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Introduction

Welcome to Copyright Workflow for Photographers! This 

book is part legal manual and part software manual. The 

legal portion is designed to help you understand the 

basics of copyright law and how it pertains to your daily 

life as a photographer, while the software portion will 

help you build sensible copyright and rights-management 

concepts into your existing workflow. Before I get 

started, though, I want to describe the landscape of 

the copyright community and, more specifically, the 

photographer’s place within it.



Copyright Workflow for Photographers4

The Plight of the Digital 
Photographer
In general terms, copyright law provides to creators—including 
photographers—the right to exclusively control and, thus, profit from their 
works for a fixed period of time. In the olden days, it was relatively difficult 
to infringe on a photographer’s work on any significant scale. You had to 
get access to the physical copy of the image—either the negative or the 
transparency—which usually required interacting with the photographer 
directly or with the photographer’s agent; then you had to make physical 
copies in a darkroom. Put simply, infringement of a photograph used to 
require a reasonable investment in terms of time, equipment, and techni-
cal skill.

Fast-forward to today. The Internet has become a primary mechanism for 
the marketing and distribution of images. Families share photos among 
relatives on commercial websites such as Flickr, and virtually every profes-
sional photographer has a website where his or her images are available 
for the entire world. Making copies of those images is typically as easy as 
right-clicking it and telling your computer where to save the file.

The relative ease with which people can remove and manipulate content 
has created a widespread infringement problem for many creative pro-
fessionals. The music industry famously did battle with peer-to-peer file 
sharers who transferred digital copies of music with impunity, and other 
creative businesses such as the motion picture and publishing industries 
experience similar problems.

For photographers, the issues are particularly pronounced, however, 
because of the rich visual culture in which we live and the meteoric rise of 
web-based platforms that enable photo sharing. Because visual content has 
become so ubiquitous, many web users don’t think twice about uploading 
content they found from some other website—yet, technically, it amounts 
to infringement in most cases. With the right-click of a mouse, a user can 
make a reproduction of a copyrighted image and, with a few more clicks, 
upload that same image to his or her own social media profile, prompting 
a flurry of “likes” or “shares” that further disseminate the image without 
permission of the original photographer. Meanwhile, the companies that 
operate these platforms often benefit financially by selling advertising.

Indeed, as Eugene Mopsik, the executive director of the American Society 
of Media Photographers (ASMP) has quipped on numerous occasions, it 
often appears that everyone has figured out how to make money from 
photography, except for the photographers.
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The Paradox of “Getting 
It Out There”
Among aspiring professional photographers, and even those who don’t 
intend to profit from their work, it has become a mantra that to be suc-
cessful (however you might define that term), you have to “get your work 
out there.” You do so by uploading it to social networking sites, blogs, 
personal websites, and photo sharing sites. Sharing images has never been 
easier or cheaper, which has enriched the experience of photography for 
hobbyists and professionals alike and, perhaps most important, created a 
new sense of community among those with a passion for photography.

On the commercial side, marketing, distributing, and licensing photogra-
phy has never been easier, at least from a technical perspective, as faster 
connection speeds and a proliferation of platforms on which to license 
works have brought image buyers and sellers closer together. (Of course, 
the business of marketing photography has become substantially more dif-
ficult than it once was because of increased competition and market frag-
mentation, which has resulted in downward price pressure on the industry.)

The necessary implication of “getting it out there” is making it available 
for others to infringe upon—whether intentionally or unintentionally. 
A recent post from a participant on a photography-related web forum 
summed it up nicely: “My quandry is between having Internet exposure to 
a broad audience and protecting my copyrights.”

Copyright’s Perception Problem
One of the biggest challenges facing the copyright system today is the 
broad public misunderstanding of copyright law. Too often, the public 
discourse surrounding copyright law gets characterized in terms of big 
content companies—film studios, recording companies, publishers, and 
the like—wanting to preserve their antiquated business models by bring-
ing infringement litigation against those who find new, innovative ways 
to distribute or use copyrighted content. Many people even believe that 
copyright enforcement has led to a decline in technological innovation.

The reality is exactly the opposite. Without copyright law, those compa-
nies would have little incentive to invest in creating the content in the first 
place, let alone innovating new distribution technologies or business mod-
els. But more important, what’s often missing from the copyright discus-
sion is the role of the individual creators—the people who actually put in 
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the work to create the books, music, films, and the like that comprise our 
cultural heritage.

For photographers, the problem is even more significant because pho-
tographers, more often than not, work independently and have nothing 
but their images—and more specifically the copyright interest in those 
images—from which to generate a living. Those who don’t generate 
income from their images still often avail themselves of the exclusive con-
trol that copyright provides in terms of deciding when and where to share 
their images. (And of course, those who don’t want to are free to disavow 
their rights by committing the work to the public domain.)

Even among those who do understand copyright law, there is increasingly 
little respect for it. The anonymity of the Internet has only advanced the 
erroneous perception that copyright infringement is victimless, or that 
simple online uses such as social media posts, should not require permis-
sion of the copyright owner, because it provides the creator with more 
exposure than he or she otherwise would have received. Such arguments 
ignore the fundamental principles of copyright, which include the right to 
control the use of the work, subject to certain exceptions (such as fair use, 
described in Chapter 1).

The point is that when copyright comes up in general social circles, it’s 
often met with hostility, which can be a challenge for photographers 
whose livelihoods depend on it. Grassroots organizations such as the 
Copyright Alliance (www.copyrightalliance.org) and Creative Future 
(www.creativefuture.org) are working to give independent creators a 
voice. Through recently improved public outreach initiatives, the Copyright 
Office is working hard to improve the public perception of the copyright 
system, but until the law is updated to accommodate the digital environ-
ment, and until it becomes more accessible to the public, the perception 
problem is one that we as independent creators and copyright owners 
must be aware of.

Specific Challenges 
for Photographers
Copyright law is outdated and, in some cases, it isn’t effectively serving 
the needs of the creative community. In this section, I provide some spe-
cific examples of how copyright law is presenting challenges that impact 
photographers specifically.

http://www.copyrightalliance.org
http://www.creativefuture.org
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Lack of effective enforcement tools
Copyright infringement of images is rampant on the Internet. The ease 
with which images can be freely downloaded, copied, and re-uploaded or 
used in new types of digital content, coupled with a general sense among 
many Internet users that if something appears online, it’s free for the tak-
ing, has led to a widespread infringement problem for photographers.

Under the Digital Millennium Copyright Act, copyright owners are entitled 
to issue “takedown notices” to service providers (such as social network-
ing sites) to demand that the infringing content be removed from their 
service. (I discuss takedown notices in more detail in Chapter 7.) That 
approach seems promising in theory, but in practice it’s largely ineffective 
because the takedown notice procedure applies only to a specific instance 
of infringing content. If a particular image is removed from a social net-
working site, the user may simply re-upload it, requiring the photographer 
to issue yet another takedown notice. To many in the copyright commu-
nity, this has become known as the “whack-a-mole” problem.

