve or speed up their workflow. But sometimes they rely on past tech-
nology to serve their needs. The Wallace Expo/Disc is a case in point.

The Expo/Disc was originally designed by George Wallace to turn the reflective
meter inside a single lens reflex film camera into an incident meter. It did so by
putting a prismatic diffusion filter, combined with color correction filters and a
piece of opaque plastic, so that a perfect 18 percent of available light would arrive
at the film plane. Wallace, who died a few years ago, studied with Ansel Adams,
Edward Weston and Minor White, so he understood the Zone System and the
necessity of 18 percent gray. By all accounts, his invention worked fine.

It also works fine to determine white balance for digital cameras. In fact, it pro-
vides a perfect white balance when used with cameras (I use the Nikon D1X) that
allow for custom white balance presets. If anything, it’s too perfect. When I start-
ed experimenting with the Expo/Disc, I found that although the white balance
was accurate, it was too cool for my tastes. Not to worry. I sandwiched a Tiffen
82B filter with the disc and, voilal, nice warm skin tones. (My colleague, Richard

Anderson, sandwiched a Tiffen 82A filter with his Expo/Disc and is very pleased

with the results.)

versa.

The beauty of the Expo/Disc is that you can fine tune the color balance—your
own personal 18 percent gray—or even change it to suit the assignment by
adding your own recipe of filtration. It helps if you have a basic knowledge of

color theory, since you'll have to add cool filtration to warm the scene and vice

The Wallace Expo/Disc comes in various filter sizes, but I recommend the
largest (72mm) size, since you basically hold it in front of your camera lens to
preset your color balance. It works fine, even with the 77mm surface of my
Nikon zoom lenses. Diane Wallace, George’s daughter, has created

[www.expodisc.com] with everything you need to know about the Expo/Disc.

article and guidebook
work.

A faculty of seven senior
writers and editors
instructs in topics that
include a survey of travel
and guidebook writing;
article queries and book
proposals; contracts and
negotiations; editor-pub-
lisher relations; how the

work gets done; Webzines

and e-guidebooks; self
publishing; marketing and
photography. Registration
of $295 covers course
materials, most meals,
breaks and social events
and also includes a recep-
tion sponsored by the
Orlando/Orange County
Convention & Visitors
Bureau.

In its 45th year, the

Society of American
Travel Writers is a non-
profit professional associ-
ation of writers, editors,
photographers, electronic
media journalists and
public relations represen-
tatives. Information:
[www.satw.org] or contact
Herb Hiller, chairman, e-

m: hiller@funport.net.

LOCAL PHOTO SAFARIS con. from p. 16

tourists or out-of-town visitors—in fact
about 80 percent of my participants are
local people rediscovering the beauty of
their hometown through their camera’s
viewfinder. The local safaris also have great
appeal to corporate groups, senior groups,
associations, conventions, clubs, etc. as a
fun and educational thing to do on a
Saturday morning.

My teaching technique is to allow peo-
ple to take pictures “their way” first. Then,
by guiding them to a new position or angle,
I show them a better way to take the same
picture. This gives them both the “before”
and “after” pictures in their cameras so that
they can learn from their mistakes. Digital
cameras offer the advantage of instant
feedback on mistakes that can be shared
with other people on the safari.

The potential market in any communi-
ty is huge, since 95 percent of all house-
holds own cameras. Camera stores are
happy to promote it because of the lucra-
tive film processing work they get out of it.
Local camera clubs and schools like it
because it offers their members a ready-
made field-trip opportunity with profes-

sional instruction. ®

E. David Luria is an architectural photogra-
pher in Washington DC, a long-time mem-
ber of the ASMP and the AIAP whose images
of the nation’s capital have been published in
over 55 magazines, booklets and periodicals,
and on 23 publication covers. He also serves
as a photo study tour instructor for the
Smithsonian Institution, the Corcoran
Gallery of Art and the National Academy of
Photography. He can be reached at
edluria@juno.com or at 202-537-0937 for
further information on how to start a photo

safari in your own community.
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NewMembers Zone

The following have applied for membership in ASMP. Any comments, either positive or negative, relating to these applicants should be sent to the

Membership Coordinator at ASMP Headquarters. After 30 days, applicants with no unfavorable comments shall be accepted.

