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Nele is a young photographer 
from Germany who’s interests 

predominantly lie in fashion,
 beauty and portrait photography. 



While most people like to think all you 
need for a fashion shoot is a camera, a 
model, clothes and a photographer, the 
truth is that in order to successfully go 
through with a shoot there are far more 
people involved. 

Your Creative Team is what helps you 
make your visions come true and in 
order to put one together there are a 
few things you should be aware of. 

First, be aware of what kind of individuals 
you will be needing for the job and what 
they should be able to offer you. 

The Creative Team.
Your make-up artist applies 
make-up to your models and 
should be able to flatter its 
features as well as be aware 
of how different lighting 
circumstances may change 
the look. 
A hair stylist works closely 
alongside your make-up artist 
and might even be the same 
person. They should be able 
to style the hair according to 
brief and should they do their 
work well, be able to save 
you lots of time in retouching, 
by fixing fly-aways, etc. on set. 
Always choose the artist 
based on their specialties and 
when giving them the brief 
make sure you have some 
visual references prepared. 
Make sure they know how 
much time they have for each 
styling. 



It is the wardrobe stylist’s job to 
make sure, the clothes fit the brief 
and are shown in their best light. 
They style the models on the day of 
the shoot and make sure they have 
everything they need in order to do 
so at the location and that delicate 
and one-of-a-kind pieces are 
handled accordingly. For editorials 
that are meant to be published in 
a magazine or publication of sorts 
it is also important that you your 
wardrobe stylist is aware of seasonal 
trends and attire. They will need 
visual references along with the brief 
to pull together outfits and enable 
you to plan how to shoot them.

It might even be helpful to style your 
own models when you first start 
out so that you can get a feeling

for which styles work and have 
better knowledge of how to realise 
your vision, though in the end, it is 
important that the photographer’s 
and stylist’s visions come together. 

Your art director plans and creates 
the overall theme of the shoot and 
controls the creative direction of it 
on the day of the shooting. He is the 
point of contact and representative 
of your client and you as the 
photographer work under their 
direction. 

A personal assistant is vital on 
any photoshoot. They handle all 
the jobs on set the photographer 
cannot do on the day of the shoot, 
will work alongside you on set 
and makes sure everything runs 
according to plan as best as they 
can. 

For larger shoots, it can be vital to 
have a Digital Assistant accompany 
you, especially when you are using 
a camera that is tethered to a 
computer. They will prepare photos 
and take on most tasks related to 
computers. It pays off to hire one 
that has a lot of experience so 
the work gets done quickly and 
effectively. 



Your model is what gives the fashion its face. In 
order to do so, it will need directing from you, 
the photographer. To successfully do so, keep a 
few key factors in mind: the professionalism of 
the model and how comfortable they are. Models 
should know exactly what is asked of them and 
need to understand what it is you want. You can 
share visual references from tear sheets and 
poses and maybe even create a role the model 
can play. If there is a client or Art Director on set, 
make sure the model does not receive confusing 
directions. It is of utmost importance that your 
model is comfortable, so keep requests simple 
and to the point, encourage them and frequently 
show them the photos so they can reflect on their 
own movements. 

1. Always have an updated portfolio at hand. It is essential 
that it displays the colour of your work and is of high 
quality (Industry standard is 11in x 11in and no more 
than 20 leaves and 40 photos). When first starting out, 
ask friends to help you build a good selection of images.

2. Offer to ‘test’ models and shoot a series of portraits or 
head shots with the agencies’ new faces.

3. Agencies are not the only way to find models and 
creatives. Look up potential team members on websites 
and social networks like Model Mayhem, Instagram, 
Facebook and websites such as www.ftape.com, which 
lists all creatives and www.whoistesting.com to find out 
who is available for test shoots. 

Finding Creatives.

In order to put a team together you need to find your creatives first 
and develop a relationship with them. While the most obvious way is 
to simply approach agencies, not everyone will be willing to work with 
you right from the start. Here are a few tips:



For a good atmosphere at the day of 
the shoot you should also consider 
how to make your team comfortable. 
Models and stylists need changing 
rooms, so make sure some kind 
of area is appointed to that cause.
Refreshments and food are a must 
to keep your team energized. 
Depending on the size of the shoot it 
might be best to consider a catering 
service. Check for allergies and diets 
before ordering and maybe appoint 
a area for consumption so it will 
not interfere with the equipment. 
Lastly, everyone should know 
where they can find different 
‘departments’ of your shoot 
such as restrooms, canteen, etc. 