Some service providers have implemented blocking technologies that 
identify previously removed content and prevent users from re-uploading 
it, and some will suspend or terminate the accounts of users caught 
engaging in such behavior. Still, the responsibility of Internet intermediar-
ies to police their users’ infringements remains a very hotly contested issue 
between the copyright community and the technology community. Until 
Congress or the courts provide some clarity, it’s unlikely that the process 
will get much easier for photographers.

Depending on the nature of an infringement and the losses that result, a 
photographer might want to sue the alleged infringer in court. That, too, 
may seem like a good idea in theory, but the reality is that the cost to 
bring a lawsuit in federal court (copyright law is exclusively federal; see 
Chapter 1 for more on this) often far exceeds the likely recovery associ-
ated with a particular infringement, particularly in light of the declining 
value of individual image licensing in the marketplace. (Although there 
is no requirement that a court consider reasonable license fees when it’s 
determining an appropriate damages award, such fees are very often 
where courts begin their analyses.)

The Copyright Office recently studied the issue and issued a report 
encouraging Congress to consider developing a small claims tribunal 
within the Copyright Office to accommodate authors who want to sue for 
relatively small amounts of money. Although such a system is very likely 
many years away, the fact that the Copyright Office is evaluating the possi-
bility is an encouraging step forward. You can read the Copyright Office’s 
report and proposal at www.copyright.gov/docs/smallclaims.

http://www.copyright.gov/docs/smallclaims
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An outdated registration system
Copyright registration is effectively a bargain with the public: in exchange 
for the ability to receive enhanced damages, copyright owners agree to 
provide the public with certain information about the copyrighted works 
they’ve created. You can read more on this in Chapters 1 and 2.

The registration system (covered in detail in Chapters 3 and 4) benefits 
both sides of the copyright equation: by effectively putting the public on 
notice of a particular copyright claim, and by providing would-be users of 
copyrighted works with a source of contact information for rightsholders.

The system works quite well if you happen to know the title or author of 
the work that you’re searching for. But for photographers or image users, 
the current system presents significant challenges. Most photographers 
don’t give individual titles to their works, for example. And even when they 
do, very often they use the camera’s native filenames, which provide very 

Time for a new copyright act?
In March 2013, the U.S. Register of Copyrights and Director of the U.S. Copy-
right Office, Maria A. Pallante, gave a landmark speech at Columbia Law 
School in which she called upon Congress to update the copyright law for the 
digital age. She noted that the current copyright law, which was passed in 1976, 
and negotiated for nearly 20 years before that, is “showing the strain of its age” 
and that because of the law’s outdatedness, “authors do not have effective 
protections, good faith businesses do not have clear road maps, courts do not 
have sufficient direction, and consumers and other private citizens are increas-
ingly frustrated.”

The next month, Congress took her up on her offer, as Congressman Bob 
Goodlatte, Chairman of the House Judiciary Committee, announced his inten-
tion to undertake a comprehensive review of copyright law. Since that time, the 
committee has held a number of hearings on the matter and has heard from 
dozens of voices in the copyright debate, including photographers. The Copy-
right Office has also undertaken a variety of studies and reports to help guide 
Congress in its review.

It remains uncertain whether we’ll see any legislative change as a result of the 
current review process, but it’s a positive sign that the needs of the creative 
community are getting some much-needed and long-awaited attention from 
lawmakers.

You can read Pallante’s speech at 
www.copyright.gov/docs/next_great_copyright_act.pdf.

http://www.copyright.gov/docs/next_great_copyright_act.pdf
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little guidance to users about the nature of the underlying work. In short, 
because the current registration system doesn’t supply image thumbnails 
or allow for reverse image searching, it’s of limited practical value to the 
photography community beyond the legal entitlements that registration 
provides.

Several years ago, the director of the Copyright Office launched a com-
prehensive evaluation of the office’s information technology systems with 
the goal of developing a framework for a next-generation registration 
system. In its public notice announcing the study, it specifically noted the 
need for improving the system for photographers, including the possible 
development of image-based technologies. The development of a new 
system is likely a number of years away, but the good news is that because 
the Copyright Office has broad legal authority to manage the registration 
system, such improvements may not require Congress to intervene.

The Digital Reality
The reality of the digital age is perhaps best characterized by the prover-
bial double-edged sword. On the one hand, the ease with which digital 
images are created, shared, and distributed offers photographers—
professionals and amateurs alike—with more opportunity than ever before 
to expose the world to their work; on the other hand, that work is now 
more easily stolen or otherwise misappropriated, and photographers can 
very quickly lose control.

Assuming that keeping your work locked away on private hard drives is 
not an option, you need to develop copyright management and content 
protection strategies that fit within your existing workflow that will help 
you optimize the balance between maximizing exposure and maintaining 
control of your work. Developing those strategies is the focus of this book.



CHAPTER 4

Registration Using 
Paper Forms

In Chapter 3, I discuss the process of registering 

your photos with the U.S. Copyright Office using the 

online registration platform, eCO. Although electronic 

registration is the preferred (and faster) method to 

register your images, the Copyright Office still accepts 

paper forms for people who prefer to file that way and 

for people who are registering a group of published 

images (a paper form is the only way to register a group 

of published images, at least for now). This chapter walks 

you through the application process using paper forms. 





Copyright Workflow for Photographers66

Note

Although you can register a single image using a paper form, filing those registra-
tions using eCO is the preferred method, so in this chapter I focus on the proce-
dure for registering a group of published images.

The Necessary Forms
You’ll encounter two primary forms when registering images: Form VA 
(which stands for “visual arts”) and Form GR/PPh/CON (which stands for 
“group registration of published photographs continuation sheet”).

Note

Because “Form GR/PPh/CON” is a mouthful, I’ll refer to that form throughout this 
chapter as simply the “continuation sheet.”

You can find both forms on the Copyright Office website at www.
copyright.gov/forms in “fillable” format, which enables you to type your 
responses online and print out the completed forms, instead of having to 
complete the forms by hand.

The front of Form VA is shown in Figure 4.1; the back is shown in 
Figure 4.2.

Preparing Form VA
Form VA is the foundation of a paper application for published images, 
while the continuation sheet, discussed later in this chapter, adds addi-
tional information to the application (and, strictly speaking, is optional—
but more on that later). I walk you through how to complete Form VA 
section by section here. (The Copyright Office calls each section of the 
form a “space.” Go figure.)

http://www.copyright.gov/forms
http://www.copyright.gov/forms
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Figure 4.1 Front of Form VA.
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Figure 4.2 Back of Form VA.
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Space 1
To complete space 1 (shown in Figure 4.3), follow these steps:

1. Under Title of This Work, write the title of your group of images.

Your title doesn’t need to be anything fancy, but it should describe the 
contents of the group generally—for example, “January 2015 Images” 
or “Canada Trip 2015.” Your title might differ based on whether you 
adopt a shoot-by-shoot or periodic approach to registering your 
images (see Chapter 2 for more on this).

