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Five Challenging,
Time-Consuming Things
You Can Do to Become
a Better Photographer

In today’s instant on-demand culture everyone by Gregory Georges, M.Photog.
wants everything now! But no one can tell you
how to become an excellent photographer overnight, even with all the wonderful new
software and camera gear available. And despite the industry hype to the contrary.
All the good photographers I know have gone through their own grueling and emotionally draining personal
boot camps, and many are still mired there. More often than not they are driven toward an ever higher and
higher level of art—and this takes time and effort to achieve, regardless of talent.
So how can you make money and be happy and become the best photographer you can be? After discussing this topic with many successful wedding and portrait photographers, I now present to you five things you
can do to markedly improve your photography and increase your skills as an artist.

# 1 Take a course in art history.

There is so much to learn about photography by studying art history. If you have not taken a course recently,
you must find one and take it. To start, look for an introductory course on the history of Western art, its ancestry, and its heritage.
I took History of Western Art I online at the University of North Carolina at Chapel Hill: www.fridaycenter.unc.
edu/cp/catalog/art.html. This and a subsequent course changed my understanding of photography forever. I
assure you the impact will be the same on you and your photography if you take your courses seriously. That
means making the time to do what they require. Regardless of whether they are online or classroom based,
art history courses are very demanding—you are expected to write papers, do lots of reading, participate in
regular forum posts, and visit art galleries.
Then continue your own study by buying books on art, visiting art galleries and museums, and attending art
lectures. The Great Courses (www.thegreatcourses.com) offers a useful lecture series on art history, which
are often available at a 70% discount. And—open your eyes to take in the art that is all around you.

# 2 Find and actively build a mutually beneficial relationship with a mentor.
If there is a fast track to becoming a better photographer, this may be it.

How do you find and choose an appropriate mentor? First, think big. It is natural to avoid asking some of the
more well-respected photographers for their assistance. Yet, they are the ones you want to ask because they
often have the most to offer. Chances are they will want to mentor someone, as a kind of payback for someone who mentored them earlier in their career. Just make sure you provide something in return. If you have
knowledge they desire, offer to help bring up their skills. Or, perhaps offer to fill in as an assistant.
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A good way to meet and talk with prospective mentors is at PPA and WPPI conventions. Pay for and attend
workshops presented by the experts. An investment in this way can be a great start to a mutually beneficial
mentorship. Depending on the help you need, you may not even have to choose a local photographer, given
the online screen-sharing, video, and file sharing services available today.

# 3 Shoot subjects you are interested in photographing.

The T-shirt quote “Life is short: eat dessert first” is what this step is all about. If you want to get truly inspired
and driven, you have to experience success and see improvement. Shoot what you care about. OK, so you
won’t get paid to shoot all of these subjects—but, go ahead anyway, and grow photographically. You never
know where the path will take you.
And experiment, experiment, experiment. One
of my experiments is “Smoke Man,” created
by compositing a dozen images chosen from
more than a thousand I took of burning incense smoke—using a flash to capture the
smoke in stark contrast with a black background. Not only did that image win multiple
awards, but the compositing skills I learned
to complete this print have been invaluable to
me ever since.

# 4 Think before and while shooting.

This may sound stupid obvious, but for many
photographers their failure to take time to
make instead of take photographs will forever
limit their ability to grow artistically. Today’s
fast-paced world and even faster-shooting
cameras make it too easy to develop the habit
of shooting everything in front of you without
thinking.
Slow down—even more. Before pressing your
shutter button; stop, look, think. Take in your
surroundings: notice what’s in front, to your
left, to your right, and behind you. Where is
the light? Where might all the elements come
together to create something new and refreshing? Consider how you want to capture the foreground, background, and subject or scene. Try to tie your
subject into the environment—using leading lines, shapes, contrasting or complementary colors, repetition.
Carefully think about the story you want to reveal. How can you strengthen that story? Make sure you use a
lens that will take in the entire surrounding scene, especially crucial later in the editing process.
A patient wait made it possible to capture this shot (next page) of a horse kissing the rider who was allowed
to relax on the grass at the foot of her horse.
Consider using a tripod. Many photographers shun them. But they do enable you to use a wider range of
camera settings (e.g., longer exposure times, lower ISO settings) and artistic effects (e.g., selected image
blurs); and you are likely to have a more carefully thought-out and deliberately composed photograph. Watch
how good portrait photographers shoot with a tripod: they interact with their subjects more, as they are not
forced to keep their faces behind the cameras and their eyes looking through the viewfinders.