With so much planning and so 
many people involved something 
is most likely to go wrong. There 
is no way around it and the 
best thing you can do is being 
prepared for it as much as possible. 
Always have a second and even 
third option for a creative, so 
you have alternatives when 
your first choice cannot make it. 
Keep a note with all the important 
phone numbers (e.g. studios, 
creatives, models, travel centres, etc.) 
and make sure everyone involved 
has your phone number. It can be 
quite helpful to make a ‘call sheet’ 
beforehand and give it to your team. 



When it comes down to it, being a successful fashion 
photographer is all about understanding what a client wants 
and being flexible enough to adjust. 

Costume designer for the Opera house and theatre in 
Frankfurt, Germany, as well as fashion designer of her own 
collection, Stefanie Pertzansky, sheds some 
light on how to be booked as a photographer in this short 
interview. 

Have you ever used photography in relation to your job 
and if yes, how?

When it comes to fashion photography in a theatre, it is all 
connected to the grand total of actors, stage, costumes, light 
and atmosphere in general. It is important to show off the 
story, emotions and characters, which is why the photos are 
less about minor details but more about the entirety of the 
performance. 
When it comes to my own collection, photography is much 
more personal. It needs to capture the atmosphere of the 
collection and show off an emotion and sense of life that will 
provoke a reaction and interest in the client. I need them to 
give them something to identify with and that I can use or 
marketing, logos, catalogues. For my online shop and website 
I need photos that show off the craftsmanship of my items, in 
which the client can clearly see colour, cut, and details to make 
a decision.



When booking a photographer, what factors influence you in 
your choice?

We need to be on the same page creatively and come up with similar 
ideas and concepts so we can understand each other. Obviously, I need 
to see their previous work to decide whether or now their aesthetics 
fit mine and my collection’s. I need to be able to rely on them and be 
able to put my trust in them. They need to show professionalism when 
it comes to organization, communication and pricing. But in the end, I 
will choose whoever I like most personally.

How important is some kind of recognizable theme for your 
brand in the photos?

It’d be great to work alongside a photographer and develop our own 
style, but while recognising a brand because of its photos is great, every 
collection needs to show something new.

Do you prefer the photographer putting together and managing 
the creative team or do you prefer taking on the role of an art 
director yourself?

I would prefer to let someone professional do their job, but good team 
work is vital and I like to be informed about all ideas and concepts that 
go into the shoot.



What are some ‘no-goes’ for you when it comes to working with 
a photographer?

Unreliability in showing up for set up meetings and in keeping agreements. 
Once again, good communication is key and when working in a team it 
is an absolute no-go when all the photographer does is what they want. 

Is there anything you would like to add?

Fashion photographers need to have an eye for people and fashion and 
displaying them in the most flattering way. Since I have no experience 
in it myself, I need to be able to rely on my photographer to get the job 
done.





Josh is interested in architectural and 
interior photography, and the idea of 
selling a lifestlye.



The Technicalities.

Any architectural photographer (or 
any photographer for that matter) 
will tell you that an unprecedented 
understanding of light is fundamental. 
A client will provide a brief, which the 
photographer must work to, and must 
make suitable decisions to achieve 
what has been set. This means that they 
must learn to deal with unpredictable 
circumstances in order to always achieve 
what the client desires. Natural lighting 
is affected by the time of year, time of 
day and ‘quality’ of the weather. This 
means that there is nothing accidental 
about architectural photography. The 
photographer must be patient and 
disciplined in order to successfully take 
advantage of the uncontrollable.

Compositional elements are of 
paramount importance, as the 
perspective must be controlled within 
architectural photography. One might 
use an expensive tilt/shift lens, but 
this is not absolutely necessary, given 
the perspective control feature in 
Photoshop. 

Another thing that an architectural 
photographer must consider is whether 
human activity will be present in the 
imagery. Again, this links to the planning 
and consideration involved in the 
preproduction stages. This will also 
be a choice of the client, and must be 
respected regardless. A model release 
form must be used if people feature in 
the imagery.



Costs & Copyright.

The way in which a photographer will 
charge for a commissioned brief will vary, 
but generally, there are three main areas 
that constitute to the overall costs. These 
are the creative or production fees, 
expenses and the right licensing fee. 

It is important as a young photographer to have an 
understanding of costs and prices. The biggest problem that 
any photographer will face is how to suitably price individual 
jobs, and ensure that they are not undervaluing themselves.