2. Under Previous or Alternative Titles, write “Group registration of X 
published photographs,” where X is the number of images contained 
in the group.

3. Under Nature of This Work, write “Photographs.”

Figure 4.3 Space 1 of Form VA.

Space 2
To complete space 2 (shown in Figure 4.4), follow these steps:

1. Under Name of Author, enter your name (assuming you’re the 
photographer).

2. Under Dates of Birth and Death, enter the year you were born. Unless 
you’re a ghost (or you’re registering a copyright for someone who has 
died), you can skip the year of death.

3. Under “Was this contribution to the work a ‘work made for hire’?,” 
check No.

4. Under Author’s Nationality or Domicile, write the country you’re a 
citizen of or the country where you reside.

It’s up to you which one you provide, but the law requires you provide 
one or the other.
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5. Under Was This Author’s Contribution to the Work, check No twice, 
unless you’re registering anonymously or under a pseudonym (both of 
which are rare—after all, part of why you’re registering your copyright 
is to be a part of the public record).

6. Under Nature of Authorship, check the Photograph box.

Space 3
To complete space 3 (shown in Figure 4.5), follow these steps:

1. Under Year in Which Creation of This Work Was Completed, enter the 
year in which you made the newest photograph in the group.

So, for example, if your group contains images made over a three-year 
period ranging from 2011 to 2014, you would enter “2014” here.

2. Under Date and Nation of First Publication of This Particular Work, if 
all the photographs in the group were published on the same date in 
the same country, enter the month, day, and year, as well as the nation 
in which they were published.

Tip

If you don’t know the exact date, provide your best estimate, but write “approxi-
mately” in the margin.

If the photographs were published on different dates, provide the 
range of dates.

Figure 4.4 Space 2 of Form VA.

Figure 4.5 Space 3 of Form VA.
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Tip

I typically use the blanks on the form for the first date and then in the margin, 
after I’ve printed the form, I write “to” and the end of the date range.

Note

You have to identify the specific date of publication for each photograph in the 
group either on the continuation sheet or on the deposit copy (covered later in 
this chapter), unless all the images were published within three months of regis-
tration, in which case the date range provided in space 3b is enough.

Space 4
In space 4, provide the copyright claimant name and address, which in 
most cases will be the same as the photographer.

Tip

Because the information you provide on Copyright Office forms becomes public 
(because the copyright registration process is fundamentally about creating 
public records), if you’re concerned about privacy or personal security, you might 
consider obtaining a post office box for business purposes. Not all the informa-
tion you provide on the application will end up in the Copyright Office’s database, 
but anyone can visit the office in Washington, D.C., and review a copy of your 
application.

Space 5
In space 5, you must disclose whether you’ve previously registered a ver-
sion of the images for which you’re completing the form. In most cases, 
you can simply check No and move to the next section.

However, if your photographs contain substantial elements from prior 
work, you should check Yes and then also check “This is a changed ver-
sion of the work, as shown by space 6 on this application.” If the prior work 
is registered, you must also provide the registration number and year of 
registration in the space provided.
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CAUTION!

If the work you’re registering contains significant portions of prior work, espe-
cially if that prior work was created by someone other than yourself, talk to an 
attorney. How you describe the contours of your claim could have a significant 
impact on your rights, and you want to get it correct.

Space 6
Space 6 is only for derivative works or compilations. If this applies to you, 
briefly describe the original work and the material you added or changed, 
as appropriate. Odds are, you’ll just skip this section.

Space 7
If you have a deposit account with the Copyright Office, you need to 
complete space 7a. Chapter 3 provides more information about deposit 
accounts. Most people don’t have deposit accounts, so you’ll probably 
skip space 7a.

In space 7b, provide the contact information for the person you’d like the 
Copyright Office to correspond with if they have questions about the 
application. In most cases, this will be you.

Space 8
Space 8 requires you to certify that the information stated in your applica-
tion is true and correct to the best of your knowledge. Assuming you’re 
registering for yourself, check the Author box. Print and sign your name, 
and date it.

Space 9
In space 9, provide the address where the Copyright Office should mail 
your certificate. The certificate will be prepared from a scan of the applica-
tion form and folded so that what you type here will appear in a windowed 
envelope.
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Preparing the Continuation 
Sheet and Deposit Copies
Once you’ve completed Form VA, which provides general information 
about the group of images you’re registering, it’s time to provide some 
more specific information about each of the images, which is where the 
continuation sheet comes in. Copyright Office regulations require that 
you provide the date of publication for each photograph included in the 
group, and the continuation sheet is one way to do that. Strictly speaking, 
the continuation sheet is one of several ways to provide the publication 
dates (the other options are to include the date on each image itself or on 
a hardcopy or text file list that is submitted with the images).

The information you provide on the continuation sheet will become part of 
the registration certificate so that anyone looking at the certificate itself—
like a court in the case of an infringement lawsuit—can tell, by title at least, 
which images are part of the registration. Putting the dates of publica-
tion on the images themselves will also help tie together the deposit and 
the certificate, creating a more complete public record. For that reason, I 
strongly recommend both submitting the continuation sheet and includ-
ing additional information on the face of the image itself, as I discuss in 
this section.

The continuation sheet
Completing the continuation sheet (shown in Figure 4.6) is pretty 
straightforward:

1. In space A, provide the name of the author and the name of the copy-
right claimant as they appear on Form VA.

It’s very important that the information you provide in this section 
matches exactly the information you provide on Form VA.

2. Space B is where you briefly describe each photograph, including the 
date of publication. Number each image in your filing sequentially in 
the Number box. For each image, you have to provide the title and 
the date and nation of first publication. You may also provide a brief 
description, but that’s not required.

Typically I use the filename as the title, but if you usually give your 
images unique titles, feel free to use those. What’s important is that 
the title is descriptive enough that you can identify later which image 
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Figure 4.6 Form GR/PPh/CON (also known as the continuation sheet).
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it’s referring to. It’s also important that the title you provide on the 
continuation sheet is the same as the title you provide on the deposit 
copy itself (see the next section), which is why I find using the filename 
to be the best approach.

Each continuation sheet contains space for 15 images. If you have 
more than that, use additional sheets of paper, but continue number-
ing sequentially (that is, the first number on your second continuation 
sheet would be 16).

Note

I regularly have trouble with the first entry on each form getting slightly cut off 
to the point that it’s difficult to read (see Figure 4.7). I usually end up writing the 
first entry by hand after I print the form just to make sure it’s clear.