ALASKA

Smith, Kevin G. TRGM
C.Arend G. Martin
ATLANTA / SOUTHEAST
Ogburn, Chuck EA

AUSTIN / SAN ANTONIO
Farias, Julie TRGM

P.Wong M. Langford
Kauffman, J. Brian AS
Langford, David K. TRAS
Organek, Mark TRGM

T. Maurer J. Webb
BALTIMORE

Brown, Tracey AS

Lavies, Bianca TRGM
Membership Committee

Ross, Edward J. TRAS
CAPITAL REGION

Das, Debasish AS

Jones, Dennis  EA
McWilliams, John G. AS

Stein, Amy AS

CENTRAL FLORIDA
Williams, Steve REGM

E. McDonald E. Camden
Zipay, Jeffrey Scott P/S

M. Snyder
CENTRAL VIRGINIA
Kingston, Johathan David TRIA
Smith, Jackson GM

P. Beaurline S. Brown

Wright, Todd GM

C. Mitchell
CHICAGO
Betley, James R. EA
Bourilova, Jindra EA
Breyer, Dave TREA
Crews, Mike AS
Erlandson, John T. EA
Evangelista, Michael AS
Gertz, Leonard GM

R. Potter  B. Warling
Graff, Shane EA

Hart, Lorraine TRGM
M. Haucer R.Wehmeier
Hydzik, Paul TRAS
Karpeles, Kim  TRGM
R.Tolchin  R. Potter
Kennett, Jim REGM
Membership Committee
Kramer, Kurt EA

B. Bachmann

S. Brown
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Kuepfer, Greg TRAS
Lose, E. Heather EA
Lowe, Johanna P/S
Membership Committee
Mauriello, Robert EA
Miller, Sandro D. GM
R. Potter R.Wehmeier
Nemlich, Michael P. EA
Norton, Jill TREA
Overlike, Harlan EA
Richards, Liza EA
Sieg, Edith EA
Toshach, Cathie EA
Yao, Wang GM

E. Berkman R. Gould
COLORADO

Anderson, Andrew EA
Andrews, Tom EA

Bridges, Robert TRGM

J. Post J.Blecha

Gibson, Willie GM

B. Norton E. Bakko
Grimberg, Rhonda Jean AS
Koehne, Angelika GM

J. Blecha J. Hallmark
Koren, Norman EA

Larson, Gary TRAS

Stone, Faith TREA

Trantow, Paul H. GM

M. Passanante J. Blecha
CONNECTICUT

Davis, Caryn B. TRGM
P.Billard A. Etra

Dudek, Derek TRGM

J. Giammatteo J. Fiore
Pomerantz, Rich TRGM

J. Giammatteo P. Billard
Wilder, Kenneth R. GM

T. Giroir
DALLAS
Jackson, Hillsman Stuart
J.Olvera P.Lacker
Nelson, Nicole TRGM
H. Kuper T. Hussey
Speer, Jennifer EA
FOREIGN

Mastrorillo, Massimo TRAS
Van Bolhuis, Peter AS
HAWAII
Buklarewicz, Paul J.

J. Fiora

TRGM

TRGM

T.Dawson G. Lewis
Pollard, Emmitt TRAS
HOUSTON

Fields, Troy EA

LONG ISLAND

Lewis, Ronald TRAS

LOS ANGELES

Allen, Frederick S. TRAS
Atkinson, Shelley EA
Damberger, Lisa EA
Goldman, Susan TRGM

K. Nadalin R.Barnes
Kawanishi, Kei EA

Petrie, Jenna STUD

Brooks Institute of Technology
Remai, Pamela STUD
Brooks Institute of Technology
Riley, Chad LA STUD
Brooks Institute of Photography
Schneider, Patrick EA