#5 Make print competitions an annual commitment.

Regardless of every negative thing you’ve ever heard about print competitions, they are absolutely, unequivocally, positively, unquestionably a very good thing! This is true.
A photographer friend of mine who was relatively new to photography once visited me after his first print
competition. He was extremely disappointed because not one of his prints scored an 80 or higher. Sure, he
wasn’t an expert, but still, he said, he couldn’t understand why he had received such low scores.I brought
him into my studio to show him a 9½” stack of my
own competition prints that I had selected prior to
his arrival—all of which had received scores of 79
or less. I asked him to examine each one, give me
his opinion, score it, and then flip it over to read the
score the experts had given it. As he neared the
bottom of the pile, he realized he was looking at a
whole stack of prints he considered to be outstanding but that had been given a score of less than 80,
and that had never hung. I beamed with pride, as
this work represented some of my best—and I was
very proud of it.
Like in any competition, you will be judged by others who may or may not share your values or vision,
which may in part affect your score. Receiving accolades and getting prints hung are great, but there
is much more to being happy and successful in
your field. Creating these prints was just one of many big steps I had taken to improve my Art.
When you plan on entering a print competition every year, you will be motivated to work harder and give more
thought to your shooting leading up to each competition. And you may want to follow the strategy of one of
my favorite photographers, Joyce Wilson, who lives by and teaches a wonderful motto: “One for thee, and
one for me.” Every session you shoot, take the money shots—and then get in a few for you and your print
competitions.
So remember . . . Study art, work with a mentor, shoot what you enjoy, think, and enter print competitions!
Gregory Georges, M. Photog., is an award-winning Master Photographer and bestselling author of 10
photography books. His photography and writing have been published in numerous magazines and he
is currently President and Co-Owner of Jonathan Penney, Master Printmakers. You can read more from
Gregory at www.jonathanpenney.com.

ACI adds Shevy

CEDAR FALLS, IA - American Color Imaging has announced the addition of Teri
Shevy, M. Photog., Cr., of Green Bay, WI., as a Technical Sales Representative.
Shevy has over 20 years as a portrait studio owner, is a PPA Master/Craftsman
and has frequently taught workshops nationwide.
“My desire is to combine my knowledge and experience with the greatest lab
to help businesses reach their highest potential,” said Teri. “I have been an ACI
customer for many years and know that I have the support of the greatest lab I
have ever used. This is exciting.”
ACI is a professional portrait/underclass lab located in Cedar Falls, Iowa. More
information can be found at www.acilab.com.

Terry Shevy, M. Photo., Cr.
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69th Annual Awards Banquet

ASP Honors Best of the Best
PHOENIX, AZ - It was yet another sold out evening as the American Society of Photographers
honored top image makers, new Fellows and others at the 69th Annual Awards Banquet held at the
Downtown Sheraton Hotel here in January.
Outgoing President Doran Wilson promised members never to write another email - a reference to
an incident that caused hundreds of accidental emails this past fall - while emcees Michael Thompson and Missy MWAC kept the evening moving.
Following the Pledge of Allegiance by Warren Motts and an invocation by Kathy Meek, dignitaries
were recognized including country music recording legend Kenny Rogers who was in attendance
in support of friend John Sexton who was receiving the International Award. Robert Stewart was
awarded the Honorary Fellowship and Clay Blackmore was presented with the Honorary Educational
Associate. The National Award, presented by PPA President Ralph Romaguera, was given to Mark
Lane, President and CEO of American Color Imaging.
ABOVE: Country music legend Kenny Rogers (left) visits with outgoing ASP President Doran
Wilson at the Awards Banquet.
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2014 ASP AWARD RECIPIENTS
ASP DISTRICT MEDALLION AWARDS
SPONSORED BY AMERICAN COLOR IMAGING