Note

Copyright Office regulations allow no more than 50 continuation sheets per appli-
cation. Because each sheet contains space for 15 images, you’re limited to 750 
images per registration application. If you have more than 750 images to register 
at one time, you need to file more than one application (and pay more than one 
registration fee).

3. In space C, provide the address where you want the Copyright Office 
to mail the certificate. It may seem redundant to have to do this on 
Form VA as well as on each continuation sheet, but it helps ensure that 
none of the pages gets separated (and if they do, it makes it easier to 
track down the rest of the application).

Once you’re finished with the continuation sheets, it’s time to create the 
deposit copies of each image that’s part of the group.

Figure 4.7 For 
some reason, the 
first entry often 
ends up being cut 
off, so you may 
want to leave this 
blank and fill it out 
by hand after you 
print the form.
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Deposit copies
Preparing the deposit copies is fairly straightforward, especially if you’re 
using Adobe Lightroom, because you can partially automate the process 
using export presets and an inexpensive plugin called LR/Mogrify 2, which 
is available from www.photographers-toolbox.com. You can download a 
trial version of the software for free, but it’s limited to exporting only ten 
images at a time. You can unlock the full version of the software by making 
a small donation (any amount that you choose) to the software developers.

After you’ve installed LR/Mogrify 2, you can easily produce deposit images 
with the following steps:

Note

This process may seem a little lengthy and laborious, but a lot of it is setup work 
that you can save as a preset, so next time you register, you won’t have to go 
through all this again. Spending a little time upfront will save you a lot of time 
down the road.

1. In Lightroom, select one image from the group that you’re registering. 
With that image selected, from the File menu, choose Export.

The Export One File dialog box (shown in Figure 4.8) appears.

Figure 4.8 The 
Export One File 
dialog box in 
Lightroom.

http://www.photographers-toolbox.com
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2. In the Export Location panel of the Export One File dialog box, desig-
nate a location on your computer to store the deposited images.

I have a master folder called “Lightroom Outbox” that I use to stage 
output from Lightroom, and inside of that I have Lightroom create 
separate folders for each export. You can do this by checking the Put 
in Subfolder box and then giving the folder a name.

As shown in Figure 4.9, the name of the folder is the title from my reg-
istration application, “Chris Reed Photography (New Orleans 2014).” 
You can call the folder whatever you want (it really doesn’t matter for 
copyright registration purposes). Just be sure to remember where 
your images are going to be saved so you can find them again later.

3. In the File Naming panel of the Export One File dialog box, check 
the Rename To box and select Edit from the drop-down list (see 
Figure 4.10).

Figure 4.9 Tell 
Lightroom where 
to save your fin-
ished files.

Figure 4.10 Select 
Edit from the drop-
down list.



Copyright Workflow for Photographers78

The Filename Template Editor dialog box (shown in Figure 4.11)
appears.

Figure 4.11 The 
Filename Template 
Editor dialog box.

4. In the Filename Template Editor dialog box, select Custom Name – 
Sequence from the Preset drop-down list. In the text field, you should 
have a template filename that says “Custom Text – Sequence # (1),” 
which is a great start, but you need to make one adjustment: Delete 
the “Sequence # (1)” part. Then under the “Sequence and Date” 
heading, select Sequence # (001) (see Figure 4.12) from the top drop-
down list, and click Insert.

Figure 4.12 Select 
Sequence # (001) from 
the drop-down list.
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This will add a sequence variable to the template filename, but with 
placeholders for three digits, which will help keep your images orga-
nized properly. When you’re finished, go back up to the Preset drop-
down list at the top of the dialog box, select Save Current Settings as 
New Preset, and give the filename preset a name. You can call it what-
ever you like, but I decided to call it Custom 3 Digit Sequence.

When you’re finished, click Done.

5. Back in the File Naming panel of the Export One File dialog box, 
in the Custom Text field, type the name of your group but without 
spaces (some computer systems still have difficulty parsing filenames 
with spaces).

In my example, it’s “ChrisReedPhotography(NewOrleans2014),” as 
shown in Figure 4.13.

Make sure the Start Number is set to 1. The idea is to output a batch 
of images that are numbered sequentially and that relate to the image 
descriptions that you provided on the continuation sheet in the last 
part of this chapter. See the Caution note on page 84 for circum-
stances in which you’ll want to change this number.

6. In the File Settings panel of the dialog box, set the image format to 
JPEG and the quality to 80.

There is no need to limit the file size, and the color space isn’t impor-
tant for copyright registration purposes.

7. In the Image Sizing panel of the dialog box, check the Resize to Fit 
box and select Long Edge from the drop-down list. Set the sizing 
parameter to 1000 pixels and a resolution of 240 pixels per inch (see 
Figure 4.14).

Figure 4.13 Use 
the name of your 
group registration 
as the filename 
(without spaces) 
and start the num-
bering at 1.

Figure 4.14 Set 
the file settings as 
shown here.
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Note

The Copyright Office has no set requirements for size or resolution, but the 
image should be big enough so that the copyright examiner—and perhaps a 
court down the road—can see the detail in the image. Remember that if you end 
up in court, it’s probably to determine whether your image is similar to someone 
else’s image, so you want to be sure the deposit copy is good enough to do that.

Note

You can ignore the Output Sharpening, Metadata, and Watermarking panels—
they’re not important for creating Copyright Office deposit copies.

8. Now find the list of post-process actions in the lower-left corner of the 
Export One File dialog box. You should see a list of options under LR/
Mogrify 2, as shown in Figure 4.15 (you may need to expand this list 
by clicking the arrow on the left).

Select Outer Borders and click Insert; select Inner Borders and click 
Insert; and finally, select Text Annotations and click Insert.

You should now see three additional panels in the list of export 
options on the right side: Mogrify Outer Border Options, Mogrify 
Inner Border Options, and Mogrify Text Annotations.

Figure 4.15 Activate 
the LR/Mogrify plug-in 
by selecting the actions 
shown here.

9. In the Mogrify Outer Border Options panel (shown in Figure 4.16), 
click the + button to add an outer border. Uncheck the “Identical 
borders” box and make sure that all the drop-down lists are set to 
Pixels. Then type 30 for the left and right sides, and 50 for the top 
and bottom. If it isn’t already set, change the border color to black 
by clicking the color swatch (mine defaults to black, so I don’t usually 
need to do anything to the color).
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10. Now switch to the Mogrify Inner Border Options panel (shown in 
Figure 4.17), and click the + button to add an inner border. This time, 
make sure the “Identical borders” box is checked and that all the 
drop-down boxes are set to Pixels. Now set the inset to 0 and the size 
to 1. The color should be set to white (again, the default for me, so 
you may not need to change it), and set the opacity to 100%.