Tseng, Alice STUD

Brooks Institute of Photography
LONG ISLAND
Dobosh, Jack A
MICHIGAN
Cappas, A. Thomas
Glendinning, Peter
Sloan, Robin  EA
Becerra, Virginia STUD

University of Michigan School of
Art & Design

MINNEAPOLIS / ST. PAUL
Drake, Kristina TREA
Eliason, Mark R. TRAS
Jonson, Lynn M. EA
Kahlbaugh, Linda TRGM
R. Komis B. Kluckhohn
Rafferty, Jim TRAS
Whalen, William C. EA
NEW ENGLAND

Blake, Erik EA

Cloutier, Megan EA
Haskell, Joel TRAS

NEW JERSEY

Boubli, Jeanine EA
Camuso, Timothy C. TRAS
Fazekas, Joan TRAS
Fisher, Loren REGM
Membership Committee
Jorda, Christopher EA
Kieren, Thomas H. EA

TRAS
TRAS

Simchock, David EA
Spang, Chuck TRGM

B. Blanchard R. Russo
Truch, Ron T. TRAS
Willkens, Matthew E. 1A
Wyland, Katharine GM
B. Blanchard E. Denuto
Zaslow, Lori EA

NEW YORK

Braun, Nicole EA
Cobb, Rachel TRGM
B. Katz T.Werner
Edmonds, Annie EA
Hagadone, Roger EA
Kessler, Linda TRGM
B. Katz
Larsen, Erika Aimee  AS
Law-Viljoen, Daniel Ben EA
Lee, Amy STUD
International Center of
Photography

Marcus, Helen TRGM
Membership Committee
Marshall, Lee GM

J. Gordon B. Katz
Muggenborg, John TRGM
B. Katz T.Werner

Regan, Bridget Walsh EA
Reyes, Koren EA

Scrivens, Matthew EA
Wexler, Jayne TRGM

B. Katz T.Werner

NORTH CAROLINA

Hall, Christopher G. EA
Kesterson, Matthew EA
Lamb, Ann TREA

Litchfield, Melanie STUD
Randolph Community College
Malloy, Mark IA

Stewart, Karen TRGM S.
Griffiths M. McAuley

NORTHERN CALIFORNIA
Carboy, Michael E. AS
Herzer, Stefanie EA

Jarvis, Jean A. TRAS

Linford, Julie EA

Martin, Beth A. AS

Smith, Jason EA

Temple, Charlotte  TREA
OHIO VALLEY

Bergdoll, Jeffrey S. TRGM

T. Werner



J. Harrison  P. Pfister
Chenoweth, Arthur  STUD

Ohio Institute of Photography &
Technology

Gordon, Andrew REGM
L. Schulman G. Anderson
Hamilton, James GM

T. Dubanowich  G. Anderson
Ingram, Shawn 1A

St. Andre, Michael TREA
Tyner, Lisa TRGM

T. English M. Carter
OHIO / NORTHCOAST
Kieger, John C. TREA
Schmitz, Eric J. STUD
Kent State University
OREGON

Graves, Trevor TRGM

B. Forester M. Swanson
Hill, Barry EA

Stein, Mark AS

Valls, John EA
PHILADELPHIA
Bartholomew, Paul S. TRGM
J. Millevoi  D. Fonda
Elston, Christopher EA
Gilleece, David EA
Janssen, Melissa Ann EA
Kersten, Bruce GM
C.Gloos J.Wynn

Meillier, Ethan TREA
Pierce, Sabina TRGM

J. Millevoi  J. Wynn
Schonour, Kelly EA
Weissman, Doug TREA
PHOENIX

Compton, Sheri RAS
Jordan, Peter TRGM

D. Siegel D. Vermillion
PITTSBURGH

Massarsky, Edward A. TRAS
SAN DIEGO

Ali, Summer EA

Brlej, Mark TRGM

J. Dickens L. Atkinson
Falkowski, Peter STUD
San Diego State University
Flanagan, Gary EA
Hartman, Micah STUD
Palomar College