NORTHCENTRAL - WENDY VEUGELER
NORTHEAST - STEPHANIE MILLNER
SOUTHWEST - RICHARD STURDEVANT
WESTERN - CHERI MACCALLUM
SOUTHEAST - LORA YEATER

ASP FELLOWSHIP
JANET BOSCHKER
NANCY EMMERICH

ASP HONORARY FELLOWSHIP
ROBERT STEWART

ASP SILVER & BRONZE MEDALLION
SPONSORED BY AMERICAN COLOR IMAGING

SILVER - PETER LIK
BRONZE - ANN NAUGHER

ASP GOLD MEDALLION

SPONSORED BY AMERICAN COLOR IMAGING
PRESENTED IN HONOR OF LIZBETH GUERRINA

LORA YEATER

ASP SERVICE AWARD

SPONSORED BY WHITE HOUSE CUSTOM COLOUR

DALE & JANICE HOLLADAY

ASP LIFE MEMBERSHIP
DAN HAMMEL
DUNCAN MACNAB

ASP HONORARY LIFE MEMBERSHIP
DAVID SWOBODA
DORAN WILSON

ASP STATE ELITE AWARDS

SPONSORED BY MILLER’S PROFESSIONAL IMAGING

ASP BEST OF THE BEST

SPONSORED BY AMERICAN COLOR IMAGING

ASP NATIONAL AWARD
MARK LANE, PRESIDENT
AMERICAN COLOR IMAGING

ASP BANQUET PHOTOS

SPONSORED BY IMAGING SPECTRUM, DNP, DENNY
MANUFACTURING, MAC GROUP &
DARKROOM SOFTWARE

ASP BOOTH

SPONSORED BY BWC

ASP INTERNATIONAL AWARD

SPECIAL THANKS TO:

JOHN SEXTON

Vicki Gray, Peter Yu, Cheri MacCallum &
Bill Vahrenkamp - Banquet Photography

ASP HONORARY
EDUCATIONAL ASSOCIATE
CLAY BLACKMORE

Nancy Emmerich, Cindy Romano,
Jim Churchill
Outgoing Board Members.
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Left to right: Mark Lane, President, American Color Imaging, Northeast District Medallion Winner Stephanie Millner, ACI National Sales
Manager Pat Cahill.

Left to right: Mark Lane, President, American Color Imaging, Western
District Medallion Winner Cheri MacCallum, ACI National Sales Manager Pat Cahill.

Left to right: Mark Lane, President, American Color Imaging, Southwest District Medallion Winner Richard Sturdevant, ACI National
Sales Manager Pat Cahill.

Left to right: Mark Lane, President, American Color Imaging, Southeast District and Gold Medallion Winner Lora Yeater, ACI National
Sales Manager Pat Cahill.

Left to right: Mark Lane, President, American Color Imaging, North
Central District Medallion Winner Wendy Veugeler, ACI National
Sales Manager Pat Cahill.

Left to right: Joan Genest and ASP Life Membership recipient Duncan MacNab.
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Left to right: Joan Genest and ASP Life Membership recipient Dan
Hammel.

New ASP Fellow
Janet
Boschker with
her presenter
Joyce Wilson.

Left to right: ASP Chairman of the Board Doran Wilson, International
Award Recipient John Sexton and ASP Executive Director Jon Allyn.

Left to right: Mark Lane, President, American Color Imaging,
Southeast District and Gold Medallion Winner Lora Yeater, ACI
National Sales Manager Pat Cahill.

ASP HONORS - 2014

ASP Honorary
Educational Associate recipient
Clay Blackmore.