11. Now switch to the Mogrify Text Annotations panel (shown in 
Figure 4.18). Uncheck the “Add annotation before outer borders are 
applied” box. Next to the Font name field, click Choose. This part is a 
little odd—instead of giving you a list of installed fonts, it provides a 
list of the raw font files in your system fonts directory. Select a simple 
font—I usually go with Myriad because it ships with Adobe products 
and it’s nice and legible.

Set the font size to 24 pixels, the color to white, and the opacity to 
100% (again, all defaults for me, but if they aren’t for you, go ahead 
and make the change). Set the font orientation to horizontal (the radio 
button with the letter A not on its side), the horizontal inset to 30 
pixels, and the vertical inset to 20 pixels.

Figure 4.16 Set 
the outer border 
options as shown 
here.

Figure 4.17 Set 
the inner border 
options as shown 
here.
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12. In the “Define your text” field, write the name of your group 
registration.

Again, in this example it’s “Chris Reed Photography (New Orleans 
2014),” which is consistent with the filename I selected and what I 
wrote on the application form.

Select the text position radio button to place the text in the upper-left 
corner of the image (refer to Figure 4.18).

13. At the top of the Mogrify Text Annotations panel, click the + button to 
add another text field. You see everything you just typed disappear, 
but don’t worry—it’s still there. Use the arrow icons on the left side of 
the panel to switch between text fields (refer to Figure 4.18).

14. In the new text field, apply the same settings as in the first text field 
(from Steps 11–12) except change the vertical inset to 15 pixels and 
change the text position radio button to place the text in the lower-
left corner of the image.

15. Under the “Define your text” field, click Add Token (see Figure 4.19). 
The Select a Token dialog box appears. From the Basic Tokens drop-
down list (see Figure 4.20), select “Leaf name of EXPORTED file.”

You’re taken back to the Mogrify Text Annotations panel and the 
variable {exportedName} is added to the text field.

Figure 4.18 Set 
the text annotation 
options as shown 
here.
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Figure 4.19
Click Add 
Token under 
the “Define 
your text” field 
as shown here.

Figure 4.20 Select 
“Leaf name of 
EXPORTED file” from 
the Basic Tokens 
drop-down list.

Note

This procedure assumes that your image title for registration purposes is the 
filename. Because the LR/Mogrify plugin lets you put whatever text variables 
you like, you could just as easily use the IPTC Headline field (which many pho-
tographers use as a title field). The important thing is that whatever ends up on 
the resulting images is consistent with what you put on the continuation sheet, 
so that the Copyright Office examiner (and perhaps a judge down the road) can 
determine which images are described on the registration certificate.
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16. Click the + button in the upper-right corner of the Mogrify Text Anno-
tations panel to add one more text field to your images. Apply the 
same settings as in Steps 11–12, except change the text position radio 
button so that the text will appear in the lower-right corner of the 
image. In the “Define your text” field, type “Date of first publication: 
[date]” where you insert the date the image(s) were published (see 
Figure 4.21).

CAUTION!

This process only partially automates the creation of your deposits. Because 
there is no “date of first publication” metadata field, the portion of this process 
that adds the date to the image files is partially manual. For example, if you had 
batches of images within your group that were published on June 1, June 7, and 
June 25, you would have to export the June 1 batch, change the date in your 
export settings, and then export the June 7 batch, and so on. Be very careful to 
also change the sequence start number (see Step 5) for your subsequent batches 
so that you don’t inadvertently overwrite your first images—Lightroom will start 
at 1 unless told otherwise in the export settings.

One other option may be to use some other metadata field to contain the date 
of first publication and then use that metadata variable in the text field. I don’t 
personally practice this approach because I want to preserve the metadata fields 
for their intended purpose, but if you’re interested in finding a way to make this 
process a little more automated, that’s one way to do it.

Figure 4.21 Set 
the first text anno-
tation as shown 
here.
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17. When you’re finished, save your export settings as a preset by click-
ing the Add button at the bottom of the Preset box (see Figure 4.22). 
Give your preset a name (I called mine “Copyright Registration”) and 
click Create (see Figure 4.23).

Figure 4.22 Save your preset so you don’t 
have to go through all this setup work again!

Figure 4.23 Give your preset a name.

Now for future registrations all you’ll have to do is update a few fields 
(the name of the group of the images, the date of first publication, 
and the folder where you want Lightroom to save your images).

18. Click Export to export the image you selected in Step 1 (it’ll be in the 
folder you picked in Step 2). You should end up with an image that 
looks similar to the one shown in Figure 4.24. If you don’t, go back 
and retrace the steps in this section. If it worked, you can go ahead 
and delete the image because it was just a test.

Figure 4.24 Your 
export preset 
should create an 
image that looks 
similar to this, with 
a black border and 
the text annota-
tions as shown 
here.
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19. Now that you’ve saved and tested the preset, it’s finally time to export 
your images. Select the first batch of images from your group that 
were published on the same day.

It may be one image, or it may be multiple images, but the key here 
is to make sure that all the images you select were published on the 
same date. Once you’ve made your selection, select Export from the 
File menu within Lightroom to launch the Export dialog box.

20. In the Export dialog box, select the preset that you created in Step 17 
and scroll down to the Mogrify Text Attributes panel. Make sure the 
name of the group is still accurate, and then use the arrow icons on 
the left side of the panel to cycle through the other text elements until 
you get to the one you created in Step 16 (the one where you typed 
“Date of first publication”). Change the date here to reflect the date 
that the images selected in Step 19 were published (see Figure 4.25). 
Click Export.

Figure 4.25 Change the date as 
shown here to reflect the date 
of publication for the images 
you select. In this example, the 
images were published on June 
27, 2014.

21. Repeat Steps 19 and 20 for each subset of images within your group—
that is, select the next batch of images within the group that were 
published on the same day (Step 19) and change the text annota-
tion so that the date is properly rendered on the exported images 
(Step 20).

Be sure to also change the sequence start number (see Step 5) for 
each export so that you don’t overwrite any files. For example, if your 
first subset contains 25 images, when you repeat the process for the 
next subset, you’ll want to change that Start Number in the File Nam-
ing panel to 26.

22. When you’re finished exporting all your images, check the folder 
where Lightroom has saved the files, and check the file count.

You want to make sure that the total number of files there is the same 
as the number of images you provided in the Previous or Alternative 
Title field (see “Space 1,” earlier in this chapter). The Copyright Office 
will look to make sure that your deposit copies match the information 
provided on the application, and submitting an incomplete deposit 
is a quick way to have your application rejected, so it pays to take the 
time now to get it right. You should also make sure that the filenames 
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match the titles you provided on the continuation sheet, and that the 
numbers on the continuation sheet (the ones on the left side of the 
form) match the sequence numbers on the files you just exported.

23. Once you’re finished exporting the files, burn them to a CD or DVD so 
you can send them to the Copyright Office with your deposit. Then, 
on the label-side of the disc, write your name, address, and phone 
number; the title of the group of images; and the number of images in 
the group.