Larsen, Rand TRAS
LoCoco, Nick AS

Lopez, Eliel EA

Marsden Jr., Willam E. TRAS
Mastro, Jim TRGM

L. Atkinson D. Gatley

Nelson, Tori TRGM

J. Zwink L. Atkinson
SOUTH CAROLINA
Heffernan, Nancy GM
P.Nornberg G. Smith
Layer, Thomas EA

Smoak Ill, John D. AS
Terry, Steven M.  GM

K. Philips  S. Cash

SOUTH FLORIDA
Armano, Andy TREA

Bell, Scott TRGM

M. Pace L. Gatz

Borgman, Beverly STUD
Art Institute of Ft. Lauderdale
Bradley, Matt STUD

Art Institute of Ft. Lauderdale
Caballero, Ana Barbara EA
Flick, Carl A. STUD

Art Institute of Ft. Lauderdale
Guerrero, Margarita STUD
Art Institute of Ft. Lauderdale
Halpern, Dina STUD

Art Institute of Ft. Lauderdale
Hofstein, Darice STUD

Art Institute of Ft. Lauderdale
Jones, Samuel STUD

Art Institute of Ft. Lauderdale
Khattiya, DK. GM

M. Pace D. Cody

Lockley, Sarah STUD

Art Institute of Ft. Lauderdale
Merced, Karen STUD

Art Institute of Ft. Lauderdale
Morley, Lloyd STUD

Art Institute of Ft. Lauderdale
Page, Michele M. STUD
Art Institute of Ft. Lauderdale
Sandholm-Fleissig, Joyce STUD
Art Institute of Ft. Lauderdale
Thuma, Janae N. STUD
Art Institute of Ft. Lauderdale
VanLuven, Peggy STUD
Art Institute of Ft. Lauderdale
Weber, Lisa STUD

Art Institute of Ft. Lauderdale
Wyszatycki, Jerry GM

D. Durbak P. Morris
SEATTLE / NORTHWEST
Angel, Adam EA

Breece, Marcia TRAS
Elisbury, Richard W. EA
Greiner, Jennifer TREA
Grutzius, Brian 1A

Heath, N. Eric AS

Loeser, Sherry EA

Maude, Kevin IA

Mauth, Brandon STUD
Brooks Institute of Technology
Pandolfo, Jeff IA

Pizzini, Thauro (Todd) EA
Russell, Clay 1A
Seshadrinathan, Gopal |A
Wolfe, Alexis Jeannette EA
Wright, William P.  TRGM
D. Busher A. Abranowitz
ST. LOUIS

Ershen, Glenn GM

G. Kiger D. Ulmer
Mueller, Linda C. GM

T. Davis D. Donovan
Smecker, Rebecca STUD
Webster University
TUCSON

Kelly, G.C. TRSA

Vezo, Thomas GM

R. Peterson C. Englander
Wagner, Marjory EA

UTAH / MOUNTAIN WEST
Bates, L. Joseph TRAS
Gillman, Wayne TRGM

B. Milner P. Jansen

Husarik, Theresa A. TRGM

B. Milner P. Jansen

Lockhart, Beth GM

S. Graff D. Smith

Nubbie, Barney TRAS
Sokoloff, Nick TRGM

B. Milner  P. Jansen

Waldron, Joshua REGM

W. Gillman P.Jansen
WESTERN NEW YORK
Brown, Levi STUD

Rochester Institute of Technology
Clear, Adam STUD

Rochester Institute of Technology
Cruder, Jana R. STUD
Rochester Institute of Technology
Knox, Mary EA

Xeller, Dan TRAS

Zimmerman, Paul STUD
Rochester Institute of Technology

areas or regions.