Mark Lane, President, American Color Imaging, receives the PPA
National Award from PPA President Ralph Romaguera.
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The Perfect
Professional
Headshot
by Mark Jordan

I was recently contacted by a journalist who was writing an article regarding the perfect headshot. She
wanted me to comment on “the top 3-4 thing that are
needed to create the perfect professional headshot.”
In particular, “how does a woman convey strength,
intelligence and femininity in a single photo?” The following is my response to her inquiry.
Considering the two most common professional headshots, Commercial and Theatrical, have contrasting functions. The differences are even more relevant with it comes
to conveying strength, intelligence and femininity in a
woman’s headshot portrait.
The Perfect Professional Headshot – Commercial
Whereas Commercial headshots (which are business focused) strive to reflect character, presenting the woman as
the consummate professional, Theatrical headshots aim to
emphasize a slice of her personality. Consequently, each
style must be approached distinctly, ultimately keeping the
client’s audience at the fore.
Remember, unless
the purpose of
the “headshot”
is for personal/
family use (i.e.
a “portrait”), it’s
imperative to
acknowledge that
the reason for the
headshot’s existence, whether
Commercial or
Theatrical, is for
airing in the public
square – it’s for
promoting one’s
professional service/business, or
art/talent.
Theatrical vs Commercial
There are four fundamental differences between the Commercial and Theatrical headshot. These distinctions are
seen primarily in the design elements regarding the selections in:
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• Clothing
• Color/key
• Expression/pose
• Background
Before explaining the practical ways these four headshot
elements are expressed, it’s important to note that though
it may be doable for a single image to reflect the trifecta of
strength, intelligence and femininity, it may not be relevant
to do so.
Yes, Commercial headshots are customarily fashioned to
appeal to a broad market of potential clientele, where it
may be prudent for the headshot to resonate all three attributes. Even then, an attractive attorney who will invariably
expect me to emphasize her acumen and power, may also
ask that I downplay those attributes associated with being
overtly sexy.
The Perfect Professional Headshot – Theatrical
Whereas the Commercial headshot tends to be broad in
focus, Theatrical headshots generally highlight a singular
characteristic designated by the artist or their agent. Think
mannerisms, peculiarities, features, distinctions, eccentricities… The struggling actress working 9 to 5 as a dental
hygienist comes to me to enhance her femininity, while
deemphasizing her bookish tendencies.
More frequently than not, crafting the perfect professional
headshot is not a matter of whether or not to elicit all three
attributes equally, but rather identifying the extent to which
any one of the three traits are expressed. Were I to ask my
headshot clients to rate each quality, where the tally of the
three totaled 9, the valuations would differ for just about
everyone. While some might give a 3 to each trait, others
would give the preponderance to a single quality with a
low value or nothing to another.
In other words, a prefect professional headshot is far from
a one-size-fits-all. Instead, it’s all about meeting the individual needs of each client. The assumption that a female
wants her headshot to reflect strength, intelligence and
femininity may sound rational, but in the real world, it’s not
as black and white as it seems. Though it may be more
true for the Commercial headshot, it’s not so much the
case for Theatrical headshots.
As to which approach is best for either the Commercial
headshot or Theatrical, following is a rule of thumb for
creating the perfect professional headshot that has worked
for me for the last three decades:
COMMERCIAL
Clothing: whatever reflects the profession, generally
structured, conservative, simple, traditional, little to no pattern.
Color/Key: darker shades (i.e. low key), even contrast,

American Society of Photographers • www.ASofP.com • Spring 2014

subdued tones (avoid orange, red, yellow, white, pastels).
Expression/pose: friendly, approachable, trustworthy,
capable, honest / vertical with diagonal accents.
Background: simple, non-distracting, dark to complement clothing,
THEATRICAL
Clothing: anything goes and complements the message
intended to be expressed.
Color/Key:
anything goes
and complements
the message
intended to be
expressed.
Expression/
pose: slightly
exaggerated and
single focused for
greater emotional
impact/connection / heavy on
diagonal lines
Background:
anything goes
and complements
the message
intended to be
expressed but in
key with clothing,
color, expression.
Strength – Intelligence – Femininity
Once the design elements have been articulated, as well
one’s audience/market been identified, the next step in
designing the perfect professional headshot is to execute.
Briefly, following are few salient points:
Strength
Exuding strength is best accomplished by commitment to
one’s expression, which equates to vulnerability. A position
of strength is possible only for those who feel comfortable
and secure in their own skin. This translates in to being
open and vulnerable to one’s emotions during the photos
session. The viewer interprets this as being strong.
As a headshot photographer, I take it upon myself to create an atmosphere conducive to my clients feeling safe,
secure and free to letting it all hang out. Consequently, the
most common remark we hear at the conclusion of a session is amazement the session ”went by so quickly,” and
that it was “painless” and “fun.” Mission accomplished.
To wit, if strength is key factor in one’s headshot message,
the best approach is to give it all you’ve got – no fear. This
involves both, embracing the process, and trusting your
photographer. It cannot be faked.