Creative or production fees equates to the photographer’s 
time, expertise and judgment. This will tend to be a flat rate 
fee (either a full or half day) charged the same regardless 
of the client. This would take into account the time and 
work required for pre/post production. Factors such as 
the number of views required by the client, the timescale 
for the work to be produced and meeting with the client 
will all be included in this cost. Expenses include things 
such as travel costs, consumables and paying for assistants. 
Lastly, and maybe most importantly, the right licensing fee 
is charged according to the specific job and will reflect 
where the imagery will be seen, and also for how long. 

The photographer must build a good relationship with 
the client in order to fully understand where the work 
will be seen, and ultimately how much revenue will be 
earned as a result of the photography. For example, even 
if a job requires minimal expenses, it does not mean 
that the licensing costs will also be low. It is important to 
remember that a licensing fee basically equates to the 
loaning out of intellectual property, i.e. the photography.

A legal document will be drawn up between the client and 
photographer, which will contain a full breakdown of the costs involved 
in the full job. To successfully price the license, the photographer 
must find out the total marketing budget for a particular project. 
This is basically how much money a client is going to spend on media 
outlets, especially where photography is going to feature. This will 
give some idea as to how much revenue the client expects to earn 
through using photography to sell or advertise their building or space.





The Professionals.

Making a viable career from architectural and 
interior photography requires a vast skill set, an 
understanding of ‘the field’ and a great deal of 
luck. It is also important to create a large pool 
of contacts through networking. In terms of 
making it in this competitive industry, Janie 
Airey provides an insight into her career as 
a photographer.

Janie Airey is mostly a lifestyle and corporate 
photographer who has worked for a number 
of high profile clients. To give a small example, 
Airey has worked for the BBC, National 
Express and the British Heart Foundation. 
She also has a seperate website for her 
architectural imagery.

How would you describe your background in photography, and your 
relationship to the practice? This could be as an art form, a form of 
expression or as a way of producing commerce. 

After a degree in Graphic Design I worked as a photographer’s assistant for years 
learning about the business, lighting and working with a team on shoots. I work 
commercially so it is my business, but I sometimes self initiate personal projects 
which are a form of expression.

Do you ‘label’ yourself as an ‘architectural photographer’, as a ‘commercial 
photographer’ or someone who markets themselves according to the 
potential client? Or would you consider yourself as ‘something else’?

I am a commercial photographer. I shoot architecture and have a dedicated website 
for this, but I also work shooting corporate and lifestyle which I’ve done for fifteen 
years. This is marketed with a different web site.

Regardless of how you ‘label’ yourself, where does the majority of your work 
get seen?

I am mostly commissioned by architectural practices or design agencies and have 
to work to their brief. This means I produce a series of images that they can use for 
web or marketing purposes. The images can be used in a variety of ways: brochures, 
adverts, web etc.



Does the work that gets seen the most pay the most? Is this necessarily 
important to you as a creative practitioner?

Not necessarily. Although having said that, if a client wants to use an image for 
world wide coverage, or with rights to use them in all media (i.e. web and print) 
then they have to pay more for the usage rights. Most architectural jobs tend to 
be one off commissions where I charge the client a day fee, and they then use 
the images for their own marketing purposes.

Does the work that gets seen the most provide the most satisfaction or 
enjoyment?

It’s always good to have ‘a pat on the back’, so yes getting work seen is 
important. It is also good because it raises your profile, web presence and client 
awareness. For me it is a medium of communication so I definitely want the work 
to be seen.

How do you balance time and money between personal and professional 
projects? Or do you view photography solely as a profession, and do not 
have an interest in personal projects?

When you’re really busy there isn’t time or you don’t have the inclination to do 
personal projects. However, if I have a quiet couple of weeks then it’s good to 
have a personal project on the go. I also try and incorporate my travel or holidays 
with a personal project.

All images courtesy of Janie Airey.



What advice would you give to an aspirational photographer who is serious 
about professionalism and crafting a career from commercial photography?

Keep producing work, get it up on a website or out there. Don’t put everything you 
shoot online.... choose the best. Enter competitions. I was boosted into working in 
photography by winning a competition. It’s not a career that starts quickly; you have to 
dedicate time to getting going. Sometimes it can take a few years to get enough clients 
to work regularly.

Anything else to add?