Preparing the Payment and 
Mailing the Application
Now you have a completed Form VA, a completed continuation sheet, and 
a CD or DVD containing all your images, annotated with the date of first 
publication on each one. The only part that’s missing is the application fee.

You must include either a check or money order with your application for 
the full amount of the fee, payable to the Register of Copyrights. As of this 
writing, the fee for Form VA is $85, but always check the Copyright Office 
website at www.copyright.gov to ensure you have the most up-to-date 
fee information. Although not required, I typically paperclip my check to 
the form to help make sure that the check doesn’t get lost when the mail 
gets opened. (I recommend against stapling because it could damage 
the application form when the Copyright Office pulls off the check, which 
could make it more difficult to process.)

Tip

Remember that the effective date of registration is the date that the Copyright 
Office receives the application, payment, and deposit, in acceptable form (not 
the date that the Copyright Office processes it). Because of this, it’s important 
to get everything right the first time; otherwise, your effective date might get 
pushed out. For example, if you send in your application, but the check isn’t for 
the full amount of the registration fee, the Copyright Office will contact you and 
ask for a new check, but the effective date will become the date they receive the 
new check.

I highly recommend that you put the disc containing your images in a hard 
plastic case rather than a plastic or paper sleeve. I’ve found that discs sent 
without adequate packaging often get crushed or can snap in half as they 

http://www.copyright.gov
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go through mail sorting equipment. For that same reason, I also strongly 
recommend sending your application in a small box, rather than a padded 
envelope.

The U.S. Copyright Office is located on Capitol Hill in Washington, D.C., 
and because of that, its mail is subjected to intense security screening 
procedures, including irradiation. It’s also subject to lengthy delays getting 
from the post office to the Copyright Office’s mail intake facility. You can 
shorten that time somewhat by using an express courier such as UPS or 
FedEx. Although it costs a little more than regular mail, the packages are 
traceable and I’ve found they’re less likely to get damaged on their way to 
the Copyright Office. If you do use regular mail, consider sending it using 
delivery confirmation or by certified mail with a return receipt. Because 
the effective date of your registration is based on the date everything 
is received by the Copyright Office, it’s useful to have that date for your 
records.

Tip

Make a copy of everything that you send to the Copyright Office before you 
package it up. In the event that your application materials get lost, it can be very 
helpful to have an exact duplicate in your files. In addition, if the Copyright Office 
contacts you about your application, it can be helpful to see exactly what the 
Copyright Office staff are looking at when you speak with them.

When you’re ready to send your application materials, mail them to:

U.S. Copyright Office—VA
Library of Congress
101 Independence Ave. SE
Washington, DC 20559

What Happens Next?
So, you’ve mailed off your application for registration. Now what?

Just like filing an electronic application, you wait. Track your package using 
the courier’s website and, after it has been delivered, print out the page 
that has the date and time of delivery and keep it with your copy of the 
application. It’s easy to overlook this step, but having evidence of delivery 
can be very helpful if your application gets misplaced once it makes it to 
the Copyright Office (it doesn’t happen often, but it does happen).
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Ideally you won’t hear anything from the Copyright Office until your cer-
tificate arrives in the mail, but don’t expect that to happen anytime soon. 
As of this writing the processing time for paper applications is 7 to 14 
months, and perhaps even longer to get into the Copyright Office’s online 
database (www.copyright.gov/records) because the process of moving the 
data from the application to the database is still done by hand.

If there is a problem with your application, you’ll hear from the Copyright 
Office likely by mail or email. Sometimes the copyright examiner will call. 
The next chapter covers how to deal with the Copyright Office if and when 
a representative gets in touch with a problem.

http://www.copyright.gov/records
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continuation sheet. See also
Form VA

completing, 73–75
descriptions of photographs, 

73, 75
explained, 73
first entry, 75
illustration, 74
mailing address, 75
maximum number of images, 

75
name of author, 73
name of copyright claimant, 73
space A, 73
space B, 73
space C, 75

copies, prohibiting, 32. See also
deposit copies

Copyhype website, 160
copyright

basics, 164
management, 164
perception problem, 5–6

Copyright Act of 1790, 12
Copyright Alliance, 140, 160–161
copyright blogs and podcasts, 160
copyright claims court, 147
copyright enforcement

explained, 134
Titles 17 and 37, 165

copyright info, including in image 
metadata, 26

copyright infringement
bringing claim for, 21
as civil matter, 21
as criminal matter, 21
identifying, 134
occurrence, 20
recovering from, 147
statutory damages, 21
suing for, 97–98

“bundle of rights”
distributing copies, 17
preparing derivatives of 

work, 17
public display, 17
public performance, 17
reproducing work, 17

business of photography
blogs and podcasts, 159
books about, 161

C
C&D (cease and desist) letters. 

See also takedown notices
challenge in sending, 141
contents, 141
explained, 141
legal consultation, 142
seeing examples, 142
tone of, 141

cameras, including copyright info 
in, 26

CC (Creative Commons) 
foundation, 129–130

CC Attribution license, 130
CC licenses, 130–131
Certificate of Registration. See also

registration
filing, 98–99
keeping, 100
maintaining, 98–99
making paper copies, 99
receiving, 92–93

Chilling Effects Clearinghouse, 
140, 142

claims tribunal, recommendation 
of, 7

Compendium of Copyright Office 
Practices, 13

competitions, reading terms of 
service, 128

Index

Numbers
500px website, 110
877 phone number, 95

A
address, changing on records, 105
Adobe Lightroom. See Lightroom
Aistars, Sandra, 140
American Photographic Artists 

website, 160
American Society of Media 

Photographers website, 160–161
American Society of Picture 

Professionals website, 160
anonymous works, copyright 

duration, 16
applications

answering questions about, 
92–95

hearing about, 89
mailing, 87–88
tracking, 88

ASMP (American Society of Media 
Photographers), 4

associations and groups, 160–161
attorneys. See lawyers

B
batch registration, 35–36. See also

registration
blogs and podcasts, 159–160. 