Getting found at www.asmp.org
List your region or major metro areas

o take full advantage of Find a Photographer on the

ASMP Web site, members should ensure their list-

ings are comprehensive and current. In addition to
listing specialties and contact information—including
Web site URLs with direct links—members may list
three regions or major metropolitan areas where they
are able to complete assignments or wish to be locat-
ed. That information is additional to your state or city.
However, it is the members’ obligation to provide the
ASMP national office with this information as staff who
maintain the database cannot determine major metro

To update membership information, go online and
complete the update form and forward it from the site,
or simply e-mail your request to update@asmp.org.
New information should not be sent to Webmaster, as
that facility is intended for reporting technical
difficulties. Sending membership information to
Webmaster could delay your record being updated.
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The value of an online portfolio

ow valuable is having a portfolio online? Well, that

depends on a few variables including getting people to

know it's there. In Paul Sutherland’s case, it's been a
great asset. Recently, a communiqué came across the
transom—literally—from Sutherland while he was on a
boat off the north east coast of Australia, cruising through
reefs en route to Cairns. It seems that having a Web site
has paid dividends for this Princeton, New Jersey, ASMP
member who is currently involved in a marine project on a
remote Great Barrier Reef atoll. Here’s what he sent us: “|
wanted to let you know about a couple of exciting things
which have just taken place in my photography career
which | thought my fellow ASMP members might benefit
from knowing about.

“About six months ago, based on my portfolio Web site
[www.sutherlandimages.com] Nikon selected me to do an
article about my underwater photography and featured my
work on the Nikon.net Web site (Nikon Centre/Underwater
articles and is also linked from his home page). Then when
| accepted an assignment to photograph production stills

Please send contributions to Editor, ASMP Bulletin, P.O. Box 652, Anacortes, WA 98221
E-mail: Bulletin@asmp.org

for a National Geographic/Natural History New Zealand co-
production on a remote Great Barrier Reef location, Raine
Island, a green turtle reserve, | went back to Nikon, as well
as several other companies, for sponsorship and the Web
cast you can find on my home page was born.

“l have shot three expeditions, the last two with both film
and digital (Nikon’s D100) sending daily journal entries
back to my Web site. It has been a lot of work but has paid
off in the short term with significant exposure for the Web
site with more than 140,000 hits since late November.
Nikon has also chosen to do ‘live’ event coverage of the
expedition to Raine Island on a Web site within their On
The Road Again Web site at Nikon.net.

“l bring this to your attention because | am aware that
over time we all need to be reminded how valuable a Web
portfolio can be. | am sure, were it not for my Web site,
Nikon would not have accepted my request for sponsor-
ship. The fact that they had previously considered and liked
my work helped to get the ball rolling.”

SERBIN LAUNCHES QUARTERLY
PROMO PUBLICATION

tEdge, an invitation-only

quarterly self-promotion cata-

log has been launched by
Serbin Communications of Santa
Barbara, Calif. The company’s
president, Glen Serbin, said that
AtEdge will bring together up to
150 of the best photographers in
the U.S. and present their work to
a select group of art directors.
According to a company state-
ment, among the many prominent
photographers already involved
are Bruce Davidson, Larry Fink,
Mark Seliger, Howard Schatz,
Walter Iooss and David Maisel.
AtEdge’s quarterly books, called

Microview, and an annual book,
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Macroview, will showcase com-
mercial photography as fine art.
The frequency is aimed at provid-
ing a continuing sequence of fresh
materials that will reach buyers
during five peak creative periods
throughout the year “We’re using
a strategy of exclusivity and fre-
quency to increase the likelihood
of a given image resonating with a
buyer,” said Serbin. Information:

[www.at-edge.com].

GET THOSE TAX BREAKS ON
DEPRECIATING EQUIPMENT

ere’s a tax tip that was fea-

tured in a recent issue of

PhotoStockNotes from
PhotoSource International (PSI):

Don’t overlook being able to

write-off the entire cost in the
first year that equipment is placed
in service. Expenditures can be
recovered through depreciation
deductions over a period of time
and the general rules for deprecia-
tion specify periods that range
from as low as three years to as
high as 39 years. But freelance
photographers should be aware of
IRS Code Section 179 that autho-
rizes an exception to the general
rules for depreciation and allows
first-year expensing. There are
some limitations and one key stip-
ulation sets a dollar cap on the
deduction. Under current rules,
reports PSI, the ceiling is $24,000
for 2002 and rises to $25,000 for

2003. For more information, IRS

Publication 946, How to
Depreciate Property. Ph: 1-800-
TAX-FORM or [www.irs.gov].