If you’ve got a good eye, understand light and have some decent equipment then 
you’re almost there. Getting your work seen is really important. Also, understanding a 
clients needs is important .. people don’t realise that a lot of the time you are working 
to someone else’s brief so you can end up being a bit of a technician on the odd 
occasion.



Jack has a passion for music 
photography, and is interested in 
the relationship between music and 
the documentary aesthetic.



Simon Wheatley. 

When I think about about music photography, I think about subcultures, I 
think about the groups on the cusp of acceptance and although it is slowly but 
surely making its way into the mainstream, gaining aclaime and acceptance 
Grime is most definaitly the most notable subculture of the last 20 years. 
So It only felt right to talk to the Godfather of Grime photography himself...

All images courtesy of Simon Wheatley.



Have you always been interested in documenting subculture 
or is it just the grime scene that you have explored? 

I am interested in subculture as an expression of deeper socio-
political issues.
Grime was something very significant, but there doesn’t seem to 
be much else going on at the moment. Even grime itself is not so 
much of a subculture anymore. I have also looked at heavy metal 
in Calcutta, where I have lived much of the past 7 years. However, 
I found it quite artificial - like much of modern India - and decided 
not to pursue the study too far.  

Do you feel you get a different type of image if you are an 
outsider looking into a scene or culture as opposed to someone 
who has been involved for years starting to document it (like the 
‘wot you all it boys’)? 

I think it’s good to be an outsider for an objective perspective, but deep 
knowledge is important because photography should happen in the 
subconscious. I become something of an insider. But coming from the 
outside is important for objectivity.

How did you find it documenting the grime scene at the start? I 
understand that you are now a respected and a well known figure but at 
first what was the reception like? 

I’ve always been well received by the people in grime but obviously nowadays 
things are on another level. But before I was focused on grime it wasn’t always 
easy to photograph in the inner city, especially at the beginning when no one 
knew who I was. I’ve been through similar experiences in France and Holland, in 
tough urban areas, and it can take a lot of you personally - especially because 
those places can be quite dispiriting and hopeless at times. 

I can imagine things were a bit shirty at times. 
Have you got and tips/advice for dealing with 
situations like that?

Be real, be sincere, and don’t try to bullshit 
anyone. Real recognizes real, they say and it is 
true. Getting pictures is relatively unimportant; 
they will come if the feeling is good.



As you have gained more trust and integrated yourself 
into the scene do you feel that your images have 
changed?

I have always cultivated trust so probably not. But I was 
very raw at one time and maybe those images are of that 
time. I’m not sure, however, in a way I’m always raw. Perhaps 
that’s what makes me a photographer in the deeper sense 
and this will always remain with me. I actually believe 
photography is a spiritual state in its highest form.

Thank you very much Simon for taking the time out to 
answer my questions. It has been really eye opening and 
I hope it’s as useful for the readers. Do you have any 
advice/tips for photographers trying to make a name for 
them selves?

Don’t try. Retain innocence. Work intelligently and with spirit 
and let it happen if it is meant to.

“Don’t Try. Retain Innocence”



It’s Not Just music.

To most people music photography 
consists of big cinematic shots of 
musicians on stage and massive 
heaving crowds, although this 
is correct it can go so much 
further. I’m not dissing event 
photographers in any way, they do 
a very important and essential part 
of music photography but if you 
are trying to capture the spirit of 
a music scene you need to delve 
deeper. You need to get past the 
V.I.P sign, get backstage, take a few 
photos and then leave the event. 
Although the events are a big part 
of telling a scenes story they are 
only one member of the collective 
band that forms music photography. 

Like any form of 
documentary photography 
the people, surroundings and 
circumstances are as important.
For example in the work of Simon 
Wheatley (featured) you will notice 
there is almost no footage of events 
or shows, as he wasn’t interested 
in representing that part of the 
scene, it didn’t say anything about 
the people and the artists he was 
documenting. However you do see 
a lot of documentation of music 
production in DIY studios and 
images from pirate radio stations. 
Visiting these locations gives a 
lot more information about the 
lifestyle, living conditions and way 
of life of his subjects. He found by 
being on the streets and in the 
estates where Grime was born 
he could capture a true image 
of what the scene really was. 



By taking the documentation 
deeper you begin to create a social 
commentary. The work that you are 
creating then evolves and captures 
a larger audience. For instance, if 
you are just documenting events 
there will be a very small audience 
for the image as the only people 
that will be interested will be those 
who attended, or people interested 
in that specific artist. Whereas 
if you document the scene as a 
whole, covering various artists 
or situations and are producing a 
commentary that spans further 
than the music. You will begin to 
attract a wider audience, as you are 
no longer just documenting music 
you are addressing further issues.