So then, if you’re not having a good time and you’re questioning your photographer’s ability, it’s going to be exposed
as doubt and insecurity – both of which are perceived as
being anxious, unaware, uncertain and weak.
On the other hand, when you’re in the moment, excited
and enjoying your session, and trust the photographer
thoroughly, you can’t but help emote power and strength.
Intelligence
Intelligence is best communicated by directness of expression and the genuineness of it. Generally speaking,
the softer the expression, the better (i.e. large grins rarely
equate to quickness of mind).
Softer, less intense smiles are not only beneficial to the entire face, but maintain wider, more relaxed eyes. The viewer
perceives this as being insightful and discerning. Squinty
eyes, on the other hand, are interpreted as sneaky and untrustworthy. Thus, it’s also vital to keep one’s eyeballs fairly
centered in the eye sockets, not shifted into the corners –
such elicits a devious, furtive response, neither of which is
viewed as being real or smart.
Femininity
Femininity is largely a function of the photographer’s skill.
The trick is not only being adept at one’s craft but to be
a student of beauty. Technically, the session requires
soft, forgiving light, facial positions that reveal rounded,
smooth facial contours, make up that well defines lips and
eyebrows, a slightly elevated camera angle, a long lens
to compress facial features and widen eyes, and a sixth
sense for mitigating a lady’s less favorable features while
emphasizing the most appealing.
The Perfect Professional Headshot
Lastly, there is no such animal as the “perfect” headshot
– only headshots that accurately and artistically reflect the
expressed intention of the client. Rather than “perfection,”
I prefer to think of headshots of “excellence.”

ASP Member Mark
Jordan, M. Photog.,
Cr., owns and operates his portrait/
commercial studio
in Orange County,
California.
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How to achieve great wedding dance floor results.

LET’S DANCE!
By Kari Douma, M. Photog., CPP

Let’s talk about dance floor lighting. This is what helps true wedding photographers separate themselves
from the pack. There are many, many wedding photographers for your bride to choose from, and we as
ASP members need to take it up a notch and stand above the crowd. This article will walk you through my
journey with dance floor lighting, what I have done and what I have changed over the years.
Typically, I do not photograph in the most beautiful places. They are usually average looking banquet
facilities in conservative areas with dance floors against a plain wall. When I first started in wedding photography, I always stood with my back to the people and photographed towards the wall. It was, in a word
- BORING! I decided to start shooting towards the crowd, with my back against the wall and now do that
for EVERYTHING I can at the reception.
I started my “off camera flash” journey on the dance floor using speed lights, placing them close to the
dance floor. I was having trouble with recycle time on the flashes missing key moments. Using manual
settings on my flashes and the flashes close the the corners of the dance floor, I had a huge problem with
getting a good exposure from one area on the dance floor to the other. If the subject I was photographing
was too close to the edge of the dance floor, I was over exposing them, if they were further into the dance
floor, I was under exposing them. The light fall off ratio was making the lighting in my images inconsistent
from one area to the next.
Then I decided to switch to my mono lights but was still placing them close to the dance floor. Now, I had
better recycle time, but still had the trouble with the exposure plus a whole new problem. If I did any type
of wide angle shot where the ceiling showed, there would be a huge white spot on the ceiling from the light.
About this time, I took a workshop about using speed lights off camera. I asked the instructor about my
problems with off camera flash and he helped me come up with some solutions using my speed lights
again.
We talked about the inverse square law and light fall off and he explained to me that if you move your
flashed back further, the entire dance floor will be within the same F-stop of exposure. I kind of understood
this concept before, but when he showed me a diagram of light fall off, it really made sense. The light falls
off faster the closer you are to the light and the further away you are, you have a larger distance that is the
same light value. At that point I asked about the white glare
on the ceiling and he made the suggestion that I put a 30
degree grid on the flash. It worked like a charm.
I went back to using my speed light flashes, placing them
further from the dance floor with a grid and it worked great,
but I still had trouble with recycle time. To solve all the
problems, I switched back to my mono lights, farther from
the dance floor with a 30 degree grid. It was exactly the
lighting I was looking for.
Standing with my back to the wall, with two lights set up as
shown in the illustration (see right), I use pocket wizards to
trigger the lights. I typically have my flash on my camera,
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with a lightsphere diffuser, and the flash set on TTL
power dialed down to -2. I dial down my main flash
to give a little more lighting ratio to the image, just
enough light to fill in the front a little bit. I will set one
mono light on channel 3, and the other on channel
4. That way, as I move on the dance floor, I can pick
the light that best suits my needs. I like to position
myself so the lights are behind the subject, at a 45
degree angle to the side. Sometimes I will position
myself so the light is directly behind them, I will lower
my position so it is completely behind their bodies,
and use it as a rim light. As I move around the dance
floor, and they move, I will switch between channel 3
and 4, and use the light that is in the best position as
described.