TIME IS TESTING NEW MAGAZINES

ccording to a report in The

Wall Street Journal, editors at

Time Inc. are working on
potential new magazines, an opti-
mistic indicator of better times
ahead in the beleaguered advertis-
ing industry. Of course there’s no
guarantee that any of these new
publications, with titles such as
Snap, Cottage, Haven and
Livingetc, will ever hit the news-
stands. However, it is encouraging
that Time Inc. is showing proto-
types to focus groups as it studies

a reported half a dozen new mag-



azines ranging from a title about small houses to one that
consists predominantly of celebrity photographs. It’s
almost three years since the publisher had a significant

U.S. magazine launch, reports The Journal.

AARP THE MAGAZINE TO LAUNCH

he largest circulation magazine in America, AARP The

Magazine will debut in March, replacing the 45-year-

old AARP Modern Maturity and its younger cousin,
My Generation, which was aimed at the boomer audience.
The magazines were merged to link the generations and
their shared interests. Each of AARP’s 21.5 million mem-
ber households will receive the bi-monthly magazine
(along with the AARP Bulletin) making it the largest cir-
culation magazine in the country. A new Web site—
www.aarpmagazine.org—will feature articles from all
three generations of the new publication and also archive
stories from My Generation and AARP Modern Maturity.

NGS 100 BEST PICTURES

SMP underwater specialists, Bill Curtsinger and

David Doubilet have photos in National Geographic’s

compilation of the 100 most powerful photos in
National Geographic Society history. The 100 Best
Pictures appear in a Special Member’s Edition Vol. 1.Some
are on-line at: www.nationalgeographic.com/
ngm/100best/.

LEGAL ACTION FUND BOOSTED THROUGH
ONLINE AUCTION

he Societys Legal Action has been boosted by nearly
$3,000 through the recent online auction of three digi-
tal cameras. The successful bidders were:

Nikon D100, Janette McVey, $1750

Nikon Coolpix 5000: Amy Etra, $605;

Debra Ferguson, $650

ASMP thanks all those who supported the auction by

submitting bids and also to all those members who have

mailed in contributions in recent months.

Other items will be auctioned in the future including a
Nikon Coolpix 5700, the latest offering in the Coolpix
line from Nikon. The Society thanks Nikon for its contin-
ued support of ASMP and the Legal Action Fund.

Also to be included in future auctions will be software
and other items. Information will be supplied via e-mail

member announcements.

What's Hot

Working with AlA on awards

release and other issues

A meeting between senior staff from ASMP and the AIA
has resulted in the two groups agreeing to work together
to produce more equitable language in competition releas-
es that would meet the needs of photographers and archi-
tects alike.

The AIA Awards photography release has been problem-
atic for a number of years, primarily because of the scope
of the rights requested. The matter was brought to a head
when members of the ASMP Architecture Specialty Group
lobbied hard on the issue and secured the signatures of
167 photographers on a letter expressing displeasure with
the current terms and conditions.

Ultimately, this led to a meeting at ASMP national in
Philadelphia attended by executive director Eugene
Mopsik and general counsel Victor Perlman and Jim
Dinegar, AIA chief operating officer and Vicki E. Allums,
AlA associate general counsel, to discuss issues sur-
rounding the submission and use of images related to the
AIA Honor Awards program.

“This meeting has made it clear that the focus of AlA is
on the conduct and promotion of the awards program and
the education of their member architects, not on the acqui-
sition of images for marketing to third parties or for sale to
books and other publications,” said Mopsik. “The rewording
of the release is being drafted by Victor Periman and will
be submitted to AIA for comment, consideration and dis-
cussion. Much of the groundwork was established at this
first meeting.”