Once the work takes this step and 
moves away from just music, it 
begins to open up to a much wider 
audience. It begins to attract people 
that just have an interest in music 
that may have not paid attention, as 
the genre wasn’t for them. Then it 
almost becomes dissociated with 
music and becomes its own thing, it 
becomes a documentary or art piece. 
This then draws in a vast audience. 

This progression it opens up a lot 
more opportunities, exposure 
wise. As the work becomes wider 
appreciated it will gather more 
interest. This in turn opens it 
up for magazine features, book 
deals, exhibitions and so on. 

I’m not saying that if you just start taking a few documentary style images 
you will automatically get a book deal. I am just putting the point forward 
that music photography can go a lot deeper and in a professional sense, 
the more in depth and interesting the work the more likely it is to succeed.



Sarah Koury.

A breif chat with Bristol’s premier event photographer .... 

All images courtesy of Sarah Koury.



Q1. How did you start out and what do you think is the best way 
of getting a foot in the door?

Upon finishing university, I joined an art collective that was made up 
of some of my closest friends, all of whom are amazing artists in their 
respected areas. We created a production company that built highly 
creative stages and environments for events, concerts and festivals. I 
became the in-house photographer for all of these events and festivals 
and through this I met all sorts of people, artists, djs, and designers within 
the industry. It also gave me the opportunity to build my portfolio and 
gain loads of experience shooting events.

Q2. Did you have to do a 
lot of work for free to at 
first?

I started out doing all of it 
for free. But it wasn’t really 
about making money at the 
time. I was very excited and 
inspired by the creativity of 
others and my means of 
contribution was through 
my photos. However, you 
eventually hit that point 
where you must recognize 
and honour the work and 
your intellectual property 
- a point that is reached 
naturally.

Q3. What is the interaction with 
the people that hire you like, do 
you get a lot of artistic license 
or are you advised on what to 
be shooting?

I have worked for a wide range of 
people which I believe warrants 
an attitude of kindness and 
professionalism. Its important to 
deliver results every time and treat 
every gig as new opportunity to 
establish a relationship. Pair that 
with a positive and enthusiastic 
attitude and you become 
memorable.
 In terms of artistic licence, you will 
always own the rights to your work 
and you have granted permission 
to your employer to use that 
work for promotional purposes. 
The agreement is solely between 
yourself and your employer. Its 
important for you to establish the 
terms of the agreement prior to 
the gig between yourself and the 
employer as it is quite common 
for others to want access to that 
creative property as well.  If a third 
party wants to access permission, 
that it a different and new 
agreement and must be granted 
permission.

Q4. What have you found is the 
best way of gaining exposure 
and getting jobs? (e.g. social 
media, word of mouth etc.) 

It really comes down to networking. 
You have to put yourself out there, 
meet people and getting inspired 
by what others are doing. Social 
media is a great way to get your 
work out there and I do encourage 
all freelance photographers to 
utilize it fully but when it comes to 
getting the work, a large part of it 
comes down to knowing the people 
within your industry. Most of the 
time, the people you work for on a 
regular basis end up becoming your 
friends. 



Q6. Your style is so different and really 
effective? How do you achieve this and why 
don’t other people do this? Do you know 
something they don’t? 

The best advise I ever received for creative work 
was that you should get inspired by what others 
are doing, utilize that technique but then take it 
one step further and add your own ideas to is so 
that result is your own. I researched the work of 
others producing the kind of style that I wanted 
to achieve myself and once I found the technique, 
I started experimenting and modifying it with 
my own ideas.  Its taken me years to get my 
style down, a lot of hard work, and I will always 
develop it- never stop exploring and learning. I 
know what I value in a good photograph. I take 
every opportunity to top myself by never getting 
complacent with my work and trying something 
new and I think that mentality has allowed me 
to get where I am today. 

Q5. Could you give me a break down of the 
kit that you use, who do you need and what 
don’t you need?

Getting the right kit comes down to what you 
want to achieve with it. Do your research and 
find out which models are compatible with what 
you plan on achieving with your work. I have 
two DSLRs, covering a basis from studio work to 
lowlight events to high quality video. Investing in 
a handful of prime lenses is also very worth it. I 
also work with a wireless lighting system which I 
find give you more potential for the photos you 
can take.
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