See also websites
books

business of photography, 161
copyright law, 161–162
laws, 161–162
Lightroom, 159
workflow, 159

Boyden, Bruce, 140–141
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application status indicator, 47
Author screen, 48–49
case number, 47
Certification screen, 51
Claimant screen, 49
confirmation emails, 56
content of filenames, 55
Electronic Deposit Upload, 

54–55
filing type, 47
following rules, 45
home screen, 46
image formats, 54
initial questions, 46
Limitation of Claim screen, 49
My Cart page, 52
payment confirmation, 53–54
payment screen, 52–53
public information, 50
Publication/Completion

screen, 48
Review Submission screen, 51
single image, 56–57
Special Handling screen, 51
starting, 45
Submit Files to Copyright 

Office, 55
submitting images, 55
Titles 17 and 37, 165
Titles screen, 47–48
Upload Deposit, 54
upload status indicator, 55–56

edited work, registering, 37
enforcement

explained, 134
Titles 17 and 37, 165

enforcement tools, lack of, 7
expressions versus ideas, 18

F
Facebook, 111
fair use, 19–20
filing types

published group, 34
selecting for eCO registration, 

47
single image, 34–35
unpublished collection, 34

copyrights
“bundle of rights,” 17
legal jurisdiction, 17
licensing, 14
ownership, 14–16
territorial aspect, 17
transferring, 14, 16

correspondence, receiving from 
Copyright Office, 94–95

counter notices, issuing, 139–141
Crated website, 110
CreativeFuture website, 161

D
damages and injunctions, 142–144
defenses for infringements, 

145–147
deposit copies. See also copies

LR/Mogrify 2 plugin, 76
size and resolution, 80

deposits, maintaining, 98–99
Digimarc watermarks, 117–118, 

135
digital first sale, 19
Digital Photo Experience website, 

159
digital reality, 9
digital watermarks, adding 

to images, 117. See also
watermarks

DMCA (Digital Millennium 
Copyright Act), 7, 12, 136. 
See also takedown notices

dpBestflow website, 161

E
eCO (Electronic Copyright Office), 

42. See also registration
eCO account

case number, 45
challenge question, 43
establishing, 42–44
registration process, 45
SR (service request), 45
user ID, 43

eCO registration process
after completion of, 63

copyright law
books about, 161–162
finding, 13
history, 12
updating, 8, 12

copyright limitations and 
exceptions

digital first sale, 19
fair use, 19–20
first sale, 18
ideas versus expression, 18
statutory, 20

Copyright Office. See also
questions from Copyright Office

fees, 34–36
hearing from, 89
location, 88
phone numbers, 95
receiving correspondence from, 

94–95
regulations, 13
report, 7
Title 17, 163
website, 162

copyright protection
anonymous works, 16
duration, 16
fixation, 12–13
joint works, 16
original authorship, 12–13
pseudonymous works, 16

copyright registration. See
registration

copyright status, determining, 16
copyright symbol, displaying, 

28–29
copyrightable works

architecture, 14
audiovisual, 14
choreography, 14
drama, 14
graphics, 14
literature, 14
motion pictures, 14
music, 14
pantomimes, 14
pictures, 14
sculpture, 14
sound recordings, 14
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first sale, 18
fixation, protecting, 12–13
Form CA, downloading, 105
Form GR/PPh/CON

completing, 73–75
descriptions of photographs, 

73, 75
explained, 73
first entry, 75
illustration, 74
mailing address, 75
maximum number of images, 

75
name of author, 73
name of copyright claimant, 73
space A, 73
space B, 73
space C, 75

Form VA. See also continuation 
sheet

Author’s Nationality or 
Domicile, 69

back of, 68
certification of information, 72
contribution to the work, 70
Date and Nation, 70
date of publication, 71
Dates of Birth and Death, 69
deposit account, 72
derivative works, 72
explained, 66
front of, 67
made for hire, 69
mailing address, 72
name and address, 71
Name of Author, 69
Nature of Authorship, 70
Nature of This Work, 69
Previous or Alternative Titles, 

69
previously registered version, 

71
space 1, 69
space 2, 69–70
space 3, 70
space 4, 71
space 5, 71
space 6, 72

space 7, 72
space 8, 72
space 9, 72
Title of This Work, 69
using, 35
year of completion, 70

forms, finding, 66

G
Goodlatte, Bob, 8
Google Reverse Image Search, 135
groups and associations, 160–161

I
ideas versus expression, 18
Illusion of More website, 160
image security

being reasonable, 126
borders, 118–124
digital watermarks, 117–118
limiting resolution, 125
limiting size, 125
preventing right-clicking, 

124–125
watermarks, 112–117

ImageRights service, 135
images. See also online image 

distribution
registering, 33–37
selling versus licensing, 15

import considerations. See
Lightroom

Improve Photography website, 159
infringement. See also litigation; 

unauthorized uses
bringing claim for, 21
as civil matter, 21
as criminal matter, 21
identifying, 134
occurrence, 20
recovering from, 147
statutory damages, 21
suing for, 97–98

injunctions and damages, 142–144
Instagram, 111
IPTC (International Press 

Telecommunications Council), 
129

J
judgments, recovering from, 147
judicial district, determining for 

litigation, 143, 145

L
laws, books about, 161–162
lawsuits, filing, 7, 143
lawyers, consulting, 95
legal issues, addressing, 95
licenses, recording, 103–105
licensing

royalty-free, 136
versus selling images, 15

Lightroom. See also LR/Mogrify 2 
plugin

batch-editing capabilities, 31
books about, 159
Copyright Info URL field, 29
Copyright Status, 28
copyright symbol, 28–29
import considerations, 26–30
import presets, 30
importing images into, 27–30
IPTC sections, 28, 30
metadata presets, 27
public information, 29
Rights Usage Terms, 29
strength, 26

Lightroom catalog
creating collections, 100–101
IPTC metadata option, 101–102
naming collections, 100–101
PLUS for Lightroom tool, 102
selecting images in collections, 

101
updating, 100–103

Lightroom image borders. See also
LR/Mogrify 2 plugin

Add Token button, 123
“Define your text” box, 123
Export option, 123
fixed widths, 120
Mogrify Graphical Watermarks, 

121
Mogrify Inner Border Options, 

121
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Mogrify Outer Border Options, 
120

Mogrify Text Annotations 
panel, 122

Post-Process Actions, 119
saving presets, 123
second text elements, 123–124
selecting images, 118

Lightroom watermark editor
anchor option, 114
changing appearance, 115
Effects panel, 114
Export dialog box, 113
graphical option, 114
image selection, 114
opacity slider, 115
saving presets, 116
Size option, 115
text option, 114
Watermarking panel, 113

litigation. See also infringement
collecting money from, 147
damages, 142–144
defenses, 145–147
explained, 142
filing suits, 143
granting awards, 142–143
injunctions, 142–144
judgments, 147
judicial districts, 143, 145
“small” copyright claims, 147
“substantial similarity,” 144
substantiating with proof, 

144–145
LR/Mogrify 2 plugin. See also

Lightroom; Lightroom image 
borders

Add Token option, 82–83
date of first publication, 84
downloading, 76
Export Location panel, 77
Export One File dialog, 76
export preset, 85
exporting images, 86–87
File Naming panel, 77, 79
File Settings panel, 79
Filename Template Editor, 

78–79
Inner Border Options, 81

metadata, 84
Outer Border Options, 80–81
post-process actions, 80
saving export settings, 85
Text Annotations panel, 81–84