AlA said it would like to work with ASMP to produce a
brochure and Web resource of guidelines for use by the
AIA member architects in their business dealings with pho-
tographers. “This is a great opportunity to inform architects
about rights, rates, and usage considerations. AlA indicat-
ed it will submit future competition releases for comment
prior to the use and distribution of the release. AlA also
showed a willingness to seek advice from ASMP in rela-
tion to their new digital archive. ASMP will work closely
with AIA and will offer general and technical assistance as
requested,” said Mopsik.
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Sporting Life
The Journals
Edited by Walter Iooss
Graphis
Hardcover; 160 pages; $35
ISBN: 1-932026-00-2
www.walteriooss.com/
walteriooss/index3.html
uch of the beauty of Walter
Iooss  photographs  is
endowed by his highly per-
sonal influence. In his pictorial
diary, he has taken this gift and
surprised us with an even more
inventive form. It’s a wonderfully
charming display of art and imag-
ination,” writes Frank Deford
Sports  Illustrated,
author, American Summer. Part

writer, and
travelogue and part memoir, this
artistic diary combines photos,
newspaper clippings, and hand-
written thoughts into visually
arresting collages to chronicle his
life and behind-the-scenes work.
The photographer’s own words
frame photographs of his most
famous subjects, including Kobe
Bryant, Michael Jordan, David
Beckham, Anna Kournikova, Heidi
Klum, Muhammad Ali, and Tiger
Woods, many of which are printed
here for the very first time.

Walter Iooss has been a photogra-
pher in the world of sports since
the age of 17.

Penis Gourds & Moscow Muggings
www.PenisGourds.com
Text and photographs
by Glen Allison
Ten World Press, (310-833-1534)
144 pages, $14.95, ISBN 0-
9719644-3-2.
len Allison is a graduate archi-
tect who became a very suc-
cessful architectural photogra-
pher, and who was forced into
bankruptcy by a tumbling real
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Please send information on new books in print to the Editor, ASMP Bulletin, P.O. Box 652, Anacortes, WA 98221. It is not necessary to send a copy of the book.

Bridges—The Spans of North America

Photographs and text
by David Plowden,
W.W. Norton

B&W; 340 pages, $75.00
ISBN: 0-393-05056-4,

his beautiful, scholar-

ly, readable book can

best be described as a
prodigious achievement.
David Plowden has done
19 documentary books
and has enjoyed count-
less exhibitions. The
original edition of
Bridges was accom-
plished over six years on
a Guggenheim
Fellowship, beginning in
1968. Plowden, his wife
and children, crossed the
country numerous times,

shooting and interviewing for the book published in 1974. In this new edition are numer-
ous new images and research about bridges in categories: Stone and brick, wood, iron,

© DAVID PLOWDEN

David Plowden created this graphic image of the Old Trails Bridge
over the Colorado River, Topock, Ariz., in 1968.

steel (in three eras from 1974 to the present) and concrete.

Plowden has a fine eye and gives loving attention to detail. A majority of the images
were made in bright overcast light that allows maximum shadow detail. He used a

Hasselblad and various lenses. His patience in finding excellent viewpoints is noteworthy.
David Plowden photographed many bridges built since 1975, and also revisited some of
his older work. New prints of older images were made, and all are reproduced beautifully

in duotone. History is also served because some bridges in the book were abandoned,
some have since collapsed or were destroyed. The interesting text includes an abundance

of lore and anecdotes.—Lou Jacobs Jr.

estate market in 1990. He delivered
pizzas for a while, lived in his van,
rented his house, then sold it to
pursue his dream to shoot travel
images. He spent eight years
entangled in outrageous adven-
tures, such as visiting tribal war-
riors in Irian Jaya who wore penis

gourds and being mugged in

Moscow. Settled again on the West
Coast after visiting 131 countries,
Glen continued to organize and
sell stock photos, 22 of which are
in the book, most of them spectac-
ular. His spunk, resourcefulness
and imagination fueled traveling
stock production, and his humor

and fine memory, based on a jour-

nal he kept, make this a fascinating
read.—Lou Jacobs Jr. (Also by the
same author: The Journey from
Kamakura: An adventure/ love
novel.