When it comes time for the garter and bouquet toss,
I am very deliberate how I position the bride and
groom. I just go out and take charge and show them
where to go, so it lines up correctly for where I have
my lights set up. For removing the garter, I stand exactly in the same as the diagram, with the chair in the
position of the bride and groom. I then tell the guys
to stand behind the bride and groom or to the side
of them. After the groom removes the garter, I position myself facing the guys who are waiting to catch
the garter and use the light that is pointed toward
the guys to light the them. Again, because of the
inverse square law, they are very nicely and evenly lit.
Before I started doing this, My light fall off from my
on camera flash was so great that if they groom was
correctly lit, the guys in the back would be dark. Or,
if they were lit, the groom would be over exposed. I
have the bride and single ladies stand the same way
as the guys for the bouquet toss.
Here is how I start with the garter toss, same set up
as dance:

The above image shows where my light is placed.
These images show the effect.

I then reposition myself as in this diagram:

The Tulip by Cheri
MacCallum
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I do the same for the bouquet toss, and this is the
result.
During all the dancing, both my second photographer
and I will each have
a pocket wizard.
We both alternate
between channels 3
and 4. I do not worry if we are on the
same channel. Occasionally there will be a missed
shot, because we both triggered the same light at the
same time, but it happens very rarely. On the garter
toss and bouquet toss, I tell my second photographer
what light I am going to use, and they shouldn’t use
that one, instead using the other mono light for more
of a rim effect.
If I get my lights set up in time, and it works out positioning wise, I'll use them on the cake cutting also
and crowd dancing.

You also may find that there is not room for the flash
because the tables are so close together and close to
the wall. It is never ideal to have your lights close to
the dance floor, but you learn to do whate you need
to do. There are also the architectural challenges
such as pillars or beams that can cause shadows.
Taking extra time and testing before shooting is the
best solution.
There’s also the occasional bride and groom who
have choreographed their first dance and they
choose to face the crowd for the entire dance. If
you remain against the wall, you get nothing but the
backs of the bride and groom. Communication with
the couple can make the best of this situation so
that you are prepared for their dance and can find
the best position for the best shot. I’ve found that
couples rarely purchase photographs of their backsides so the number one thing is to get a shot of their
faces, even if that means moving from my spot of
choice. Now, go out there and have fun playing with
your lighting on the dance floor!
ASP Member
Kari Douma
owns and
operates Kari
Douma Photography in Grandville, Michigan.

Have an educational blog or magazine article? Just
contact editor Kalen Henderson at kdanice@mac.
com to contribute. You’ll be awarded ASP Service
merits for contributing!

DON’T MISS THE
NEXT ISSUE!

• Our 2014 Service Award recipients.
• The Shoe Collection heads to Boston.
As always, you should be prepared for obstacles. You
may find a venue that has no electrical outlets or be
on location outdoors without power. I do bring my
extra flash units and spare batteries just in case.
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• The new ASP Project.
• More member articles.
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