M
media blogs and podcasts, 160
On the Media website, 160
metadata

accessing, 31
including copyright info in, 26
integrity issues, 26
issues, 129

monitoring and enforcement, 165. 
See also unauthorized uses

monitoring and sharing, 153
Mopsik, Eugene, 4
MPAA (Motion Picture Association 

of America), 140–141

N
National Press Photographers 

Association website, 161
notice and takedown, explained, 

136

O
On the Media website, 160
online image distribution. See also

images
accessing work, 109–111
licensing works, 110
photo sharing sites, 110
protecting work, 111
selling works, 110

online registration. See registration
online resources. See also websites

American Society of Media 
Photographers, 161

Copyright Alliance, 161
dpBestflow, 161
PhotoShelter, 161
U.S. Copyright Office, 162

original authorship, protecting, 
12–13

originality, defined, 13
“orphan works,” 22
owning copyrights, 14–16

P
PACA Digital Media Licensing 

Association website, 161
Pallante, Maria A., 8
paper forms. See Form CA; Form 

VA
payment, preparing, 87–88
perception problem, 5–6
phone numbers, 95
Photo Attorney website, 160
photo competitions, 128
photo sharing sites. See also

websites
500px, 110
Crated, 110
Facebook, 111
Instagram, 111
Pinterest, 111
Shutterfly, 110
Snapfish, 110

Photofocus website, 159
The Photographer’s Guide to 

Photo Contests, 128
photography

blogs and podcasts, 159
coverage by copyright law, 12

PhotoShelter website, 110, 128, 
161

PicScout website, 135
Pinterest, 111
Planning & Setup phase, 151
PLUS Coalition, 104
PLUS for Lightroom tool, 

downloading, 102
podcasts and blogs, 159–160. 

See also websites
Professional Photographers of 

America website, 161
pseudonymous works, copyright 

duration, 16
public record

licenses, 103–105
transfers, 103–105
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updating, 103–105
publication

defined, 31
prohibiting copies, 31

publication status, significance 
of, 33

published
group of images, 36–37
versus unpublished, 31–32

Q
questions from Copyright Office. 

See also U.S. Copyright Office
applications, 92–95
legal issues, 95
refusal to register, 95–98

R
reconsideration, requesting, 96–97
record maintenance

deposits, 98–99
Lightroom catalogs, 100–103
registration certificates, 98–99

registration. See also batch 
registration; eCO registration 
process

after applying for, 165
changing existing, 105
creating public record, 21
of edited work, 37
effective date, 87
explained, 23
fees, 34–36, 87
filing type, 33–-37
goal, 21
mailing application, 87–88
practices, 38–39
preparing payment, 87–88
published or unpublished, 

31–32
receiving certificate for, 92–93
refusal, 95–98
rejection, 97–98
requesting reconsideration, 

96–97
upgrades project, 63
using paper forms, 165

Registration & Records 
Management phase, 151–152

registration approaches
individual images, 38
periodic, 38
shoot-by-shoot, 38

registration certificates
filing, 98–99
keeping, 100
maintaining, 98–99
making paper copies, 99
receiving, 92–93

registration system, outdated 
status of, 8–9

regulatory references, 163–165
rejection, accepting, 97–98
resolution, limiting, 125
resources. See also websites

blogs and podcasts, 159–160
books, 158–159
groups and associations, 

160–161
online, 161

right-clicking on images, 
preventing, 124–125

royalty-free licensing, 136

S
searching for unauthorized uses, 

135
security of images

being reasonable, 126
borders, 118–124
digital watermarks, 117–118
limiting resolution, 125
limiting size, 125
preventing right-clicking, 

124–125
watermarks, 112–117

selling versus licensing images, 15
Sharing & Monitoring phase, 153
sharing images. See online image 

distribution
Shutterfly website, 110
single image

filing with eCO (Electronic 
Copyright Office), 56–57

registering, 34–35

size, limiting, 125
SmugMug website, 110
Snapfish website, 110
statutory damages, entitlement 

to, 21
statutory references, 163–165
stealing images, discouraging, 125
suing. See infringement; lawsuits

T
takedown notices. See also C&D 

(cease and desist) letters; DMCA 
(Digital Millennium Copyright 
Act)

cataloging, 140
issuing, 7, 137–139
sending, 139

terms of service agreements, 
127–129

This Week in Photo website, 159
TinEye website, 135
Title 17 of U.S. Code, 163
transfers, recording, 103–105

U
unauthorized uses. See also

infringement; monitoring and 
enforcement

cease and desist letters, 
141–142

counter notices, 139–141
Digimarc watermarks, 135
identifying offenders, 135
ImageRights service, 135
litigation, 142–147
notice and takedown, 136–141
PicScout, 135
search tools, 135

unpublished collection
adding headers in Acrobat, 62
adding page numbers, 62
creating and editing PDFs, 

61–62
creating deposit copy, 60–62
filing with eCO (Electronic 

Copyright Office), 57–62
finding case numbers, 62



171Index

Illusion of More, 160
ImageRights service, 135
Improve Photography, 159
LR/Mogrify 2 plugin, 76
On the Media, 160
National Press Photographers 

Association, 161
PACA Digital Media Licensing 

Association, 161
Pallante, Maria A., 8
Photo Attorney, 160
Photofocus, 159
The Photographer’s Guide to 

Photo Contests, 128
PhotoShelter, 110, 128
PicScout, 135
PLUS Coalition, 104
PLUS for Lightroom tool, 102
Professional Photographers of 

America, 161
small copyright claims, 147
SmugMug, 110
This Week in Photo, 159
TinEye, 135
Title 17 of U.S. Code, 163
Zenfolio, 110

work made for hire, 15–16
workflow, books about, 159
workflow cycle

illustration, 154–155
phases, 150
Planning & Setup, 151, 

154–155
Registration & Records 

Management, 151–152, 
154–155

Sharing & Monitoring phase, 
153–155

Z
Zeman, Nate, 112
Zenfolio website, 110

registering, 34–36
title details, 60
Titles screen, 58–59

U.S. Copyright Office. See also
questions from Copyright Office

fees, 34–36
hearing from, 89
location, 88
phone numbers, 95
receiving correspondence from, 

94–95
regulations, 13
report, 7
Title 17, 163
website, 162

V
VA (visual arts) form. See Form VA

W
watermarks, adding to images, 

112–117. See also digital 
watermarks

websites. See also blogs and 
podcasts; online resources; photo 
sharing sites; resources

American Photographic Artists, 
160

American Society of Media 
Photographers, 160

American Society of Picture 
Professionals, 160

Chilling Effects Clearinghouse, 
140, 142

Copyhype, 160
Copyright Alliance, 160
copyright law, 13
Copyright Office’s report, 7
CreativeFuture, 161
Digimarc watermarks, 117–118, 

135
Digital Photo Experience, 159
Form CA, 105
Google Reverse Image Search, 

135
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