story [www.Journey

FromKamakura.com]. See
www.GlenAllison.com for travel
tips and other interesting informa-

tion.
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Classifieds

ANDREW BERGER

COPYRIGHT AND TRADEMARK INFRINGEMENT

TANNENBAUM HELPERN SYRACUSE & HIRSCHTRITT LLP
900 THIRD AVENUE
NEW YORK, N.Y. 10022
Tel: 212-508-6700 Fax: 212-371-1084

DAVID MacTAVISH
ATTORNEY AT LAW
COPYRIGHT, ART, AND INTELLECTUAL PROPERTY LAW

David@MacTavish-Law.com
www.MacTavish-Law.com

8N341 Thomas Road
Maple Park, IL 60151

Telephone and Fax: 630-365-2613

ROBERT M. CAVALLO

ATTORNEY AT LAW

400 Park Avenue
New York, N.Y. 10022

Tel: 212 753-2224
Fax: 212 753-7113

MARK H. BARINHOLTZ, P.C.
LAW OFFICES
COPYRIGHT AND RELATED MATTERS

Tel: (312) 977-0121
Fax: (312) 977-0733

55 West Monroe Street
Chicago, IL 60603

r- richard hobb=s

Nnyc area based

Pphotography
roduction
cooordination

location
scouting-rmgt

castimng

services cdigitally

capakbhlae

S800.314.5703

D91 7. 74a47.0856
rrhobbsDrrhobb=s.com

wwarneww. rrbhobbs.com
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Do you shoot celebrity photography? Are
you seeking worldwide syndication of
your work? Founded by Alan Berliner,

BEImages has over 25 years industry
experience and is an agency run by pho-
tographers. Contact Jeff Sowards at
323-954-8400 or info@beimages.net.

Photograph the West!

Join ASMP member instructors
for an exciting season of
photography workshops . . .
Plus a few surprises!

www.GostinWorkshops.com

JOEL A. SIEGEL
Attorney-At-Law
Over 17 Years Experience Representing
Photographers, Graphic Artists,
and Designers
+ collection of monies owed
« recovery for lost images
+ copyright infringement and
licensing disputes
« contract formation and disputes
* business formation
+ commercial leases
+ many cases handled on a
percentage/contingency basis
145 Hudson St., NY, NY 10013
(212) 431-7305

Got the Nicad Blues?
Hass-EL Converter™
is the hassle-free alternative to the
Nicads used in Hasselblad EL, ELM
and ELX cameras

* No camera modification
+ Uses standard 9 volt battery
+ $82.95 per pair batteries included
* Approx. 1600 exposures

Call Toll-Free 877-290-8869
Outside U.S. 210-340-0963

WWW.Hasselconverter.com

JOHN B. OSTROW, P.A.

Attorneys at Law

Representing Photographers in Matters
of Copyright Infringement and
Collection of Fees
Free Consultations
Contingency Fee Arrangements Available

Miami Center Building
Suite 1380
201 S. Biscayne Blvd.
Miami, FL 33131
Telephone (305) 358-1496

The hiring of a lawyer is an important decision that should
not be based solely upon advertisements. Before you
decide, ask us to send you free written information about

our qualifications and experience.

FULL
SPECTRGS«:M
Easily, the most advanced
Business and Image Management

Software for the Photographer
and Artist Representative

deliver

www.robinroadsoftware.com
212-533-2725




please send full names and addresses of
candidates to Elena Goertz at the national
office (goertz@asmp.org)

indicate for which category the candidate
qualifies

each candidate will receive a personal
invitation to join ASMP along with
membership information

your name will be used as the referral

membership drive

january—march 2003

we need your help!

WWW.ASMP.ORG

The premier resource for publication photographers

sixty years in the making

asmp

AMERICAN SOCIETY OF 150 North Second Street  T: 215-451-2767
MEDIA PHOTOGRAPHERS Philadelphia, PA 19106 F: 215-451-0880
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